























172

Although "Golden Slippers” was written in the nineteenth century, it
has become a part of the fiddie repertory. Here Metcalf plays the
melody on harmonica and accompanies himself on the bones. All of his
rhythms are duple; they consist of various combinations of "the
Grizzley shuffle," groups of four sixteenth notes, and groups of two
eighth notes.

Other innovations of Metcalf's inciude using a contact microphone
on the bones. For a muffied effect, he wraps a rubber band around the
middie of one bone to muffle the sound produced when the bones

strike each other.
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Benoit Bourque of Vercheres, Quebec, plays the bones with French
folk music, particularly dance music. The transcription in figure 4-5
is taken from a video made at a "pocket instruments" workshop at thg
Old Songs Festival on June 27, 1887, in Altamont, N.Y. Bourque plays
the bones with Raymond Quellet on accordion. The transcription is
the last thirty-two bars of a reel. Bourque began the reel by
illustrating the more simple techniques on the bones and got more

complex as the piece progressed. This example illustrates the more

prominent characteristics of his style.
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Figure 4-5. Unknown reel, last 32 measures.
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Bourque's style of playing is more diversified than the styles of

—

e other players already discussed. One of the most notable
features of Bourque's playing is his use of the right and left hand
independently of each other. His right hand plays more complex
rhythms, while his left hand plays simpler rhythms which help
punctuate and reinforce what the right hand is doing.
 Another prominent feature of Bourque's playing is his ability to
play duple rhythms as well as rhythms based on the triplet. He
switches from one to the other with ease. This characteristic is
evident in the transcription of the reel. One of the many instances of
this characteristic may be found in mm. 13-16. Mm. 13-14 consist of a
duple rhythm played twice: mj m . Mm. 15-16 consist of rhythms
constructed with triplets ar%?;‘;g]"e taps.

~ Bourque's rhythmic placement is also interesting. While the

—

majority of his playing reinforces the beat in a straightforward
manner (as one would expect in dance music), he is also capable of
playing more syncopated rhythms. Mm. 27-30 illustrate this
characteristic well. The tune played by the accordion consists of
four-bar phrases which may be subdivided into two two-measure units.
In mm. 27-28 Bourque plays the rhythm fﬁj mﬁ , which is
syncopated in itself. By playing the rhgt&_n{tlisce within the two-bar
melodic unit, the listener half expects the rhythm to be repeated
again. But Bourque utilizes the rhythm in m. 28 not only as the second

in a possible series, but also as the first bar of a rhythmic unit

similar to Danforth's rhythm ¢ (;ﬁ??ﬂ?j,gﬁﬂ ). (See figure 4-6.)
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Figure 4-6. Mm. 27-32 of reel played by Bourque.

The two-bar units in the accordion part are bracketed, as well as
rhythmic units in the bones part. Notice that the rhythmic unit in m.
28 is a repeat of the rhythmic unit in m. 27, while at the same time it
is the beginning of a longer rhythmic unit which extends to the first
beat of m. 29. This longer rhythmic unit is then repeated. Just as
Danforth's bones rhythms often do not begin and end together with
melodic phrases, the melodic phrases and bones rhythms fail to "line

up” until m. 31 tn this example of Bourque's playing.

The British System of Bones Playing

Bones played in Great Britain are of a slightly different shape than
bones played in America. British bones are thinner at one end than the
other, have rounded corners, and the bone held closest to the thumb is

thinner than the other. (See figures 4-7, 4-8, and 4-9.)
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igure 4-7. British bone
Figure 4-8. British bone,

F
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Figure 4-S. British bones grip.

To use the British bones grip, first hold the bones as described
Chapter II. Move the index finger inside the bones so that it rests
above the second finger. All other details in the grip remain the same.
(See figure 4-9.)

Several special techniques have been written about in association
with British bones playing. One such technique used by British bones
plagers is that of throwing a bone in the air and catching it again
while continuing to plag,5 a feat also performed by some minstrel
bones players in nineteenth-century America,® but unknown by
American bones players today. While other special techniques have
been written about in Great Britain, they are not commonly used by
Britich bones plagers.?

The style of bones playing found in the British Isles tends to be
quite repetitive. Rhythms are confined to those made up of triplets

and single taps. Most British players play only with one hand. The
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type of music played by most British bones players is British folk

music, including a large body of traditional/folk dance tunes. The

bones playing of an English player and two [rish players are examined

here.

A transcription of "The Dunmore Lassies,” the first tune in the

medley The Chattering Magpie performed by the Chieftains (from The

Chieftains: Bonaparte's Retreat Island Records, ILPS 9432), appears

in fiqure 4-10. The bones player is Ronnie McShane. He plays with one

hand onlyu.
Figure 4-10. "The Dunmore Lassies.”
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The melodic structure of "The Dunmore Lassies” is AABBAABB. The
hones are silent for the first two A sections, then come in at the first
B section. Although the bones play sparingly in the first B section,
they play continuously for the rest of the piece.

The bones part is repetitive within each section. Sometimes one
rhythm is played four times, as in the fourth A section. The rhythm in
mm. 41-42 (J ] J—J'ﬁﬂﬂﬂ) is repeated three times. At other times
a rhythm is played only twice within a section, as in the third B
section (mm. 49-56). The first four measures of this section utilize
different rhythms; the last four consist of a four-beat rhythm that is
repeated once (J—fﬁ J) lfﬁlﬁﬁ)

Repetition is common in dance music, as is a strong beat. Both of
these characteristics may be found in the bones part of "The Dunmore
Lassies.”

In another tune played by the Chieftains,"Boil the Breakfast Eariy"
(from The Chieftains: Boil the Breakfast Early Columbia Records PCT
36401), the bones are used to add another tone color to the
performance and play only at the beginning of the tune.8 The first

sixteen bars of the tune appear in figure 4-11.
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Figure 4-11. First 16 measures of "Boil the Breakfast Early."

The rhythm firct played by the bones in m. 11 is repeated in m. 1S. The
rhythm in m. 16 is almost a mirror reflection of that played in mm. 11
“— and 1S. After mm. 15-16 the bones are not played for the remainder of
the piece.
The transcription in figure 4-12, "The Rakes of Mallow" (from Bare
Bones: The Traditional Art of Bones Playing Greenwich Village, GVR
202) is a traditional polka played by Englishmen Nicholas Driver

(bonec) and William Molan (melodeon).



185

faon ):‘lzﬁubii The Rakes oF Maliew Neholas Priver benes
{0
ﬁ*r‘l N Bedjlsm — s 353 ()
x L £ HE 4 R ) " el P ]
¥ X I A r J'l T b ]
ro - + e —+— J’.'
Py %g tf;rr Iy rrr tLrr et
I
:"f_—; e T L ee?
= e o S e
Soodem=ry

__LQ’

D J"’-l [uD D{—‘j J‘

(re

1 fjwf—l

LEQ’UEEUf

s

T

L tf

and
= : ptes 1 2t _poseneeste
Seotem :
T

.
AT B = o LY
| A MY AP T P Y ’y
EE——— :
T Ll LLQ'
*“‘“@ ££

the repeat of The fimst stin, piayeﬁ oith beth hands

S % The bones play only o
The first strain is P

\aycd with one "\ani Hhe. S&wﬂd straw 18

at ha and aecelerates +v 126 3

raduall

.Onl

half of the

* K The +empo bejms
bed here ;both strans are repedted +wo ‘moe +imés in performance

porformants. i3 transn

Figure 4-12.

"The Rakas of Mallow
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Driver's style of playing closely resembles that of the two Irish bones
players discussed above. He plays with only one hand, as do the other
two players. His rhythms consist of tripiets and single taps. The
rhythms he plays are straightforward and nonsyncopated, which
reinforces the beat. Although all the rhythms he plays are always
similar (for example, compare mm. 1-2 with mm. 3-4), he sometimes

repeats a rhythm exactly, as in mm. 9-10 and mm. 11-12.
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N rlVv

1Biographical information on Eaton courtesy of James Kimball of SUNY,
Geneseo.

2Reinforcing the beat is a natural thing for Eaton to do. The
repertoire he plays has roots in the instrumental dance tradition
brought to the U.S. by Great Britain's lower classes as early as the
seventeenth century. Dance music typically has a strong beat.
Although today this music is often performed without dance, Eaton's
reinforcing the beat is in accord with the music's initial purpose (to
accompany dance) and probable earlier performance practices.

3Recorded on July 4, 1987 at the Genesee Country Museum in Mumford,
New York. The fiddle player is James Kimball of SUNY, Geneseo.

“Clawhammer style banjo is characterized by arpeggiated melodies
which most commonly use a combination of the rhythms notated above
in the main body of the text. The strings are struck by the back of the
~—~fingernail in a downward motion of the hand rather than plucking the
-trings with an upward motion of the fingers as is the case with
bluegrass banjo For more information, see Pete Seeger’s
the Five-String Banjo: A Manual for Beginners, 3rd ed., rev. (Beacon,
N.Y.: By the Author, 1962).

SLiner notes from Bare Bones: The Traditional Art of Bones Playing
Greenwich Village, GVR 202.

SDalleg Paskman and Sigmund Spaeth, "Gentlemen ated!": A

Parade of the Qld-Time Minstrels (Garden City, New York: Doubleday,
Doran & Co., 1928), p. 28.

"These techniques include turning the bone closest to the thumb on
its side, producing a softer dynamic level and a darker timbre. The
bone may be easily turned while playing. Hold the bones in either the
British manner or in the manner described in Chapter II. Hold your
hand so that you are looking directly at your thumbnail. The bones
should be parallel to each other. Now turn the bone closest to the
thumb (i.e., the inside bone) so that it is perpendicular to the other
bone. If you are using Danforth's grip, raise the first finger, then turn
the bone with the thumb and second finger. If you are using the
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British bones grip, turn the bone with the thumb and the first and
~—second fingers.

Another technique is that of playing with four bones in each hand.
As with the technique described in Chapter Il of playing with three
bones in each hand, this technique is more useful as an eye-catching
device than it is a practical playing technique. To hold four bones in
each hand, first pick up three bones as described in Chapter II, item k, .
p. 101. Place the fourth bone between the third and fourth fingers so  °
that it curves in the same direction as the next two bones. The
fourth finger rests on the edge of the fourth bone.

An extremely difficult technique is to play triplets in both hands,
with one hand startinﬁ half a beat later than the other. If notated, it

would look like this: LUJEE_F or ngg;fgg&

The resulting effect is that of a roll played at twice the normal speed.
The three special techniques described here are included in the

liner notes for Bare Bones: The Traditional Art of Bones Playing
Greenwich Village, GVR 202. While on tour in England in 1980, Percy
Danforth met the bones player on the recording, Nicholas Driver, as
well as his father, Aubrey Driver, also a bones player. Danforth
observed both Driver and his father play the bones on numerous
occasions and said they used none of the special techniques described
in the liner notes. Although the liner notes are not signed, they were

___probably written by Nicholas Driver. Photographs of his father
illustrate the various bones techniques discussed in the liner notes,
and Driver writes in the first person when writing about himself.
Therefore it is strange that Driver has described techniques in the
liner notes that he and his father use rarely, if at all.

8The album from which this piece was transcribed did not identify the
bones player. But based on the personel identified on other albums
put out by the Chieftains at approximately the same time and the
personel witnessed at a live performance, the bones player is probably
Martin Fay. He too plays only with one hand.




CHAPTER V

A CONVERSATION WITH FERCY DANFORTH
May. 1985

Ann Arbor, Michigan

BL: How old were you when you first heard of the bones?
PD: About eight years old. When we ‘moved to Washington, D.C, I
started school at Webb School 1n northeast Washington. At recess
time that first day, some of the kids out on the playground pulled

" hece cpare rib bones out of their pockets and just started rattling
them. I was flabbergasted, of course, went home and told my dad all
about this. T started to tell him a little bit about it and he said, "Oh
yes. Those are the bones of Mr. Endman in the minstrel show.” He told
me a little something about the minstrel shows and we got slats out
of an old shutter. He showed me how to hold these and how to get
come initial rattles out of them. That was in the fall of 1908.

But it was the next summer we kids used to play out in front of
Isaac Clayman's grocery store down on the street corner. There was
an expanse of concrete sidewalk there at the intersection and at the
curb was an old gas lamplight. Street lights weren't electrified in
Washington yet. Fifteenth and F Street was just on the border of

~—~ town then. Beyond there were fields and marshes and there was a

189
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black community where there were no paved streets, no street lights,
~othing. The streets were still macadam out in that part of
Washington. These black fellows used to like to come over to this
street corner. And no conversation--nothing. They'd get some sand
out of the gutter and sprinkle it on the sidewalk under the old gas N
lamp light. We kids would get back into the background. They'd get
these standing rib bones out of their pockets and soft-shoe sand
dance under there. So I watched that all summer and it kind of gave
me a feeling down in the soles of my shoes that this would be kind of
fun. So through the years I rattled the bones a little bit. And I say
“rattled" because I like to diFFerentialte between "rattling the bones”
and "playing the bones." So that's how I found out about them.
But at that time, everybody knew about the bones. Everybody knew
_—~about minstrel shows, and everybody knew about “Brother Bones," the
endman in the minstrel shows. They knew about Mr. Tambo, Mr.
Interlocutor, and the whole thing. But the bones were what people
kind of concentrated on in their appreciation of the minstrel show.
BL: What do the terms "endman" and "interlocutor” refer to?
PD: The format of the troupe was usually something like this: they
came out on the stage, right out to the footlights and formed part of
the arc of a circle, with the two ends of the arc out toward the
avdience. On one end of this arc was Mr. Tambo, who played the
tambourine. In the center was the suave M.C., Mr. Interlocutor--of
course these fellows were blackface--and on the other end was Mr.
Bones who played the rhythm bones. In between this trio were fiddlers

and banjo players and singers. That was the part of the minstrel

—
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show that was--of course there were other parts to it too--but this

" as the part that everybody was so excited about.

BL: Would they all play together or take turns, or. ..

PD: They all played together, “The Camptown Races,"! “Oh! Susanna,"

and a lot of bouncy stuff like that. )
Mr. Bones of course used bones that were ebony bones or bone

bones, that is, made out of bone, so that they would make plenty of

noise because he wanted the bones to be heard above everything.

BL: Where did people get ebony bones? Now, ebony is rather

expensive and hard to come by, isn't it?

PD: Yes. I have ebony bones. But I'm surprised at how many ebony

bones there are. They turn up. I don't know where people got them.

BL: Where did you get yours?

BD: The first pair of ebony bones I got was at a flea market out at
Arborland.2 1 had stopped by, was looking around, and among other
things saw some ebony bones. 1 asked the man about them and he said,
“Well frankly, they've been lying around my place so long I haven't any
idea what to do with them. If you want them, you can have them."

There was another one of these flea markets out on Ann Arbor-
Saline Road. A friend who was in a workshop of mine brought in two
pairs of ebony bones to the workshop. I asked him where in the world
he got them and he said that he got them at this flea market. He had,

as I recall, half a dozen pairs of these bones.

IThe actual title of Foster's song is "Gwone to Run All Night" or
*“e Camptown Races."

—n shopping mall in Ann Arbor, Michigan.
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Then I got another pair. I played with the Plymouth Symphony
— Orchestra and after that I got a letter from a woman in Plymouth
[Michigan] who said, "My husband used to play the bones. But he had
different kind of bones--they're black. If you would be interested in
them--they have a historical background--I'd like to send them to you.” '
And she did; they were two pairs of ebony bones. So there were lots
of them. But I've never played with them. I just have them to show
audiences what a piercing, disagreeable sound they make. They
wouldn't fit into any kind of ensemble at all.
BL: But weren't ebony bones used in the minstrel shows?
PD: Oh yes. They definitely were.
BL: They sounded just as disagreeable then?
PD: But what could sound more disagreeable than anything in the
minstrel show? (laughter) Just loud and sharp.
BL: When you were growing up, did you get to see minstrel shows?
Were they still around then?
PD: There were lots of them, but I didn't see any minstrel shows. 1
just heard about them. Everybody would talk about them, but T never
got to one.

The first minstrel show I ever really saw or got involved with was
over in Dexter [(Michigan]. There was a man from Atlanta, Georgia that
came up and organized it. I remember distinctiy at our first meeting
that he was talking about the organization and somebody in the group

said, "But of course we can't blackface." He said, "The hell we can't
blackfacel Down in Atlanta when we give a minstrel show we
blackface and we're going to blackface herel" So there was

blackfacing! .
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BL: When was that?

PD: Oh, that was six or seven years ago.

BL: Is the list of rudiments! we've talked about before something
you've come up with yourself, or were those things taught to you when
you learned how to play? .
PD: I think I've refined that somewhat to rudiments and elements.€
There are only two rudiments, the staccato tap and the triplet. Out of
those two, all these other things can be made. Now I've listened to
recordings of the Chieftains,3 and I've watched many, many people
play the bones. I think the difference between them and me is that
I've been fortunate to spend about 75% of my life with musicians. And
musicians are a gang of perfectionists. They look at their
instruments and wonder what they can do with them, talk about what
they have done with them, and so on. So I looked at my simple bones
and began to wonder about them. Of course I'm interested in rhythm
patterns. You can't be involved that way without beginning to have
things happen. So the more I wondered about this, the more potential
I saw. For example, you can put two of these fundamental triplets
together with a tap and make a seven tap roll. So just playing with
them and playing with them and thinking about it, being sensitive to
what you accidentally do, you begin to recognize some of these things.

So we get a list of elements.

"The term "rudiments" as used in the world of traditional
Western percussion usually refers to a specific rhythm pattern.
2Danforth defines “taps" and "triplets”, the two basic sounds
made by the bones, as rudiments. He defines "elements" as
specific rhythmic patterns consisting of taps and triplets in
various combinations.

3An Irish folk ensemble. -
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BL: So the list of elements is pretty much your own creation.

“™D: Oh, nobody has ever looked at this the way I have.

BL: What types of music do you like to play with, or what types of
music do you think are appropriate to play with?
PD: Ilike to think of it in these terms. I find that now that I have

played the bones as much as I have, [ don't have to think of how I hold

“them anymore. | know just by going through the motions what it

would sound like if [ had bones in my hands. And so I have enjoyed the
bones, for example, while I'm soaking in the shower. (chuckle) I
started this with Gottschalk's Bamboula. I could repeat Gottschalk's
Bamboula five times on one side of a ninety-minute tape. I'd start the
tape going and the shower going and play the bones--except that I
wouldn't have any bones. In a situation like that I have enjoyed the
kinesthetics of playing the bones. [ can hear the bones because |
know what every move would sound like if I had the bones. That's ali
apropos to the fact that I have felt about the bones in the same terms
that a dancer must feel relative to him and the dance or her and the
dance. So Itry to show people who are interested in the bones that
essentially this is a dance. You play the bones from the soles of your
shoes right up. Sometimes I'd say "from the seat of the pants up" but
it's better "the soles of the shoes up" because that gets all of you
involved in it. Then, anything that you can dance to, you can play the
bones to.

BL: That covers a lot of territoryl
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PD: When I began playing the bones with C.P.E. Bach and Mozart and a
few folks like that, Fran! had big crocodile tears! I think we've done
"Turkish Rondo."2

BL: VYes.

PD: Well for heaven's sake, it invites everything the bones can

contribute! It's a long way around about answering the question, but

that's the way I feel about it. Now there's a tendency for people who

play the bones to think in terms of reels and hornpipes and jigs and so
on. But you can get over into all this other stuff that invites much,
much more.

BL: In other words, you play with a wide variety of music.

PD: I've experimented quite a bit with the eastern end of the
Mediterranean: ‘3‘ meter‘,é , Igs --that kind of stuff. 1 went to

Princeton to do some workshops and a fellow there was very much

interested in the folk dancing of the eastern end of the Mediterranean.

He took me over one night after a workshop to watch these dances. 1
think one of the nicest things I've ever watched relative to folk
dancing was to see about forty people in a circle, all deing these
dances to music that really curls your hairl Those dances are really
involved. To see every foot doing just the same thing--it was
beautiful. It's hard stuff to do bones withl (chuckle)

BL: Yes, I imagine it would bel Most of the music we play with is in

duple or tripie meter, not in an odd meter.

IFrances Danforth, Percy's wife.

2The third movement of Mozart's Piano Sonata in A K. 331, also
known as "Alla Turca."” When I was studying the bones with
Percy, this movement was one of the first pieces he gave me to
practice.
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PD: That's just what I was going to say ... three beats, two beats,
~— three beats, three beats, two beats. But there have been a lot of

other things to work on so I haven't concentrated on that.

BL: When you've traveled to different folk festivals, have you noticed

a difference in the way people play the bones or how a bones player

plays with music?

- PD: What has happened generally at folk festivals is that people

haven't seen the bones.
BL: They're not very common?
PD: Except where I've been before. So many, many people come up and
they're flabbergasted to see this white-haired old bunny come out and
play the bones. But frequently, somebody will come up who will pick
up a pair of bones and rattle them a little bit. He used to do it, his
granddaddy showed him how to do it, or yackety-yak. But all they know
is just a simple rattle. And not even rattles with taps in between . ..
no patterns; they just know how to rattie them. I was shipped down
to the Florida State Folk Festival to play the bones. They have a
bones player down there that has been considered the champion bones
player of Florida. He did a lot of bones rattling and then he had the
jawbone of some critter with the teeth loose in it. He could rub some
kind of a stick over it and rattle the bones. Then he invited me to
play. Obviously he was amazed. When I finished, I stood down by the
little stage. He put his jawbone down and whatever else he had and
got off the stage and walked over to me and stuck out his hand and

said, "You're the champ!" (chuckle)
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There are people who have been associated with the bones like
— Nicholas Driver in England; he sent me a record he made over there.!
On the jacket there was a blurb about how he had made the recording
to preserve the ancient art of bones playing. The bones playing on the
album is very, very simple. No change in dynamics, no change in .
anything.
BL: He just plays straight rolls?
PD: It's just straight; there's alittle break but nothing very exciting
that happens. Now I played with him over there.2 We went up to
Ipswich where his mother and dad live. His dad is an old bones player.
The only things we played were some "marchy” kinds of things--slow--
and I think they were in 42' time. Now the old gent could throw a bene
up in the air and catch it without missing a beat--this kind of stuff--
but it was no bones playing. The potential of the bones has not been
recognized. So these are the kinds of things I keep running across.
BL: Is the technigque of holding the bones the same in the British
tradition as the way you play? (
PD: No. You see, they have a different kind of bones. They're made all
together different than our bones. They're thin on one end and get
heavy on the other; they get wide and flat. The reason why they're
heavy on the one end is because the movable bone3 is a kind of

pendulum; it swings in there. It's just held in there so it can swing,

'The recording referred to here is Bare Bones: The Traditional
Art of Bones Playing Greenwich Village, GVR 202, 1978.

2Danforth did a tour in England in 1980 with Clare Jones, piano,
and Alistair Anderson, English concertina and Northumbrian
small pipes. The repertoire consisted of traditional British folk

3The bone which is held between the second and third fingers.
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instead of being spring-loaded so that you can get a nice series of
fast taps. Those are rosewood bones that Nicholas Driver makes and
sells over there. He gave me a set of them, but I can't use them. 1
would use them the other way around for a change in sound, but that's
the opposite of the way they play.! Now do you know the Chieftains?
BL: Yes. ‘
PD: Do you remember on the cover of one of the Chieftains' albums
they have a picture of all their exotic instruments? Down in the
foreground is a pair of standing rib bones. Those are the bones that
their bones player uses, just one pair. They use those bones for the
sole purpose of introducing a color, like a French horn.

BL: Just to add vam‘étg.

PD: It just adds variety. The beat is very, very simple, but the color
is nice. Then the bones player will put those down and will pick up his
bodhr&nZ and do the same simple things with the bodhran.

BL: It sounds like there's a really different conception of playing in
England.

PD: Oh yes, altogether different. One hand.3

When Danforth uses these bones he plays them with the heavy
ends between his fingers and the light ends hanging down.
British bones players play with the light ends up and the heavy
ends down.

2A large single-headed drum resembling a tambourine without
Jingles, whose diameter is approximately 22"

3Nicholas Driver and his father, Aubrey Driver, have been
photographed while playing the bones with a pair of bones in
each hand. (See liner notes, Bare Bones, Greenwich Village, GVR
202,1978.) Yet Danforth maintains that in actual practice,
Nicholas Driver and his father only played with one pair of
bones. Their style of playing differs from Danforth's in that
they tend to play one pattern repeatediy, or they will follow the
rhythm of the tune they are playing. Danforth's playing tends to
have more variety and is much more syncopated.
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BL: Just one hand?
~—PD: When I played over there I played in pubs. Those pecple weren't
particularly interested in what I was doing. [ think they thought it
was kind of cute that an old quy would be doing those things with a
pair of bones. They were amazed that the bones were made of wood. K
But there wasn't much comment about them at all. |
BL: Were you doing things that people there usually wouldn't do?
PD: They wouldn't begin to do those things.
BL: You mentioned that when you played with Nicholas Driver and his
father you played some "marchy" kinds of things. Did you ever hear a
bones player there do anything eise?
PD: No.
BL: The Chieftains play a lot of jigs, hornpipes and reels. Of course
they're Irish, but from the same part of the world.
PD: Oh yes. But the philosophy in the British Isies seems to prevail. 1
didn't see any two-hand bones playing there.
BL: When you were taught how to play, did most people just play with
one hand, or did people play with two hands?
PD: My dad showed me one hand. And all through the years I just
rattled the bones with one hand, one pair. But then Fran took a
graduate course in the history of music. I think I told you about how
the question about the bones came up and I was invited to
demonstrate the bones. I thought, "Boy, just to go over there and
show them about the bones with one hand isn't anything. I better get

busy and do this with two hands.” For two or three weeks or so [ just

worked my tail off getting to the place where [ could do this with two
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hands. Then ] began to see the potential of the bones. I worked, |
think, every night.

Then I began to hear Fran do things on the piano that sounded as if
they'd be swell with the bones--playing three beats with one hand and
two with the other hand. Those are nice rhythm patterns! So I've
been subjected to stuff that would make you wonder about the
potential of the bones.

BL: From the time that you learned how to play to the time that you
began playing with two hands, did you play with other groups very
much?

PD: No, not with other groups. What would happen would be if I was
setting the table I might pick up a couple of knives and play. Or when I
was the elementary art teacher in the Monroe [Michigan] school
system I thought, "Well gee, these kids ought to have rulers.” So I
went out into the community and got somebody to contribute a bunch
of rulers. 1 passed these rulers out the first day. Of course the kids
were fencing with them and were banging them around. I said, “Now
Just wait a minute. If you want to hear what you really ought to be
doing with these rulers, I'll show you what to do." So I picked up a
couple of rulers and rattled the bones. And we didn't have any more
trouble after thatl ‘

BL: After playing for Fran's class did you begin to play more with

musicians?

A\]
-
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PD: Well sure. Right off the bat Professor Borroff! said, "Gee, this is
“ell. We're giving a colloquium on early American music around 1840.

it

And it would be swell if you could do the bones for us." This was in
Pease Auditorium.2 So Evelyn Avsharian, who was on the violin
faculty at EMU, and I got together and worked up the first thing we
ever did in public, "Devil Among the Tailors."3 Bones and fiddle. Of
course I was flabbergasted when this thing just about brought the
house down. Nobody had ever seen anything like that before. I had
learned to do it with two hands in a very elementary kind of way. 1
didn't really know how to play the bones yet. Just enough so that we
got away with it. In other words, I hadn't concentrated on playing the
bones the way I have in recent years. |

BL: It seems like you've done a lot of playing in the past few years.
San't you go to quite a few folk festivals in the summer?

PD: Oh yes.

BL: Where have you gone?

PD: This summer I was scheduled for Boston--1 was at Boston last
year--but I didn't go. That's the New England Folk Festival. I had a
conflict. I'm scheduled for the Summer Solstice Festival in Los

Angeles the weekend after next. I've been invited to Winnipeg. I go to

The Mariposa Folk Festival just outside of Toronto, the Old Songs

IA former Professor of Music History at Eastern Michigan

University (EMU) in Ypsilanti, Michigan, now teaching at SUNY in

Binghamton, New York.

2The performing arts hall at EMU.

3Performed as part of a Collegium Musicum concert at EMU,
March 21,1972. "Devil Among the Tailors" is a fiddle tune

cluded in "John Turner's Liber," 1788, Connecticut Historical
oociety, Hartford, Connecticut.
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Festival at Altamont, just outside of Albany, and the Philadelphia
Festival. Next weekend I'm scheduled to be in Marshall, Michigan. And
then Albion and Jackeon and the Wheatland Festival up in Remus,
Michigan. And of course a lot of local stuff.

BL: Yes, you seem to make your way around here tool You've been all.
over.

PD: Oh yes. We've covered the country pretty well except down in the
South and Southwest. Although I've played in Arizona.

BL: In your travels have you ever come across another bones player in
addition to the fellow in Florida?

PD: Again, there are one-handed rattlers.

BL: But "rattlers,” not bones "players."

PD: They're just all rattlers. They don't think in the same terms as I
do. They don't think in terms of ensemble. Of course, I do a lot of
bones a cappella, just bones improvisation alone. You walk out on the
stage in a place like Alice Tully Hall of Lincoln Center,! just me and the
bones; it's'quite an interesting challenge. Unless you have a very
deep-seated feeling that what you do people are going to be
interested in, you haven't any idea when you walk out. You just can't
imagine what you're going to do. And when they hear all this variety
of patterns, it's something elsel

BL: That concert was pretty well received, wasn't it?

PD: Oh yes. (chucklie) But to get back to the question of other bones
players, nobody had ever thought of this kind of thing. I think I've told

IDanforth gave a performance in Alice Tully Hall at Lincoln
Center with Joan Morris and William Bolcom on Sunday, March 6,
1983.
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you that I play with Madcat Ruth.! He plays his jew's-harp and you
have to think in terms of ensemble again. So I use a white pine bone
and a strip of the thin end of a cedar shingle. This makes a series of
butterfly touches that's perfectiy compatible with what comes out of
a jew's-harp. Nobody has ever done anything like that with the bones. -
BL: When you're going to play with somebody, what issues do you think
about? What sorts of things do you think about to make an ensemble a
good ensemble?

PD: If I'm going to play with a banjo, that's different from playing
with a classical quitar. Now if it's a banjo, I just play the bones
normally--just normal stance on the bones. If it's a classical guitar,
in order to control the dynamics of the thing, that's when I like to play
the bones “off side"Z a little bit so that I'm playing on the edges of
the bones. It controls the dynamics and the color of the sound.

When I recorded with a rock band I found out that the bones, like
crumpling paper, "take" on a recording. Since then, whenever I've done
any recording, I usually choke the stationary bone.3 But even then
they stick out. The people at the controls have to turn the bones

down. It's surprising. So these are all the ensemble considerations.

Sometimes I've kept the same idea in mind when I've played Lamb's

'A well-known folk musician, originally from Ann Arbor.

2A technique used to change the timbre and dynamic level of the
bones. (See Chapter 11, Varying Tone Color and Pitch, #1, p. 91.)
3The bone held between the first and second fingers is raised
so that there are approximately two inches of the bone below
the second finger and approximately three and one-half inches
of the bone above the second finger. (See Chapter II, Yarying
Tone Color and Pitch, *3, p. 93 for a photograph and further

explanation).
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Ragtime Nightingale. [ used a white pine bone and a balsa bone for a
soft-shoe effect.

BL: What sorts of things do you consider when you're preparing to
perform a particular piece?

PD: I don't quite follow.

BL: When you've worked with me oh a particular piece, you've said,
"Here's a nice place that invites a change of texture. There, 'X' would
work better than 'Y."" How do you go about deciding things like that?
PD: I guess just down inside of you something says, "This sounds like
this and it would be swell to have this kind of something to go with
it." Either that or a counter rhythm. It‘s just something you kind of
have to feel. |

BL: Have your ideas of what is appropriate to play with certain kinds
of music changed over the years as you've played?

PD: Yes. I think they're more refined. I've thought so deeply into
some of these things and the feel for rhythm patterns keeps growing;
-- the feel for getting into counter rhythms instead of just following
along with the music. There are two ways bones playing can be
monotonous. One is to always play with the same kind of music--bing
bing bing. That's the reason I like to go from Stoptime Rag to maybe
Solace ! then to "Irish Washerwoman.” And then to another rag--
maybe a rag like Bill Bolcom's 0ld Adam Chicken Scratch, which is a
blues kind of a thing. And then just something like "Turkish Rondo."
O.K. That's variety of music. The other way bones playing gets

monotonous is if your rhythms lack variety. A variety of music invites

'Stoptime Bag and Selace by Scott Joplin,
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a variety of rhythms and textures from the bones. Sometimes you
want to follow the rhythm of the tune, and other times you want to
play a counter rhythm.

BL: I'm sure when you first started playing with different kinds of
music you would try different things. v
PD: Of course when you first start out, the problem is to keep up with
the musicians! And to do something, just something. Generally
speaking, it was pretty much folk music at first. With the folk music
you do something until you get tired of doing that and then you do
something else. Oh, there's a variety of invitations, but not nearly as
subtle as when you get into some other kinds of things.

BL: Do you think it's possible for somebody to overplay the bones, or
to play several pieces so that it all begins to sound alike?

PD: That's one of the problems, I think. But I've gotten into situations
where [ have told the person I was playing with that this would be a
good time for the guitar to take off. That's why I've showed
audiences that when I'm playing with the guitar, I'm playing with the
bones “off side," very quietly. Then the guitar player says, "O.K., Perc.
Take it." Then I make the bones parallel! and the bones cut capers for
a bit. When it's time for the guitar to come in again, then I quiet down.
Now when I play "The Grouchy 0Old Man and the Cackling Woman" with
Vincent Tufo,2 I just play along and I only play with one hand because

IThe normal playing position. (For details see Chapter II, pp. 85-
86.)

2 When Danforth plays this tune, he makes the pitch of the
bones high for the voice of the old woman and low for the voice
of the old man. (For details on this technique, see Chapter II,
Varying Tone Color and Pitch, *4, p.94.) Vincent Tufo is an Ann "
Arbor folk musician who plays the fiddle.
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what's important is a decided change in the color of the sound. The
patterns are as tricky as I can make them with one hand. Or
something like the Stars and Stripes Forever. There's the low stuff
with the trombones and the high part with the piccolo obbligato.

BL: Do you ever drop out completely in a piece? R
PD: Oh yes.

BL: Then hop back in?

PD: Yes. It's all a matter of planning. That's why I like to work with a
person and figure out what we're going to do rather than just to wing
it all the time. We decide where I'm going to drop out; there are even
times when the music, the instrument has dropped out and the bones
just take off.

BL: That's primarily how you approach a piece. If you're going to have
a performance you get together with the other performer and. ..

PD: Yes. [ always try tol But until they've played with the bones,
some people don't know that there's this potential, I mean that you
really have a plan and can do a nice variety of things.

BL: You try different things and discuss a few options and decide how
you're going to do it.

PD: VYes.

BL: When you perform the same piece more than once do you try to
play it exactly the same way each time, or is it always different?

PD: Ithink it's different every time because every time it's pretty
much improvised within a frame. But now with something like Mozart's
"Turkish Rondo," I think that turns out pretty much the same each
time because that's divided into such nice areas. You just feel like

doing a certain thing when you get to a certain part.
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BL: What different types of instrument combinations have you played
— with?

PD: I've played with everything from a symphony orchestra down to a

jew's-harp.

BL: That covers quite a lot of territory! What types of pieces did you

play with the orchestra?

PD: We played Rossini's La Danse ! Percy Grainger's Country Gardens,

and I've forgotten what else.

BL: It sounds like you've done a variety of music.

PD: Oh yes ... a real variety. And I've played with dance. Did goU

know Liz Bergmann? She was head of the dance department here at

the University of Michigan. She's now in San Diego, I think. Anyhouw,

it's a long story. She heard the bones and I saw her about three years
__afterwards. This was in the kitchen in the old Ark.2 She had heard

the bones in the Power Center3 from up in the lobby and went over

and peeked down. There I was with one foot in the footlight playing

the bones. She had thought it was a tap dancer or something like that.

She thought it would be swell with dance, so she said, "Would you be

interested?" Of course I was interestedl So Liz and [ spent about

three months just establishing rapport. It got to the place where,

within a broad frame of reference, we established a program. le did

four performances at the School for Dance

ILa Danse (French) or La Danza (Italian).

2A coffee house in Ann Arbor.

3A performance hall at the University of Michigan (U of M), Ann

Arbor. The lobby has a balcony. Apparently Ms. Bergmann was

on the balcony and heard Percy playing on the ground floor of
—*he lobby.

tDanforth is referring to the Dance Department at the U of M.

.
*




208

BL: What sorts of things were you doing with her?

PD: Roughly what happened was that everything was dark, and there
was a spotlight over here. I started playing the bones a little out to
the back and then [ walked into the spotlight, playing. Liz came in
through the other door, obviously intrigued with what was going on.
The place began to light up. I went on playing, but I first didn't notice
~ that she had begun to swing into this dance. Very quietly I began to
notice, "Gee whiz. I have companyl” So I had just been "meditating"
with the bones. [ began to steam it up a little bit. We got to the place
where we were really going round with this thing. She danced so hard
she finally collapsed. Of course that surprised me; I didn't know what
to make of it. So I moved over to where she was, but just did some
little things to see if I could "bring her to" again. Played over her and
she could see what was going on. She finally got up and we changed
time signature and some of these kinds of things so she went into
something else. It got to the place where, because we had done this,
and were doing this, we'd both feel like doing the same thing next.
That's what rapport does. She was surprised when she "came to" and
saw me standing over her doing these simple little things. So she got
up and backed off, but | talked her back. Then we began to dance. This
was the way the thing was worked along; it was just a whole sequence
of things.

BL: So there was somewhat of a plot or story line?

PD: Oh yes. We had in mind, again, a frame of reference and we just
knew we were going to be doing something; there wasn't any
choreography designed for it. It was just Liz and me and the bones.

BL: Have you worked with dancers since then?
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PD: Yes. I've worked with the dance department, and the vocal
department with Joan Morris. Every year for several years I've
worked with her group. There are always a couple of numbers that we
do. And I've worked with Mary Ellen Guinn! in the dance department.
She teaches tap dance. Ue've done recitals with Joanie Morris. So
the bones get around!

BL: Earlier you mentioned something about recording with a rock band.

PD: Oh yes. That was with a couple of rock bands. There was Rough

Water String Band from Rochester, Michigan and the other was a local

group. I have the recordings; they didn't come out very well.

BL: When you played with the rock bands, what kind of music did you

play? |

PD: Fast country kind of stuff; all fast and all loud.

- I also recorded for New World Records.2 That was minstrel show
music. Ue got a vocal quartet in from Dearborn. They had once come
out second in a national contest; they were good. This was Bob
Winans' group. He teaches at Wayne State Um‘versitg.3 His thing is
the banjo. He's done a lot of work on banjo and minstrel shows. Matt
Heumann and Vincent Tufo also participated. So there was fiddle,
banjo--that was a fretiess banjo, which is kind of nice--tambourine
and the bones and this quartet. We did minstrel show music. 1 think

that record was supposed to have come out last October. We did this

1Adjunct Lecturer in the Music Theatre Dept., School of Music, U
of M.

2The Early Minstrel Show, 1985.

3Since January, 1987, Robert Winans has resided in Washington,
D.C., where he works for the National Endowment for the Arts.
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a couple of years ago. Of course I'm recorded and "TV'ed" at all these
music and folk festivals I go to too.

BL: Has the record you made with the quartet been released yet?

PD: No, it hasn't come out yet.! A

BL: What sorts of things do you think about when you play the bones
unaccompanied? How do you like to structure the performance to
make it what you consider to be a good performance?

PD: That's a little bit subtle. I like to start out with something kind
of simple and then elaborate on that a little bit. Then you just kind of
think, "Well I've done this long enough. I think I'll do something else; I
guess I'll do this."

BL: Do you ever change tempo when you're playing by yourself?

PD: Yes, especially from : to g time. It's nice to speed things up
because you feel like speeding things up a little bit and then slow
things down. Changing the color of the sound is nice too, to some of
the real low and real high stuff.

BL: I know you and Nancy Udow?Z have done some improvised duets and
we tried it once. What sorts of things do you consider in that
context?

PD: What we've done is the same sort of thing I've done alone, I think.
For example, I've done a stretch of just roll, then tried various
patterns to see what works well with that and what doesn't. I've
found that just as I can play two against three, for example, I can do
the same kind of thing with a seven tap roll against three taps. I think

we found out the other day that there's something kind of nice about

IThe recording was released in the fall of 198S.
2A member of the dance/percussion duo Equilibrium.
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that. Of course we've played stretches and have found that certain
things are nicer to listen to and be involved with. You gain a feel for
what's going on, for rhythms and counter rhythms.

BL: When I improvised with you, the thing I noticed right away was
that we were both listening to each other. Sometimes we'd play -
things that complemented each other; sometimes you would be more
soloistic and I'd lay back, and then we'd switch roles.

PD: Yes. ] think some of this stuff could be worked out so that it
would really be nice, but we've never really gotten down to really
nailing it down.

BL: When you teach somebody what to play, what things do you like to
focus on? What things do you think are the most important right
away’?

PD: The big problem right away is concentrating on how to hold the
bones. I think that's the toughest part. And there's the incongruity of
hanging onto the bones and having such a limp arm. Your arm just has
to be "sloppy relaxed.” The simplest move you can make with the
bones is the staccato tap. I've been torn between approaches from
here on. I've tried teaching the tap with the other hand, then going
through a lot of tap patterns. That seems to be very interesting to a
person who is just beginning. However, there seems to be a lot of fun
in getting the first rolls out of the bones too. Then you really feel
like you're doing something. But if you learn the rolls and accented
rolls with one hand, the question arises of whether or not you're going
to teach the other hand to do the rolls too. There's a real sense of

achievement in being able to hear that coming around with two hands.
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In general this is the course I like to take. I think probably after a
person learns the tap, it's best to do the roll with one hand right off
the bat, then the roll with two hands. That's very encouraging. Then
go back to the taps and do tap patterns, then taps and rolls and mix
them up a bit.

BL: How do you try to teach somebody to play with music in an
appropriate way?

PD: Essentially all of this teaching has been at folk festivals where
I'll see the people for as long as it takes them to be able to rattle the
bones with two hands. If they're at the festival the next day they
come back for an updating. If several people show up, [ work with
them as a group. If just one person shows up, I have the person just
“swing in" back in the background as I'm demonstrating the bones to
the next group. That's kind of morale building just to be able to rattle
the bones with the music. But I've never had an opportunity to work
with people until I've been involved with you and Nancy [Udow]. I've
tried several approaches with you two. We've played things together
and both you and Nancy have been interested in having me play while
you follow along, imitating what I play.

BL: Yes, that seemed a good way for me to learn what things you
considered to be appropriate. It was also helpful to have you listen to
me play alone and comment on how I did.

PD: This advanced kind of thing is relatively new. I've never really
had a chance to work with people who were interested enough in it
when I've been able to work with them.

BL: Have you ever considered using any kind of notation?
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PD: Yes, very decidedly. I started making practice sheets about seven

or eight years ago with half notes and eighth notes and so forth. But

when I've been involved with somebody like Bill Cahn, that looks like
music!!

BL: He notates everything? O
PD: Yes. But what I have done is just use symbols. For example, if
you're going to do a roll for two beats, I've just made a wavy line in
place of a half note. I've even considered that as a possibility for
people I run across at folk festivals who don't have a musical
background. When I talked about it with Bill Cahn, he said, "Well, in the
front of the book you just include a page which explains musical
notation” You can do that. Iknow we [BL and PD] haven't. Iknow it's
like that in drum manvals.

BL: Yes. The exercises out of the book you're working on with him
look similar to a snare drum book in that regard.

PD: Yes. He's a percussion man writing for snare drums. What's your
reaction to his approach?

BL: For me, the notation tends to get in the way. As a classical
musician, I was trained to use notation and for a long time was so
immersed in playing the right notes at the right time that I wasn't
listening to what was coming out. Playing the bones has helped me
use my ears a little bit more. You first taught me the basic rudiments
and elements, and then we began to play with music. 1'd go home and

practice by myself, try out different things, and come back and play

IBill Cahn, member of the professional percussion ensemble
Nexus, is currently working with Danforth on a bones instruction
book.
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for you again. That seemed to work real well for me. I get the feeling
that there's not a right way and a wrong way to play with music, but
that perhaps some ways are better than others. It's like jazz
improvisation in that regard. You just have to experiment and find
out what you think works well for you. :
PD: Nancy [Udow] and I have played around with a series of signs, a
sign for a seven tap roll, for example, and you do it a particular length
of time.

BL: Do you think notation would be helpful for someone who is just
learning to play, as well as for someone who already plays quite well,
but for some reason wants to play a particular piece the same way
every time? |

PD: What I had in mind was using notation so that a pilayer could play
something the same way every time. I also think a good use for
notation would be in conjunction with the kind of thing I've been
working on writing [i.e. an instruction book]. 1'd like to have a tape to
go with it. Many people wouldn't be able to read a stretch of Mozart's
"Turkish Rondo." I'd like to try using a set of symbols which would
work the same way as notation for guitar players and ukuleie players;
you just have a series of chord symbols, You play a "BP" chord unti
you get up to here where it says to play a "C" chord. Instead of using
chord designations I would use symbols which indicated particular
bones rudiments.

BL: I think that's a good idea.

PD: That's what I want to work on. Some of this stuff is a bit
nebulous because all of a sudden the interest in this bones thing has

become much more sophisticated. There are people like you and like
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the people in the School of Music! who are interested in the bones,
who see the same potential that I have seen in them. What do you
think about the use of symbols like that?

BL: It would depend on what my intentions were. If I were playing
folk music with a fiddler, for example, I wouldn't want to use notation.:’
Improvisation would be more appropriate. But if 1 were working in a
situation in which it was crucial that I play the same rhythms every
time the piece was performed, then I think notation would be quite
helpful.

PD: The question would be whether or not it would be music notation
or sign notation.

BL: If I had to do the actual writing, I would prefer sign notation. It
would take much longer to write down bones rudiments using music
notation. Also, sign notation would be easier to read; the page
wouldn't be so crowded. But if the bones part was rhythmically
complex, music notation would have to be used.

PD: The kind of notation I'd like to use would tell a player, "You do a
roll from here to here, an accented roll from here to here, with accent
marks. You do it from here until the sign changes." It seems to me it
would be less cluttered than music notation.

BL: In the course of playing one song, you do play a lot of notes. If
you wrote all those notes down it would take up quite a bit of space.
I'm transcribing several of the pieces that you and Neely Bruce did.

For a two-minute piece, I have several pages of notation.

1At the U of M.
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Have you ever considered playing with a contemporary ensemble,
— an ensemble that plays twentieth-century music?
PD: That gets kind of rough. I suppose a person could dance to those
kinds of things all right, but I think it would be kind of rough.
BL: Some of them, yes. But I can see the possibility of someone
writing a part in a contemporary piece for the bones. In a situation
like that, you might have to use notation. I think the bones are a
legitimate percussion instrument. I don't see why the bones couldn't
contribute to a piece of music like another instrument could. They
have a distinctive sound; T wouldn't want to rule the possibility out.
PD: Oh no. 1 should say notl

I don't think I've told you that the people in the Library of

Congress are constantly watching for bones material. The only
material they've turned up I've turned over to you. Pauline Norton!
turned up a Sousa march. It has bones like that [music which includes
a part written for the bones]. But nobody has ever gone in for the
bones.
BL: It's interesting anyway. Maybe someday somebody will write for
the bones. I don't think they have much exposure, so people don't know
they're around. You certainly don't find bones mentioned in
orchestration books or anything like that!
PD: Bill Albright, six or seven years ago, was going to write something
for the bones. If somebody like that begins to wonder about it, it's a

little hard to put a finger on it. Now the bones do an interesting job

IA former librarian at Clements Library, U of M.
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a cappella. It would be swell now to have a little music stretch come
in and then back again as you were proposing a littie bit ago.

BL: What sorts of possibilities do you see for the bones in the future?
PD: I've wondered about duets, or even a trio--two or three bones
players. If something like that is not carefully designed, it's going to
sound just like it sounds at a folk festival when a group of people are
learning to play the bones--it's going to be chaotic clatter.

Bones and bull fiddle and guitar make a beautiful combination. John
Foster! plays the bull fiddle and Julie Austin€ plays the guitar. The
bones are kept at just the right dynamics; they just keep the right
color of sound. When we were talking about duets and trios with the
bones, | was reminded about how nice a bull fiddle sounds with the
bones.

BL: Just by itself?

PD: Yes. Really, really swell. I've been thinking about the possibility
of different colors of sound. Now maybe one, a bass line, so to speak,
could be low register bones and be relatively simple. And then alto
and soprano parts with the bones.

BL: Now that's an interesting idea.

PD: Probably the low part would be kept very simple. And then the
other two parts would be like what we were doing the other day
together,3 but beautifully designed so that it isn‘t going to sound like

that mess at the folk festival I was describing. 1 see some

'A double bass player living in Ann Arbor.
2An Ann Arbor folk musician who plays guitar and fiddle.

3Several days before the interview took place, PD and BL had
done some improvised duo playing.

A ]
-
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possibilities. Also, it's been nice when I've played with Greg Ross! up
at the Michigan Union at Christmas time. We played Italian music from
the Renaissance. He played guitar and I used finger cymbals in this
hand and the bones in the other. There are all kinds of possibilities.
Of course I have a three-hole penny whistle and I'm going to send
away for one of these South American pipe things, like pipes of Pan.
BL: To play with the bones?

PD: Yes. But the trouble is, the bones don't have an opportunity to do
things when there's just a one-handed bones player playing.

BL: I also wanted to ask you why you consider the bones to be a
worthwhile pursuit. Many people wonder why it's worth the bother.
PD: As faras I'm coﬁcerned, I get the same feel out of the bones as I
get out of dance. If you like to dance, you like to play the bones. And
the nice thing about the bones is that not only do you hear the
patterns but there's the kinesthetics of the thing. I don't know of any
other instrument, although I watched Rob Conway last night down at
Kerrytown.2 And my, he was really enjoying the kinesthetics of
playing the piano! (chuckle) I guess if you really get into these things
you can feel them all over.

Incidentally, I've been wondering about this. You know Nancy
[Udow] has been working with deaf people. Have you seen people at--
folk festivals is where I keep seeing them--somebody who is doing sign
language for deaf people?

BL: Yes.

IA classical guitar player living in Ann Arbor.

ZRobert Conway, Ph.D. in Piano Performance from the U of M,
was a student at the time of the interview; Kerrytown is a
market area in Ann Arbor, including a small concert hall.
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PD: I've watched some of those people who do beautifuliy--it's just

—like a lovely dance to watch them. Nancy has talked about the fact

—

that she has worked with these deaf people and it occurred to me the
other day to remember that I lived three or four blocks from Gallaudet
College in Washington. That's the national school for the deaf. [ went
to high school with Percival Hall, whose dad was the president of
Gallaudet, so I used to be invited to their dances and basketball
games. I had deaf friends I used to call on. When I'd call on one of my
friends, I would announce myself by pulling a handle that came out of
the wall. On the end of the handle was a rope that went over the
sashway. I'd let go of the handle and a weight on the other end would
drop and make the floor vibrate. If it did this he knew I was there. At

their basketball games they had cheerleaders. But their cheers were

all stomping rhythms and the cheerleader leading them. It occurred to
S~

me that deaf people might be very much interested in being able to
feel what goes on in the bones. And so the other night I plugged my
ears full of modeling clay. And you know, I couldn’t hear the bones, but
I could feel all these things that were going on. So who can tell?
When Nancy! comes back she's going to experiment a little bit. So this
is another avenue.

BL: So you basically play the bones because it's something you enjoy
doing?

PD: Oh yes. I like doing it. I like the sound of it. I like the feel of it, I

like the potential, this business of changing, controlling the dynamics,

'Nancy Udow was out of town at the time of the interview.
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the color of the sound, rhythm patterns, time signature--you just get
involved with all these things. It isn't just like hearing a clock tick.
BL: Do you see the same value in studying the bones as in studying
any other instrument?

PD: I think you ought to have the answer to that! (chuckle)

BL: Ithink it is. Itend to look at it as a real instrument that you can
play mus.icallg. If that's all you play, you can consider yourself a
musician.

PD: Well, that's all I play.

BL: I consider you a musician; you're not someone that just makes
noise.

PD: Thank you, Beth. As far as I'm concerned, the bones are a musical
instrument. They're being recognized more and more as a musical
instrument by people who are in music. Now the thousands of people I
come in contact with at folk festivals are not people, generally, with
music backgrounds. The bones are just something you rattle and do
things with. But occasicnally a few musicians come along, and boy are
they fascinated! But they still don't know the possibilities or the real
potential of the bones. You can't get all that across in just a visit to
a folk festival. You can do a lot of talking, and a lot of demonstrating,
but not nearly enough to get somebody from "here" to "there.” You
can get them started. Then it seems difficult for people, even with
musical backgrounds, to realize the potential, to know what to do.

BL: In my early classical training as a musician, | wasn't encouraged
much to develop my own interpretation of what was on the printed
page. Learning to play the bones was a different kind of music making.

I wasn't looking at music at all; I was listening to it and deciding how
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to put things together. Playing the bones was a new kind of musical
experience for me.

PD: Yes. I've seen so many people get hopped up about some simple
little thing, especially in the field of education. 1 was a school marm
for ten years. And I saw people who would get a little idea. "If that’s‘,
true, then this is true. If these things are true, then this must be
true.” So they get off into the boondocks somewhere philosophically,
and get so wrapped up with all this crap that they would write books
about it and all this kind of stuff.

['ve had some slight misgivings relative to my enthusiasm for the
bones. There are two things I'm really wary of: one is that here's a
white-haired old bunny that comes out on the stage with a couple of
pairs of sticks. Now I do these things and there's enthusiasm--
standing ovations and all this kind of stuff. Back in the back of me
somewhere there's always this question: Is this all because a white-
haired old bunny is doing this thing, or is this because of the bones?
What I'm interested in having them appreciate is the fact that here's
an instrument that's doing swell things, no matter who does it--not
because some old guy is doing it.

BL: I think your personality definitely lends something positive to
your performances. It's always enjoyable to hear someone play, but 1
noticed at the hospitall that people really liked to watch you play and
listen to you talk, maybe because they were more your age than they

were mine and they could relate to you. Perhaps they thought you had

'A reference to a performance by PD and BL at an Ann Arbor
hospital for a group of senior patients.
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some of the same problems they did, yet you were having a good time,
doing all kinds of things.

PD: See, that's it. You were doing the same things I was doing.

BL: But I think the personality of the musician lends a lot to what
comes out in a performance.

PD: Oh yes. Some actors are successful and some aren't.

BL: Yes. Ithink that's important. I guess that's why musicians are
individualistic. If everybody played the same way, then music wouldn't
be much fun to listen to.

PD: That's right. I started way back in high school being in front of
avdiences. [ like people.

BL: I can tell you do.

PD: Ilike to feel the reaction of people and modify the approach to
keep 'em coming|

BL: Ithink that's something you do real well.

PD: But the thing I'm interested in is to begin to get the audience to
recognize that, "Gee whiz. Here's a simple thing, like castanets are

"

simple.” Of course you can do a lot of nice things with castanets too,
but not as much as you can do with the bones. The fact that the
bones could have existed for so many, many centuries without anybody
ever having recognized the potential of them is interesting to me.

You get into basically two kinds of situations when you play the
bones with other musicians. One is the kind Bill Albright used to be.

Did I ever play Echoes of Spring‘ for you?
BL: Yes.

'A piano piece by Clarence Williams, Tausha Hammed and Willie |
"The Lion" Smith, 1935. o
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PD: When Bill Albright brought that out as a number for us to do, I
could have given him a big hug. It's always been Dizzy Fingers, Kitten
on the Kegs1 --just loud and fast. Now in Kitten on the Keys we did

work in a little deviation from just tearing through. There was a
session where | did a quiet section with the balsa bones. [ used to .
use balsa bones for quiet sections in whatever [ was playing. But I

~ can play quietly now by manipulating the bones. I don't have to use
one pair to play loudly and another to play softly. That's what I like to
be able to do, just use one set of bones and do all the things that [ do
with them, without having to change bones. But I have to be careful
about the selection of the bones.

BL: Most of the time do you play with your white pine bones?

PD: 99.99% of the time. But it's not only the selection of the bones
that's important; there's also the matter of tuning the pairs.

BL: You like them tuned so that they're. ..

PD: ... the same pitch. And I feel that that's very important,
especially when you get into rhythm patterns where part of the
pattern is played with one hand and part of the pattern is played with
the other hand, like two against three. Unless they're the same pitch,
you don't get the two against three pattern. Now I've tried four
against five. But that gets to be too complicated. Two against three
you can feel as a pattern. But you get a little bit more than that and

it gets to be hard. Maybe I haven't done it quite right.

'Dizzy Fingers and Kitten on the Keys are piano works by Zez
Confreu.
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BL: Charlie Owen! gave a book to me that deals with polyrhythms; I
should show it to you. It tells how to figure out how to play a certain
number of beats against a different number of beats. You can figure
it out mathematically, but when you get thirteen against fifteen or
something like that, you just have to know what it sounds like; there's °
no way you can accurately count the beats of the rhythm if it goes
very fast.

PD: But how does a listener react to thirteen against fifteen or
something like that?

BL: There probably aren't very many people who would know it's
thirteen against fifteen.

PD: Is it a nice pattern to listen to?

BL: I would say it's a bit cluttered for the kinds of things you're
interested in. But there is three against four (demonstrates) and two
against five (demonstrates).

PD: Some of those would be nice. I've never thought about two
against five. The two against three, it seems, works real well. Idon't
know to what extent you can sense two against five. But it sounds
quite different. You can do all of those, two against five ... ; I've
never worked on them.

BL: I'l show you some time; they're not very hard.

PD: O.K. It just does my heart good to see somebody feel the same
way about the bones as I have felt. You can imagine starting out

where | started out with this thing.

IA former professor of percussion at the U of M.
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BL: You've really done a lot by yourself, coming up with all the

~— elements, and starting to play with two hands.
PD: There have been people who have played with two hands, rattled
with two hands. But nobody has ever looked at bones playing

musically before.
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APPENDIX A

BONES AND SIMILAR INSTRUMENTS

IN OTHER CULTURES

When and where the bones were first made is difficuit to say. )
They have appeared in many cultures at various times. In Western
civilization, the bones originated in ancient Egypt or Mesopotamisa,
made their way to ancient Greece and Rome, were brought to Western
Europe during the Middle Ages, and eventually were brought to North
America during the seventeenth, eighteenth and nineteenth centuries.
The same sort of origin and dissemination could easily have taken
place in other parts of the world. Striking similarities among
clappers! found in parts of Southeast Asia, China, and Japan, for
example, suggest this as a possibility. Although such similarities have
been noted, place of origin and patterns of dissemination are next to
impossible to determine.

It is equally possible, however, that bones and similar clappers
were created in a variety of civilizations independently of each other.
Since clappers are not complex instruments, they are easily made,
often from a readily available material. Such conditions support the
possibility that bones and similar clappers were invented
independently in isolated locales.

Below are two lists. The first is an alphabetical listing of
countries whose clappers are discussed here. The second is an
alphabetical listing of the clappers included in this discussion. Each

- entry is identified with its country of origin. Only clappers that may
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be pilayed two in each hand and which resemble the bones in shape are

~1included here.

Countries

Burma .
China
Czechoslovakia
*turope (Western)
*Egypt (ancient)
*Greece (ancient)
Greece (modern)
Hungary

India

Japan

Korea
*Mesopotamia
Philippines
Poland

*Rome (ancient)
Thailand

Turkey

U.S.SR
Yugoslavia

*Countries marked with an asterisk (*) are related historically and are
treated as one unit under the label "Western Civilization." The
“Western Civilization" entry appears after the entry for Yugoslavia.
All other countries appear separately and in alphabetical order.

Foreign Terms for the Bon r Similar Cl rs

*ban: China, see paiban
*caprun: India, see kartal
*catkula: India, see kartal
*cekkai: India, see kartal
*cekkalu: India, see kartal
*chundu: China

*cipla: India, see kartal
— *ciplya: India, see kartal
clepach: Czechoslovakia
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*crotalum/crotala: ancient Rome, see krotala
*danda: India
grap say-pha: Thailand
*kartal: India
Xkartala: India, see kartal
kashik: modern Greece
**kasik: Turkey, also modern Greece
**kasike: Yugoslavia, see kasik
**kasiklar: Hungary, see Gypsy Music, 1
*kathi: India, see kartal .
*khartal: India, see kartal
*krotala: Greece (ancient)
loska: US.S.R.
*paiban: China
*raigidgidi: India, see kartal
shoupan: China
shuangmu: China
tabletts: UWestern Europe (France)
tabulae: Western Europe (France)
**wa: Burma, see Burma, 2, iv and Buddhist Music, S
*yotsudake: Japan
**zlice: Yugoslavia, see kasik

*These instruments are included in The New Grove Dictionary of
Musical Instruments under the terms given here uniess otherwise
noted.

**These instruments are included in The New Grove Dictionary of

Music and Musicians under the terms given here unless otherwise
noted.
X X x

Burma. The Burmese wooden clappers wa are used to accompany
chamber music. Two clappers are held by the player, both in one hand.
The wa player usually plays si (hand cymbals) in the other hand.@
Burmese Buddhists sometimes use wa and gi in their music to mark
time.3

Clappers are also used to accompany the Burmese marionette play

pwe. In addition to the clappers, the accompanying ensemble includes
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two different pairs of cymbals, a gong chime, a drum chime, a double-

reed aerophone, and one or more barrel drums.

China. The ghoupan is a clapper made of two pieces of wood, hinged at
the base. [t is used for ritual purposes in temples and is played in the
rhythm of the hymn texts.d

The shuangmy ("double wood"”) consists of two bars of hardwood
struck together (see figure A-1); one bar may be held in each hand or
both may be held in one hand and shaken, producing a sustained
tremelo. Shuangmy are used in panguan music of southeastern China
and Taiwan.®

Pajban (also called chundy? and ban) are clappers of the Han
Chinese. Three rectangular slabs of hardwood, each approximately 25
cm. long, make up the paiban (see figure A-2). Two of the slabs are
tied tightly together, while the third is attached more loosely to the
other two by means of a ribbon. The instrument is played by draping
the ribbon over one's left-hand thumb, the two slabs on one side and
the single siab on the other. The slabs are then struck together with
a rotating wrist movement.8 Paiban are used in Peking opera to
accompany singing, usually together with the bangu a small drum.
Paiban date back to the Tang dynasty (618-907 A.D.). Earlier forms of
the instrument included more wooden slabs strung on the ribbon and
required two hands to play.¥

Metal clappers resembling double castanets are also found in

E China.!0
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Czechoglovakia. In Folk Musical Instruments Alexander Buchner
mentions the clapper klepach as an early Czechoslovakian instrument
which is no longer used.!!

Greece (modern). Wooden spoons kasik (or kashik) are found in Greece

today. They are identical to the Turkish kasik.'2 (For information on *
clappers used in ancient Greece, see the entry "Western Civilization”

in this appendix.)

Hungary Wooden spoons resembling the Turkish kasik are also found

in Hungary. In Hungary they are known as kasiklar.13

India. Clappers in India are known by a variety of names. The same
term may be used in several regions to refer to different instruments.
Conversely, different terms may be used in several regions to refer to
identical instruments.

References to wooden and bamboo clappers played with two
clappers in each hand appear in medieval Sanskrit works.!t Today,
raigidgidi and kartal are among the most common terms referring to
wooden clappers played in pairs. The clappers may or may not include
jingles. Jingles are in the form of bronze disks held vertically in slits
at each end of the clapper by metal pins and/or pellet bells.!S
Specific instruments associated with particular geographical
locations are discussed below.

In Tamil Nadu (S. India), kartala are flat, round or oblong wooden
clappers. The clappers' handles are held between the player's fingers

of one hand so that the clappers may be struck together. The Tamil
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term cekkai refers to clapppers of the oblong type; the Telegu term
" kkalu refers to the circular type.'

In North India and Central India, the term kartal refers to pairs of
thick, wooden clappers 15-30 cm. long. The inner surfaces are flat,
while the outer surfaces may be either concave or convex. Metal
rings, leather straps or incised wooden handles are attached to the
outer surface of the clappers so that they may be held with the thumb
and fingers. Kartal usually have jingles of the bronze disk type,
although peliet bells are sometimes also attached. Kartal are used
primarily for playing religious music. This same instrument in South
India is known by the following terms: cipla ciplya (Maharashtra), and
capryn (Sind).1?

In Rajasthan (N. India) the term khartal refers to wooden clappers

—<imilar to those described above. They are rectangular in shape
(approximately 15 X 5 cm.) and are held two in each hand across the
player's palm. In each hand the clappers are manipulated so as to
strike each other. They are played with songs which are also
accompanied by a kamaica, a type of fiddle.!8 Musicians of the
Manganiyar caste in western India are virtuosic on the khartal.

Other similar clappers found in India include the catkula (Madhya
Pradesh), kathi (Orissa), raigidgidi (Rajasthan) and danda (Bihar).19

The khat-tali metal clappers resembling the bones, may also be
found in India (see figure A-3).20

Japan. The Japanese yotsudake consist of two pairs of clappers, each
pair comprising two pieces of bamboo 10-12 cm. long, 4-6 cm. wide and

"~ cm. thick (see figure A-4). The longitudinal axis is slightly curved;
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the convex surfaces strike each other. Sometimes yotsudake are
laquered, which produces a brighter sound. In most parts of Japan the
two pieces of a pair are attached with a chord, but in Okinawan
classical dance, the two pieces are unconnected and held in the
player's hand. Once used by itinerant performers (see figure A-5), the
yotsudake are still used in kabuki in geza music (off-stage music).2!
They are also used in folk performances and by local villagers at

festivals held at Shinto shrines and Buddhist temples.22

Korea. According to Beatrice Edgerly in From the Hynter's Bow

clappers resembling the bones are used in Korea.23

Philippines. Clappers found in the Philippines include those made of

iron, steel and bronze.24

Peoland. Various clappers are found in Poland's Lubsko region.
According to Alexander Buchner, most are used only as children's toys

todag.25

Thailand. Grap is the Thai generic term for "clapper.” One type
somewhat resembles the bones, the grap saypha.2® They are made of
hardwood in pairs; two pairs are always played together, one pair in
each hand. Each piece is approximately eight and one-half inches long
and from one and one-fourth inches to one and one-half inches wide

(see figure A-6). Dhanit Yupho, in Thai Musical Instryments writes
that each piece is shaped so that

one side is slightly convex, and the opposite side is
shorter and flat, causing the remaining two sides to bevel
in slightly toward the short, flat side. The two corners at
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the end of this short, flat side are cut of f at é forty-five
degree angle.27

Grap saypha are used to provide rhythmic punctuation for the
saypha, which are long chanted recitations. The singer/reciter holds
one pair of grap saypha in each hand, manipulating them by rolling
them back and forth in order to produce the desired rhythm.28 The
~sound produced resembles that of castanets.28 The grap saypha

were devised solely for use in say-pha performances.30

Turkey- According to Sibyl Marcuse in A Survey of Musical
Instruments bones were prominent in eighteenth century Turkey

where they were played by female dancers.3! An instrument |
resembling the bones that is still found in Turkey today is kasik or
spoons. Most musical spoons are made from wood and are first used
as eating utensils. They are approximately twenty-two cm. long,

although dancers often shorten the handles to approximately ten cm.

One pair is usually held in each hand (see figure A-7).32 Laurence

Picken, in Eolk Musical Instruments of Turkey describes the hand

position while playing the spoons this wauy:

One spoon is held with its handle gripped between the |
second and third fingers, and with the back of the bowl
facing the palm while the tips of the first, second and
third fingers rest in the bowl. The handle of the second
spoon is gripped firmly, between the base of the thumb
and the first finger, at the junction of the bow! with the
handle, and with the cavity of the bowl facing the paim.
This latter spoon remains stationary, while the former is
swung backwards and forwards--still tightly gripped
between fingers three and four--by alternately flexing and

extending the digits.33 [See figure A-8.]
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Spoons are usually played with dance music. When accompanying
dance, spoons may be played alone, with a bass drum or with melodic
instruments. Common rhythmic patterns for the spoons appear in
figure A-9.

Figure A-10 is a partial transcription of a dance tune. The me]odi‘c
line is played by a group of saz (long-necked lutes), which are
accompanied by kasik and hand clapping. The map in figure 1t shows
the parts of Turkey in which spoons are played. It also shows where
zebek dances are performed, a type of male dance sometimes

accompanied by spoons.34

U.S.S. R Painted clappers dating from the beginning of the second
millenfum have been found in children's graves at Vychvatince in
Moldavia. 39 Today loska (spoons) of wood or metal are played. The
handies are long, with small bells attached. Two spoons are heid
between the fingers of the right hand so that the backs of the spoons

hit each other when p}aged.36

Yugoslavia. Kasike or zlice are found in Yugoslavia. They are identical
to the kasik found in Turkey.37

Western Civilization. The entry of the bones and similar clappers into

the western world goes back to the ancient civilizations of
Mesopotamia and Egypt. It is difficult to say where the clappers
originated. Much information passed between the two cultures, most
often traveling from Mesopotamia to Egypt.38 Clappers could have
followed this route. It equally possible that clappers originated in

Egypt and were brought to Mesopotamia, or that clappers were
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created in both places during the same time period. In any event,
clappers were present in both cultures. Information on clappers in
both civilizations is given below.

Mesopotamia. Clappers are depicted on monuments from Sumer

dated 3200 B.C.39 On a seal from Ur (c. 2800 B.C.) a small animal is
shown playing a pair of small clappers which Sachs describes as
resembling the bones.H0 A seal from Ur dated c. 2700 depicts
attendants striking curved sticks together to accompany a dancer.4!
Inlaid work dating c¢. 2700-2600 B.C. depicts people playing clappers
similar to the bones, with two clappers held in each hand.42

Clappers dating from the Bronze Age (¢. 3500-1000 B.C.)%3have
been found in Babylon. Such clappers have always been found in pairs,
and are made of flat, curved pieces of wood or metal. 44

Assyrian sculptures portray the use of musical instruments, among
them clappers.4S

Ancient Egypt. Rock drawings of the fourth millenium B.C. depict

dancers holding two clappers in each hand. The clappers consist of
curved blades. %6 Clappers in the shape of hands and forearms have
survived from the First Dynasty (c. 3100-2890 B.C.). Slightly later
models in the shape of a lotus flower are made of wood or ivory.4?
Vases made before 3000 B.C. are decorated with female dancers
playing similar clappers or clapper players accompanying dancers.48

Egyptian vessel clappers made of ivory have survived from 2000
B.C. Later clappers were made not only of ivory and wood but of bone
as well. These clappers were made in both straight and curved shapes

in a variety of sizes.HS
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Clappers were often used in Egypt to accompany agricultural work.
— Blades and Anderson, in their article on clappers in The New Grove
Dictionary of Musical Instruments describe illustrations found in the
Old Kingdom (2850-2200 B.C.) tomb of Nefer and the mastaba of
Neferirtenef. In both the tomb and the mastaba, people are depicted
stamping grapes to the rhythm of clappers.so Clappers were also
depicted in Egyptian religious scenes during this time period. Priests
played clappers at funerals, and clappers were used in dances in honor
of the goddess Hathor, goddess of heaven, fertility, love, mirth and
beauty. !

Clappers were used in performing temple music during the second
millennium B.C., often with rattles and harp.92 These clappers were
made of bone, wood or ivory and were carved in the shape of human
hands (see figure A-12) or the heads of animals or men. Some were
decorated with the head of the goddess Hathor. A painting dated c.
1500 B.C. depicts two women playing such clappers. In an inscription
on the painfing, the two women are described as "Glorifyers [sic] of
the goddess Hathor, mistress of Dendera."53

Hand-shaped clappers from Egypt's New Empire (1600-1100 B.C.) are
also in existence today. They were always made in pairs from either
ivory or wood.o4 (See figure A-13.)

Clappers closely resembling the bones are depicted in fourteenth-
century B.C. Eqyptian art. The players are always women, and are

shown holding two clappers in each hand.SS
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Ancient Greece and Bome. Clappers common to Mesopotamia and
ancient Eqypt next appeared in ancient Greece where they were known
as k_gc&gla_.se Krotala were made of wood, bone or bronze in several
shapes. Boot-shaped krotala were quite commonS? (see figure A-14)
as were clappers which more closely resemble the bones®8 (see >
figures A-15 and A-16). The player held two krotala in each hand,
manipulating the fingers so the krotala would strike each other.59

Krotala were used in conjunction with almost all types of

dancing,60 but were particularly associated with dances and feasts
for Dionysus and Cybele.6! Most iconographic representations of
krotala depict them being played in this context.62 Classical Greek
theater, which is thdught to have developed from Dionysian
worship,83 included krotala as well. They were played by the chorus,
along with flutes and lyres.BY Although male dancers have been

portrayed playing krotala they were more commonly played by female

dancers 65

Krotala were mentioned by Greek poets Sappho {seventh century
B.C.) and Homer (eighth century B.C.).66 Stage directions on a second-
century oxyrhynchus papyrus prescribe krotala and tympana as the
appropriate accompaniment to interludes in mime perFormance.e?
Common throughout the Hellenistic world, krotala were also used by
Etruscan dancers.©8

When Greece was conquered by Rome, the Romans began to use
krotala (Latin grotalum, crotala). In addition to materials used by the
Greeks, the Romans made crotala from clay and shell. The Romans
used crotala in conjunction with dancing, as did the Greeks.69
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Pictoral evidence has survived in fresco paintings exhumed at
Herculaneum, which portray performers playing crotala 70

Europe. During the Middle Ages clappers resembling the bones
were brought from Rome to Western Europe by jgnglgggr‘g?T Female
jongleurs often danced and sang to the accompaniment of tambourines *

and bones.”2 A jongleur's lifestyle left much to be desired; Donald
Jay Grout, in A History of Western Music, describes jongleurs as

men and women wandering singly or in small groups from village 4
to village, from castle to castle, gaining a precarious livelihood
by singing, playing, performing tricks, and exhibiting trained E
animals--social outcasts often denied the protection of the laws Y
and the sacraments of the church.”3

Their lifestyle seems to have lent itself to disruptive activities. In

Paris, King Childebert 174 promulgated laws meant to curb their

behavior.?3 ‘
Aside from their use by jongleyrs, the bones became a common \
item in European life during during the Middle Ages and were used for

a variety of purposes. Bones were played to ward off evil spirits at

boundaries such as thresholds, crossroads, walls and rivers.
Thresholds of time and state were also protected by the bones: they

were played on the longest and the shortest day of the year, and on

the occasion of births, weddings and deaths.”® Bones were also used
to scare birds away, as an alarm signal,77 and were played by lepers
as a warning when they approached other people.”8 During
celebrations, members of trade guilds often used their tools as

instruments. Thus the bones were a popular instrument among

butchers and were often played with such "instruments” as cleavers,
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tongs and bellows, and saltboxes, which were struck with a rolling pin
or shaken.”S

Specific references to the bones can be found in early French
sources. Amalarius of Metz (9th c¢. AD.), known for his writings on
plainchant and titurgy,80 wrote that bone clappers called tabulae
were used by church cantors during liturgical services.8! Guillaume
de LorrisB2 (c. 1240) portrayed jongleurs playing similar clappers
called tabletts.83 The French mathematician, philosopher and music
theorist Marin Mersenne8“ wrote of the bones in his Harmonie

Universelle (1636-1637):

All the knuckle bones and the small sticks of wood or other
material that one holds between the fingers or in other
fashion, and which are handled so dexterously and quickly
and with such regulated cadences that it is impossible to

explain them, can be related to the castanets.85

Clappers were also used in early French folk dances.86

References to the bones may also be found in early Italian sources.

The Roman writer and statesman Anicius Manlius Sererinus Boethius
(c. 480-524) in his work De Musica,87 included an illustration of a
musician playing clappers which highly resemble the bones.88 (See
figure A-17.) The French tabulae mentioned above are referred to by
Sicard of Cremona (d. 1215).89

The Italian librarian and bibliographer Filippo Bonanni (1638-
1725)90 included illustrations of bones and bone-like clappers in his
Showcase of Musical Instruments. 9! (See figures A-18 and A-19.)

During the Renaissance, clappers resembling the bones were used

when people danced the tarantella. Bones or similar clappers were
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also used by Florentine monks to wake up late sleepers.92

Early English sources also include references to the bones. The
German painter Hans Holbein, who resided in England, portrayed
English butchers playing the bones in plate VI of his series of
paintings entitled "The Wedding of the Industrious Apprentice to His '
Master's Daughter" (1538).93

The bones appear in Shakespeare's A Midsummer Night's Dream. In

Act IV, scene 1, Bottom says, "I have a reasonably good ear in music:

let us have the tongs and the bones."S

From 1590 on, the English word "bones" referred to bone-shaped
clappers made from bone or ivory. Later "bones" were also made of
wood; they resembled earlier models but were made flat rather than
with the slight curvature found in clappers made from animal ribs.

Even though not made of bone, these clappers were also known as

“bones."95

The English architect Inigo Jones (1573-1652) included bones in
some of his designs of costumes and settings for masques and
pageants at the courts of James I and Charles 1.96

In seventeenth-century England the bones were commonly known as
“knicky-knackers" and were associated primarily with burlesque music,

children's music and music of the lower classes.S7
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rigure A-3. Khat-tali Scaleis in cm,

Figure A-H4. Yotsudake.
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Figure A-5. A yotsudake player (lower right-hand corner)
in an early print showing Edo-period street musicians.
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Figure A-7. Turkish dancers playing kasik, or spoons,




246

Figure A-8. Hand position for kagik, or spoons.
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Figure A-9. Common rhythmic patterns for kasik or spoons.
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Parts of Turkey where spoon dances
and zebek dances are performed.

Figure A-12. Egyptian ivory clappers, c. 2000 B.C.
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Figure A-13. Egyptian clappers, ¢
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Figure A-15. Greek festival procession with krotala player;
adapted from design on hydrus by Pauphaeos, ¢. 500 B.C.
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Figure A-16. Aulos-playing youth with phorbeia, dancer with krotala.
Greek bowl by Epitektos, c. 520-510 B.C.
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Figure A-17. lllustration trom Boethius' De Musica (14th c.)
which includes & musician playging clappers resembling

L the bones (right of center).
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Figure A-19. Bone-like clappers from Bonanni's

Shoycase of Musical Instrumentg (1723).
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Notes to Appendix A

"Clapper” is a nontechnical term for what is classified as a "struck
idiophone" in the Sachs-Hornbostel system of instrument :
classification, i.e., an instrument in which sound is produced by the
vibrations of the instrument when it is struck. Thus the bones are a
struck idiophone; when the bones are struck together, the vibration of
the bones produces sound.

2See The New Grove Dictionary of Music and Musicians 1980 ed.,
s.v. "Burma: (2) Instrumental Ensembles, (iv) "Theory and
Composition,” by Judith Becker; and "Burma: (5) Harp," by Muriel C.
Williamson (hereafter cited as The New Grove).

3The New Grove, s.v. "Buddhist Music: (5) Instruments and Liturgy,"
by Peter Crossiey-Holland.

4Curt Sachs, The History of Musical Instruments (New York: W.W.
Norton & Co., 1940), p. 236.

- SBeatrice Edgerly, From the Hunter's Bow, ed. Boris Reich Nelson
(New York: G.P. Putnam's Sons, 1942), p. 206.

6The New Grove Di ictionary of Musical Instruments, 1984 ed., s.v.
"Clappers,” by James Blades and Robert Anderson (hereafter cited
as Gr

"The term ghundy originally referred to a long, hollow staff of
bamboo which was held vertically and struck against the floor as a
time beater in Chinese ritual music. It is mentioned in sources
dating from the Zhou dynasty (c. 1122-221 B.C.). The clapper chundu
(i.e.. paiban) serves a time-beating function as did the stamping
tube by the same name. This is probably the reason the term was
borrowed to refer to the clapper.

8Grove Instryments, s.v. "Paiban," by Alan R. Thrasher. I have

found evidence conflicting with that given in this source in Tsai-
ping Liang. Chinese Musical Instruments and Pictures (Taipei,
Taiwan: Chinese Classical Music Association, 1970), pp. 11, 68 -69, 9.
Liang describes both the paiban (Liang refers to it as p_gg) and the
shuangmu as consisting of two slabs. Two possible explanations
_-have been suggested to me by J. Lawrence Witzleben of Chinese
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University of Hong Kong. The first explanation is that paiban
actually has three slabs, two of which are tightly fastened
together as the Grove article suggests. This might lead Liang to
refer to the paiban as having “two" slabs, one single slab and two
slabs which are fastened to each other and thus act as one. The
other possibility is that shuangmuy is a regional varient of the term

paiban.
SGrove Instruments, s.v. "Paiban,” by Alan R. Thrasher.

10See Grove Instruments. s.v. "Ban," by Alan R. Thrasher; and Grove

Instruments, s.v. "Clappers,” by James Blades and Robert Anderson.

lalexander Buchner, Folk Music Instruments, trans. Alzbeta
Novakova (New York: Crown Publishers, 1972}, p. 231.

12Jean Jenkins and Paul Rousing Olson, Music and Musical

Instruments in the World of Islam (London: World of Islam Festival
Publishing Co., 1976), p. 75.

13The New Grove, s.v "Gypsy Music: (1} Folk Music of Hungarian
Gypsy Tribes,"” by Balint Sarosi.

MGrove Instryments s.v. "Kartal," by Alastair Dick.

151bid.

161bid.

171bid,

18Grove Instruments, s.v. "Khartal," by Genevieve Dournon.

19Grove Instruments, s.v. "Kartal," by Alastair Dick.

20James Blades, Percussion Instruments and Their History, new
rev. ed. (London: Faber & Faber, 1975), plate 43b.

2lsee Grove Instruments, s.v. "Yotsudake," by David W. Hughes; and
William P. Malm, Japanese Music and Musical Instruments (Rutland,

Vermont: Charles E. Tuttle Co., 1959), p. 226.

22The New Grove, s.v. "Japan: (VI) Folk Music, (1): Japanese Folk
Music, (iv): Music of Minzoku-geino," by Fumio Koizumi.
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23Edgerly, p. 248.
241bid., pp. 15-16.
25Buchner, p. 231,

26David Morton, The Traditional Music of Thailand (Berkeley:
University of California Press, 1976), p. 54.

2?Dhanit Yupho, Thai Musical Instruments, trans. David Morton (n.p.,
n.d). p. 1.

285ee Morton, p. 54; and Yupho, p. 11.
29Morton, p. S4.

30vupho, p. 11.

31Sibyl Marcuse, A Survey of Musical Instruments (New York:
Harper & Row, 1975), p. 5.

32 aurence Picken, Folk Musical Instruments of Turkey (New York:
Oxford University Press, 1975), pp. 6-9.

331bid., p. 7.
341bid. p. 8.
35Alexander Buchner, Musical Ingstruments: An [llustrated History

(n.p.: Crown Publishers, 1973), p. 10 (hereafter cited as Buchner,
Musical Instruments). A

36Buchner, Folk Music Instruments, p. 203.

37The New Grove, s.v. "Kasik," by R. Gonway Morris and Crjetko
Rihtman.

38Crane Brinton, John B. Christopher and Robert Lee Wolff, A
History of Civilization 4Y4th ed. (Englewood Cliffs, New Jersey:
Prentice-Hall, 1971), pp. 16-18.

39Mar~cuse, p. 3.

4035achs, pp. 17-18. Sachs writes that the clappers are "of the kind
that youths call bones in this country.” His reference to "this
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country" probably refers to the U.S. He came to the U.S. in 1937;
his book MMMM&J&.&LIMM& was published in the

U.S. in 1940, The New Grove, s.v. "Sachs, Curt," by Howard Mayer
Brown.

H41Marcuse, p. 3.

H2Grove Instruments, s.v. "Clappers," by James Blades and Robert
Anderson.

"*SLLngstgr‘g New World Dictionary of the American Language 2nd
college ed., s.v. "Bronze Age" (hereafter cited as Webster's).

44Marcuse, p. 34.

43Jean L. Jenkins, Musical Instruments (London: Inner London
Education Authority, 1970), p. 13.

46Grove Instruments s.v."Clappers,” by James Blades and Robert
Anderson.

H471bid. See also Marcuse, p. 4.
48sachs, p. 88.

49Marcuse, p. 4.

S0see Grove Instruments. s.v. "Clappers,” by James Blades and
Robert Anderson; and Brinten, Christopher and Wolff, p. 18. W.

Ricketts Cooper identifies Nefer from inscriptions taken from an
Egyptian monument as "Chief of the Commissariat of The Young
Soldiers" and "Chief of the great House of Provisions" of an
unnamed Egyptian monarch. Cooper doesn't identify the monument
from which these inscriptions were taken, but it would not be
surprising if the monument in question here is Nefer's tomb. An
Arch i : Biographical, Hi ical, and Mythological from
t ian, A ian, an ruscan Monuments and P ‘
(London: Samuel Bagster and Sons, 1876), p. 371.

Slsee Grove Instruments s.v. "Clappers " by James Blades and

Robert Anderson; and Encyclopedia Americana 1988 ed., s.v.
"Hathor."

S2Buchner, Musical Instruments. p. 13.
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S3sachs, p. 88. Hathor's principle temple was located in Dendera.

Encyclopedia Americana, 1988 ed., s.v. "Hathor."
SHuenkins, pp. 12, 21-22.

55See Sachs, pp. 68-69; and Marcuse, p. 4.

S6Grove Instryments, s.v. "Crotalum,” by James W. Mc Kinnon and
Robert Anderson,

S7Sachs, p. 149.

S8Grove Instruments, s.v. "Crotalum,"” by James W. Mc Kinnon and
Robert Anderson.

S9lbid. See also Karl Geiringer, Instruments in the History of
Western Music, 3rd ed, rev. and enl. (New York: Oxford University
Press, 1978), p. 38.

B0Grove Instruments, s.v. "Crotalum," by James W. Mc Kinnon and
Robert Anderson.

Bllbid. See also Edgerly, p. 128. Cybele was goddess of nature and
fertility throughout ancient Asia Minor and was introduced to
Greece after the Persian wars. The Greeks identified her with
Rhea, mother of Zeus. Webster's, s.v. "Cybele" and "Rhea." See
also Encyclopedia Americana 1988 ed., s.v. "Cybele," by Robert G.

Russo.

ezﬁm_e_l_n_s_tmm_e_n_t_s, s.v. "Crotalum,” by James W. Mc Kinnon and

Robert Anderson.

©3Donald Jay Grout, A History of Western Music, rev. ed. (New York:

W.W. Norton & Co., 1973), p. 3.
B4Edgeriy, p. 120.

B5See Geiringer, p. 38; and Marcuse, p. 4.

B6See Edgerly, p. 121; Grove Instruments. s.v. "Clappers,” by James
Blades and Robert Anderson; and Marcuse, p. S.

67Grove Instrumen s.v. "Crotalum,"” by James W. Mc Kinnon and
Robert Anderson.
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68Marcuse, p. S.
691bid.

700live Longan, "The Ancestry of Brudder Bones," Harpers New
Monthly Magazine, lviii, 1879, p. 687. Herculaneum was an ancient
city in southern Jtaly, located at the foot of Mt. Vesuvius.
Together with Pompeii, it was buried in a volcanic eruption in 79
A.D. Webster's, s.v. "Herculaneum."

?15ee Sibyl Marcuse, Musical Instruments: A Comprehensive
Dictionary (Garden City, New York: Doubleday and Co., 1964), p. 61;
and Edgerly, p. 36S.

?2Edgerly, p. 365.
?3Grout, p. 65.

?HChildebert I (c. 4987-558 A.D.) was the Merovingian king of Paris
from S1f to well into the 540's. He helped to incorporate Burgundy

into the Frankish empire. Encyclopaedia Britannica, 1S5th ed,, s.v.
"Childebert 1."

7SEdgerly, p. 365.

76Lilla M. Fox, Instruments of Religion and Folklore (New York: Roy
Publishers, 1970), p. 99.

7?David Munrow, Instruments of the Middle Ages and Renaissance
(London: Oxford University Press, Music Department, 1976), p. 36.

?8Sachs, p. 278.

"SLila M. Fox, Instruments of Popular Music (London: Lutterworth
Press, 1966), p. 73.

80Amalarius of Metz (775-¢c.850) was a writer on plainchant and
liturgy. He compared Frankish and Roman church music, and also
wrote on the role of the church singer. His two main works are

Liber officialis and Liber de ordine antiphonarii The New Grove

s.v. "Amal," by Lawrence Gushee.

81Marcuse, Survey, p. S.
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82Guillaume de Lorris (?1200-?1240) was a French poet who also
took holy orders. He is probably most famous for the Roman de la
B . He wrote the first 4,600 lines of the poem, but died before it

was completed. Encyclopedia Americana, 1988 ed., s.v. "Guillaume

de Lorris."

83Marcuse, Survey, p. S.

84Grove Music, s.v. "Mersenne, Marin," by Albert Cohen.

83Munrow, p. 36.
86Edgeriy, p. 388.

87Boethius wrote a four-volume work devoted to the four
mathmatical disciplines of antiquity. The volume devoted to music

is De Musica. The New Grove, s.v. "Boethius, Anicius Manlius

Severinus," by Calvin Bower.
88Munrow, p. 7.

89Marcuse, Survey p. 5. Sicard (or Sicardus) (b. ¢. 1150-d. June 8,
1215) was born and lived in Cremona most of his life. He was a
m~~ ber of the Catholic priesthood and was appointed Bishop of
Crc.nona on August 23, 1185. His three major writings include a
liturgical treatise, a general history dealing with the beginning of
time up to Sicard's present day, and a work dealing with priests,
discipline and the sacraments. New Catholic Encyclopedia, s.v.
"Sicardus of Cremona,” by L.E. Boyle.

90The New Grove, s.v. "Bonanni [Buonannil, Filippo," by Sergio
Martinotti.

S1The original Italian edition of this work was entitled Gabinetto
] i R nti ori indicati i i and was

first printed in 1716. It was revised and expanded in 1723. The

Dover edition (1964) cited here contains all illustrations from the

1723 edition. Introduction to Bonanni, The Showcase of Musical
Instruments with a new introduction and captions by Frank L1.
Harrison and Joan Rimmer (New York: Dover Publications, 1964) p. v.

92Edgerlg, p. 408.

93Blades, Percussion Instruments and Their History p. 195.
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941bid.

95Marcuse, Survey p. S.

96see Francis William Galpin, 01d English Instruments of Music:
Their History and Character, With Supplementary Notes by
Thurston Dart, 4th ed., rev. (London: Methuen & Co,1865), p. 190; and

Encyclopedia Americana, 1988 ed, s.v. "Jones, Inigo," by Marilyn L.

Schaefer.

97See Blades, Percussion Instruments and Their History p. 195; The

Oxford English Dictionary, 1961 ed., s.v. "Knicky-knackers"; and
"Grove Instruments. s.v. "Clappers,"” by James Blades and Robert

Anderson.
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APPENDIX B

BIOGRAPHICAL SKETCHES OF
NINETEENTH-CENTURY BONES PLAYERS

The following were the most famous bones players who lived
~ during the mid-1800's when the minstrel show was most popular.
Although minstrel performers were required to be skilled in a humber
of entertainments, many were known particularly for their prowess on
the bones. Some were mentioned in contemporary accounts, while
others made their way into later historical accounts of minstrelsy.
Little is known about the lives of these bones players; even less is

known about their bones playing--what techniques they used, what

. they sounded like, and what qualities were unique about their
performance on the bones. The biographical material included here

consists primarily of information regarding their professional

engagements--what companies they worked for, when their

engagements took place, and in what localities they performed. f}
Although the biographical sketches are somewhat incomplete, it is |
hoped that a reader interested in a particular performer would glean
enough information to begin a more in-depth inquirg.‘

Below is a list of the performers whose careers are discussed
here. Entries appear in alphabetical order.

Most of the bibliographic information about these performers was

taken from Edward Le Roy Rice, Monarchs of Minstrelsy from "Daddy”
Rice to Date (New York: Kenny Publishing Co., 1911). The footnote at
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the beginning of each entry gives the appropriate page numbers. All

other sources are footnoted in the normal manner.

Chuck Atkinson

Billy Birch

Frank Brower

Dan Bryant (Daniel Webster O'Brien)
George Swaine Buckley

Edward Freeman Dixey

Bob (Dean) Edwards

Eph. Horn (Evan Evans Horn)

Fred Huber

"Pony" Moore (George Washington Moore)
Billy Morris

"Kerry Gow" Joe Murphy (William L. Murphy)
Gilbert W. Pell

Johnny Pell (Gavin)

James Powers

Dave Reed

George Wilson

Chuck Atkingon.2 Atkinson was born in Limington, Maine on December |,

1837. His professional career began in 1847 as a singer; he was

engaged by one of the early minstrel troupes and was known as

"Master Charles.” He then joined "Yankee" Locke's minstrel troupe for

g
]
|
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| a period of five weeks. Edward Rice calls Atkinson's next engagement,
“ three-year stint with John Carle, the beginning of his "regular
career.” He then went to Boston where he often played with the
Morris Brothers. He took Joe Murphy's place as a bones player in Ben
Cotton's troupe when Murphy left the company. Other engagements >
% included Boyce & Mudge's Minstrels in 1866 and Green's Mocking Bird
Minstrels in 1871. Atkinson's last minstrel engagement was with Sam
Sharpley's minstrel troupe. He must have been fairly well known as a
bones player, for he is heralded in Carl Wittke's account of American
minstrelsy as “the peerless bones player."3 He retired from
minstrelsy approximately twenty years before his death, which

occurred on February 2, 1909 in Brookline, Massachusetts.

—Rilly Birch.4 Birch was born in Utica, N.Y. on February 26, 1831, His

first appearance as an entertainer took place in New Hartford, N.Y. in

L e

1844. There he performed in a minstrel show as an amateur. His first
pr‘oFessionai engagement was in 1846 with the Raymond Minstrels in
Stamford, Connecticut,

After appearing with a number of minstrel troupes, Birch made his
New York debut with Fellowe's Minstrels. While in New York Birch

played at both Wood's and Christy's opera houses. Edward Rice claims

i

e s,

that Birch often performed during the first part of the show in one
theater, then ran to the other and performed in the second part of the
show there. In 1851 Birch formed a minstrel troupe with Sam Wells
and Dick Sliter. They opened in San Francisco and remained in the

- area for six years. In August of 1857, Birch sailed for New York.

Although his arrival was postponed due to an accident at sea, he
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arrived in New York in September and performed briefly with Bryant's
’\linstrels.

In February of 1858 Birch organized a minstrel troupe that opened
in Chicago. Soon after he became a performer on the steamship Banjo
which traveled up and down the Mississippi. Birch's next ventures
included engagements with J.B. Donniker, Joe Murphy, Sam Sharpley
and Ben Cotton. Birch and Cotton formed a minstrel troupe in San
Francisco in 1862. Birch later collaborated with Dave Wambold and
Charley Backus to form the San Francisco Minstrels, which gave its
first performance on September 15, 1864. William H. Bernard joined
the troupe in January, 1865. In March the group sailed for New York.
They stopped in Newérk, N.J. for a performance on May 4, then went on
to open in New York at 585 Broadway on May 8.

The company remained at this location until April 27, 1872. They
opened again on August 28 at St. James Hall in New York as Birch,
Wambold and Backus' Minstrels. During the 1873-74 season the
company toured, returning to New York in the fall of 1874 to open on
September 3 at their own theater on Broadway, the Princess Theatre.

The company became Birch and Backus' Minstrels in 1880, remaining
so until late 1882. Then a new alliance was formed: Birch, Hamilton,
and Backus' Minstrels. This group failed to survive the season; by the
end of the 1883 season the group had become Birch and Backus'
Minstrels,

‘Birch's San Franciso Minstrels opened in San Francisco on August
27, 1883. On December 3, Jack Haverly> became Birch's partner, but
-~ the group disbanded after their December 28 performance in New

York.
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Birch again revived the San Francisco Minstrels with Harry
ﬁ'(ennedg in the fall of 1884, but the organization was short-lived. In

July of 1886 members of Birch and Cotton's Minstrels reunited in San
Francisco In November of 1886 Birch joined Lew Dockstader's
Minstrels for a short period of time. In 1889 Birch collaborated with
Frank Moran to form Birch and Moran's Minstrels. Birch's last minstre!
engagement was with William Henry Rice's World's Fair Minstrels in
July, 18SG0.

Birch was noted for his comic ability, as well as his skill in playing
the bones. In an article entitied "The Minstrel Melodist"” from the New
York Clipper March 3, 1877, Birch is éaid to have "made a spe;ialtg,
giving bone imitations of horse racing” while performing "Camptown
Races."

— Birch died in New York City on April 20, 1897.

Figure B-1. Frank Brower |
Frank Brower.® Brower was born in Baltimore, Maryland on November
20, 1823. His first appearance as a performer was at Dick Myer's
Museum in Philadelphia where he did a song and dance routine. He

_later joined John Robinson's circus, then Raymond & Waring's Circus.
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Brower was engaged by the Cincinnati Circus in the spring of 1840.
The circus toured through Ohio, Indiana, Virginia and Kentucky. Brower
returned to Philadelphia for the winter, then again performed with the
circus in the spring of 1841. During the summer he introduced bones to .
the entertainment business, performing at Lynchburg, Virginia. C.J.
Rogers, manager of the circus and the person who had hired Brower,
later recalled in a letter to the editor of The New York Clipper
(published June 20, 1874) that during the week of the Fourth of July,
Brower "first introduced 'bone-playing' before an audience,
accompanying Emmitt [sic] in the new song of '0ld Tar River."?

Brower later became the bones player for the Virginia Minstrels,
one of the first professional minstrel troupes.8 Their first |
performance took place in New York at the Bowery Amphitheatre on
February 6, 1843.9 The Virginia Minstrels continued to perform for

several years, then disbanded in London in 1844 after touring there.

Brower then joined Cook's Circus in England for a few months. The i

v |
A
|
|
!

Virginia Minstrels came together again in April, 1844, and played in
Dublin, Cork, Belfast, Glasgow and Edinburgh.

Brower returned to America and played with a variety of circuses.
In 1851 he returned to England as a clown in Welch's Circus. On
February 28, 18586, he opened with Sanford's Minstrels in Philadelphia.
His last engagement as a minstrel performer was with Tunnison's
Minstrels in Philadelphia on November 2, 1867. His last stage
appearance was at the Walnut St. Theatre in the sketch "The Lottery
of Love."

Brower was known for his acting ability as well as his musical

skills. He died in Philadelphia on June 4, 1874.




Figure B-2. Dan Bryant.
Dan Bryant (Daniel Webster 0'Brien) !0 Bryant was born in Troy, N.Y.
on May 9, 1833. His first performance was at Vauxhall Garden in New
York City in 1845. He performed with a variety of companies until
1848 when he became a member of Losee's Minstrels. He later became
a member of the Sable Harmonists, then joined Charley White's
company in 1850 in New York. He stayed with this troupe for a year.

His next engagement was with Wood and Fellowe's Minstrels, also
based in New York. Although Fellowe later left the troupe, Bryant
remained with the company, which became Henry Wood's Minstrels. He
later joined Campbell's Minstrels, managing the troupe in the summer
of 1856.

In September Bryant was a big hit in Philadelphia. On February 23,
1857 Bryant's Minstrels gave their first performance in New York at
Mechanic's Hall.

In 1860 Bryant was still working in New York. During this year he
married Ellen Fitzgibbons of St. Louis, Missouri. The marriage took
place on July 29 in St. Louis.

Bryant's Minstrels remained in New York until the summer of 1866.

Their last New York performance was on June 2.
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On August 10, 1867, Bryant's Minstrels sailed to Cahforma They
performed in San francisco under the management of Tom Maguire for
several years, then returned to New York opening on May 18, 1868 at
the Tammany Building (Tater called th Olympic Theatre). The company -~
later moved to a new location, 23rd St. above 6th Avenue, opening on
November 23, 1870. The company remained there until Bryant's death
on April 10, 1875.

The fact that eleven testimonial benefits were given in his honor
1in New York City shortly after his death, is some measure of the high
esteem given Bryant by audiences and other performers. His skill as a
minstrel entertainer was widely known, including his prowess on the
bones. He often used the bones in character sketches such as "The
Drum Major. "1l

Although minstrelsy was his main interest in entertainment, he

was also noted for his skill in Irish comedy.

Figure B-3. George Swain Buckley.
George Swaine Buckley.!2 Born in Bolton, England on October 12, 1833,
Buckley was one of three sons of James Buckley, founder of the

famous Buckley Serenaders.!3 George made his first appearance with
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the troupe at the age of seven. While still young, he learned to play
~ he banjo and was often featured in performances put on by Joe
Sweeney, a famous banjo player of the time.

While growing up, George Buckley toured and performed with the
Buckley Serenaders. After the death of his father and two brothers, -
George reorganized the troupe in July, 1867.

In 1870 Buckley played an engagement with the San Francisco
Minstrels in New York City. On September 3, 1872, he and Sam
Sharpley organized a new minstrel company. This company was noted
for its unique format; the so-called "first part" of the show was
eliminated.

The following two seasons were spent touring. On September 13,
1875 the company performed at Beethoven Hall in Boston. The show

~ did not do particularly well, and future touring was not successful.

Buckley died in Quincy, Massachusetts on June 25, 1879,

George Buckley was known as one of the more versatile members
of the Buckley Serenaders. Although he performed in a variety of
acts, he was particularly well-known for his prowess on both the
banjo and the bones. He often played solos on the bones; he was
famous for his solo on the Overture to Zampa!t as well as solos in
which he imitated drums, marching, reveille, and two horses running a

race.




Figure B-4. Edward Freeman Dixey.
Edward Freeman Dixey.!S Dixey was born in Marblehead,
Massachusetts on July 29, 1833. His professional career began at the
age of eighteen.!® Shortly after he began to work, he moved to

Philadelphia where he spent most of his life as a professional

performer.
~7  His first Philadelphia engagement was at Cartee's Lyceum with the

Julien Serenaders in December, 1854. On April 23, 1855 Dixey opened

at SanFord's Opera House as a member of Sam Sanford's troupe. He
continued to work there until Sanford pulled out. In 1862 Dixey L
became a partner with Carncross; Carncross and Dixey's Minstrels |
opened on April 14, 1862 at the Continental Theatre. The troupe
performed until June 17, 1871 when Mr. Carncross retired.!?

On October 2, 1871 Dixey opened the opera house again, this time
with Frank Moran as his partner. On September 24 of the following
year, Dixey retired. He came out of retirement in 1873 when
Carncross and Dixey's Minstrels once again formed. The company

continued to perform on a regular basis until March 16, 1878.
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Upon retirement Dixey carried with him a reputation as one of

minsirelsy's greatest bones players. He died in Philadelphia on Marcn

2 1304

Bob (Dean) Edwards '® Edwards was born in Philadelphia in 1822 He

became an entertainer as a young man and was known as "Master
Edwards." He was also known for being one of the earliest bones
players in minstrelsy.

In 1841-42 Edwards toured in Pennsylvania as a jig dancer. fFor the
next two years he performed with the Ethiopian Serenaders. He later
joined Sanford's Minstrels in Philadelphia. [n 1862 he ran the Gayety
Music Hall in Marrisburg, Pennsylvania. A few years before his death,

he organized his cwn troupe Edwards died in Buffalo, New York on

July 24, 1872,

Figure B-5. Eph. Horn.

Eph Horn (Evan Evans Horn).'9 Horn's career began in New York City in

1847 when he became a member of the Ethiopian Serenaders. In 185!
he and Charley White formed Horn and White's Minstrels. Horn spent

time with Christy's Minstrels, including a sojourn to San Francisco In
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1854 which lasted eighteen months. He later appeared n tlack face
as a cwrcus clown. In 1858 he played with Ordway's Aeohans in Boston
Horn's career also included engagements with many of the more

well-known minstrel troupes of the time--Wood's, Campbell's,

? A ]

Buckley's, and Bryant's. Horn died in New York on January !, 1877.

Figure B-6. Fred Huber.
Fred Huber.20 Huber was born in St. Louis, Missouri in 1854, In 1878
he joined forces with “Boots™ Allen in a black-face musical act. In

1879 Huber worked with Glidden; they were known as the "Oyster Can

Mokes.”

Huber later married Kitty Allyne, for many years performing with
her as a duo in variety shows. Later in his career he formed a
partnership with John King; simultaneously he was a member of
Wiliam H. West's (Ricaby's) Minstrels,

Huber was well-known for his bones-playing abilities. He died in

New York City on April 3, 1804,




Figure B-7. "Pony" Moore.

"Pony" Moore (George Washington Moore) ! Born in New York City on

February 22, 1820, Moore's earliest experiences in the entertainment
world were as a circus perFormef, He began working at the age of
twenty-one and claimed to have been with Roger's Circus when Frank
Brower first introduced the bones to the entertainment world in July,
1841

Moore's first big engagement as a black face performer was in
1854 when he became a member of Haworth and Horton's Opera Troupe
on September 13. He later joined J.W. Raynor's Christy's Minstrels and
remained with them until March, 1857. He then joined Matthew Peel's
Minstrels. In the summer of 1838, Peel left the company and it
became known as Sniffen's Campbell's Minstrels. Moore remained with
this troupe until February 12, 1859. He then joined another of Matthew
Peel's companies and remained with this troupe until Peel's death on
May 4, 1858. Moore then became a member of Burtis' Varieties in
Brookiyn, New York.

One month later Moore traveled to London, presenting himself to
J.W. Raynor once again. Raynor had recently lost a member of his

troupe through death. Moore was hired and remained with the
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company for one year. At that time Raynor retired and Moore joined
Wilson and Montague's company.

In 1860 Moore married. He and his wife had three daughters.

After remaining with Raynor's company for approximately four
years, Moore organized his own company with Johnny Ritter, J.P. .
Crocker and Henry Hamilton. The company opened in Chester, England
on November 14, 1864. After playing other small cities and towns, the
company came to London and opened at St. James Hall on September
18, 1865. Moore later bought out his partners' shares in the company
and became its sole owner. Frederick Burgess became Moore's partner
after several years. Moore and Burgess' Minstrels were based in s
London at St. James Hall22 for many years to follow. While co-

proprietor of this minstrel troupe, Moore again married in 1884.

Moore last performed with his own company in January, 1894, His
last public appearance was in London at the Pavilion. He died in

London, England on October 1, 1808.

Billy I‘19r~r*i§.23 Born in Rochester, N.Y. on April 11, 1831, Morris started
his career as a professional entertainer at the age of eleven when he
and his brother Lon appeared in Charlotte, N.¥. The brothers

continued to perform together. In 1852 they joined Ordway's Aeolians

in Boston, remaining there for five years. In 1857 they organized a

company with Johnny Pell and J.T. Huntley. Lon played the tambourine
and Billy played the bones for the company. The troupe opened at
Howard Athenaeum in Boston on December 25.

Huntley withdrew from the company early in 1859; Joseph

- Trowbridge was then taken in as a partner. The company of Morris
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Bros. Pel 1 and Trowbridge<™ remained intact until 1866 when Pell

— died 23 The company continued on for one year without Pell until
Trowbridge retired from the troupe 26 The company then became
known as the Morris Minstrels, opening in St. Louis, Missouri on
November 6, 1867. Two years later the company disbanded and the
Morris brothers took up other pursuits.

Billy Morris died in Boston, Massachusetts on October 11, 1878.

Figure B-8. Joe Murphy.

"Kerry Gow" Joe Murphy (William L. Murphy).27 Born in Brooklyn, N.vY.,
c. 1835, Murphy began his career as an entertainer in minstrelsy, then
went on to become a professional actor.28 While associated with
minstrelsy, Murphy gained a reputation as the champion bones player |
of the west coast. €9

As a young man Murphy worked in California, finding work as a
singer and bones player at what Carl Wittke termed "auctions and
cheap entertainments"” in San Francisco and Sacramento.30 He then
made his way into minstrelsy through his association with troupes
such as the California Minstrels of San Francisco in the late 1850's.

In the early 1860's Murphy married Martha Shattlock. Also during

chis time he formed a minstrel company with Billy Birch. In 1864




2v8

Murphy was a part of Murphy and Bray's Minstrels.3! Murphy soon
moved out to the east coast and formed Cotton and Murphy's Minstrels
with Ben Cotton. This troupe opened in Fall River, Massachusetts, c.
March, 1865S.

In 1867 Murphy returned to California and joined Bryant's Minstrels“
in San Francisco. Several months later he went east again and became
a part of the Morris Brothers' Company in Boston. On April 20, 1868 he
appeared in New York with Kelly and Leon's Minstrels.

Murphy's experiences as a legitimate actor began in the late
1860's. His first appearance was in San Francisco on September 16,
1867 as Pat Murphy in "The Happy Man." He then moved on to New York
where he gained a reputation as an actor. He remained quite active in
New York until the early 1890's.32

On November 11, 1909 in San Antonio, Texas, Murphy married May

Firmier, a prominent actress of the day.

Gilbert Pell.v33 Pell was born in New York in 1825. In his early
twenties he became a member of the Ethiopian Serenaders. In
September, 1845 the company began an engagement at Palmo's Opera
House in New York. In 1846 the troupe traveled to England. Thég were
well-received; their popularity led to morning performances and
private performances for London's wealthy.

In 1849 Pell performed with his brother's troupe, Pell's Serenaders,
in England. He later returned to the U.S. In 1859 he again went to

England, where he remained until his death on December 21, 1872.
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Johnny Pell (Gavin) 3% Born in New York 1n 1833, Pell spent most of

his professionai career in Boston His first professional engagement
was with Charley White's minstrel troupe in New York in the eariy
1850's

In 1854 he joined Ordway's Aeolians 1n Boston. In 1857 he
organized a company with Lon and Billy Morris and J. 7. Huntley. Two
years later the company was known as Morris Bros,, Pell and
Trowbridge's Minstrels. Pell often acted as bones player for the
troupe,3° along with Billy Morris. Pell remained with this troupe up to
the time of his death.

On Janvary 22, 1866 Pell married a Miss Moore of Boston. Two

days later he died in Boston at the age of 33.

James Powers 3% Powers was born in 1826. His career as a minstrel

performer was spent as a member of the Boston Harmoneons with his

brother John. The company was particularly known in Massachusetts.

James Powers was the composer of two ballads which were N
popular during his day: "She Sleeps 1n the Grave" and "Faded Flowers.” 1]
g

Powers died in Boston on January 5, 1890. !

Figure B-9. Dave Reed.
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Dave Reed. 37 Born in New York on November 18, 1830, Reed began his
career in minstrelsy at the young age of fourteen when he joined a
small traveling company. He performed in the New York area for
several years, then headed west.

Reed later organized his own company, Dave Reed's Minstrels. As
of June 8, 1856, the company provided entertainment aboard the
steamer James Raymond which went up and down the Mississippi.

In 1861 Reed joined Hooley's Minstrels in New York. Two years
later he joined Dan Bryant's New York-based troupe. About 1868 he
left Bryant's and became a member of Kelly & Leon's minstrel troupe.
He later returned to Bryant's company and remained there until
Bryant's death in 18?5.

It was while with Bryant's company that Reed became associated
with the songs "Shoo Fly" and "Sally Come Up." "Shoo Fly" was done
as a song-and-dance routine with Bryant. Reed's own rendition of
“Sally Come Up" became so popular that he became known as the
"'Sally Come Up' Man,"38

But Reed was equally well known as a bones player. Edward Rice,

author of Monarchs of Minstrelsy.from "Daddy" Rice t te described

Reed as "best remembered [as a bones player]; his imitations of
drums, horses running and the like were wonderful; the art practically
died with him.”

About 1885, Reed, his wife, and their four children appeared in
vaudeville as the Reed Family. They were later known as the Reed
Birds.

Reed retired in 1803 and died in New York three years later on

December S.
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—a0rge Wilson.39 Wilson was born in London on September 28, 1844,
He began his minstrel career c. 1870 when he formed Courtright,
Frarren and Wilson's Minstrels in San Francisco. Wilson was the
primary song and dance performer in the company. In 1871 he moved to
Chicago and performed there for a year. In 1872 he accepted a four-
week engagement at the Theatre Comique in Detroit. The engagement
extended to nine months, a sign of his popularity as a performer. The
next season he went to St. Louis and performed in his brother's
company, Fred Wilson's Minstrels. In November, 1873 he went to
Kansas City, Missouri and accepted a position in Jack Haverly's troupe.
He remained with Haverly's company untﬂ August, 1877. |

Shortly after leaving his position with Haverly's company, Wilson

—~formed a company with George H. Primrose and William H. West. The
company gave their first performance on August 20, 1877 and
remained in business until the stmer* of 1882. Over the next six
years Wilson helped organize two companies: Barlow, Wilson and
Company's Minstrels, and later Barlow, Wilson and Rankin's Minstrels.
The latter company remained in business until February, 1882 when
they gave their last performance in Danbury, Connecticut.

For the next five years Wilson performed under the management of
Primrose and West. In the summer of 1898, Wilson formed a company
with W.S. Cleveland. This was Wilson's last venture in minstrelsy. For
the remainder of his career he did short stints in minstrelsy, but

devoted his time primarily to vaudville.

.
~
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Notes to Appendix B

Due to considerations of time and money, sources consulted in Appendix B had to
be limited to books, journal articles and other fairly accessible sources. A reader
interested in a particular performer might find more information in old

" newspapers, municipal and county records, old playbills and other advertisements.

ZRice, p. 119.

3car Wittke, Tambo and Bones: A History of the American Minstrel Stage

([Durham, North Carolinal: Duke University Press, 1930; reprint ed., New York:
Greenwood Press, 1968), p. 210.

4Fh‘ce, pp. 68-70.

SJ.H. Haverly, also known as Christopher Haverly. Rice, p. 120.

SHice, p 15
TLetter to the editor by C.J. Rogers, The New York Clipper, 20 June, 1874, p. 95.
Bwittke, p. 42.

gDaileg Paskman and Sigmund Spaeth, "Gentlemen Seated!" A Parade of the
0ld-Time Minstrels (Garden City, New York: Doubleday, Doran & Co., 1928), p. 15.
This is in contradiction to Edward Rice's account of the Virginia Minstrels' first
performance; Rice says it took place at the Chatham Theatre. Rice, p. 11.

10Rice, pp. 86-87. Daniel Webster O'Brien is listed as Bryant's real name in
Wittke, p. 223.

Mywittke, p. 88.

12Rice, p. 18. Rice spells Buckley's middie name "Swayne." The spelling I have
used (Swaine) is taken from a copy of a program printed for performances by
Buckley's Serenaders while in London in December, 1860. Harry Reynolds, Minstirel
M ries: Th f Burnt Cork Minstreisy in Gr ritain from 1 to 1927
(London: Alston Rivers, 1828.), p. 253.

131bid., p. 15. See also Wittke, p. 56.
1L4Fiet_.jnolds, p. 58.

1SRice, pp. 86-87.
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32 16ittke, p. 226.
171bid. See also Paskman and Spaeth, p. 160.

1BRice, p. 36.

191bid., p. 27.

201bid., p. 252. g
211bid., pp. 31-32.

221bid., p. 52.

231bid., p. 64,

241bid., p. 40.

251bid., p. 84.

281bid., p. 40.

271bid., pp. 106-107.

28paskman and Spaeth, p. 19.
23wittke, pp. 77, 233,

301bid.

3lwalter Bray (Baker). Rice, p. 146.

32Murphy appears frequently in George Odell's Annals of the New York Stage
throughout the 1870's and 1885-18392. (The only exceptions are 1878 and 1889; he
is not mentioned by Odell in these two years.)

33Rice, p. 48,
341bid., p. 84.
35yittke, pp. 224-225.

351bid., p. S1. See also the sheet music edition of "De Skeeters Do Bite," arranged
by L.V.H. Crosby, words by Marshall S. Pike (n.p., Massachusetts: n.p., 1848), front
cover.

37Rice, p. 67.

3Buittke, p. 223.

39Rice, p. 172




SR D T e

R SRS R e

“
%
¥
E
B
#

284
APPENDIX C

METHODOLOGY

The purpose of this project was to find out as much as possible
about the history of the bones, particularly in the US., and to )
document current performance pr?actices of bones players in America.
The first task was to locate available sources. Although the bones
have been a part of several musical traditions in the U.S., no sources
were found which dealt exclusively with the bones. However,
information regarding the bones in the U.S. was found in sources
which dealt with the following musical traditions--the music of black
slaves, music of the nineteenth-century minstrel show, and Anglo-
American music found in Appalachia. In addition to conventional
sources such as books and journal articles, several other sources
proved to be useful--minstrel songsters, sheet music from the
nineteenth century, and mail order and instrument catalogues from
the turn of the century.

An attempt to discover how the bones reached the U.S. turned the
bibliographic search in different direction; a look at sources which
dealt with musical instruments of Africa, Western Europe and the Near
East uncovered important information. After discovering instruments
which resembled the bones in these three areas, it then seemed likely
that instruments resembling the bones existed in other parts of the

world as well. Sources which dealt with the musical instruments of

various cultures confirmed this supposition.
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Since bones playing in the U.S. is part of an oral tradition, it was
~~ not surprising to find that very little information existed in print on
how to play the bones. The primary source of information became the
bones players themselves, particularly Percy Danforth of Ann Arbor,
Michigan. Knowledge of his techniques and style of playing were .
gained through several years of study with Danforth that eventually
included performing with him.

Contact with Danforth, other folk musicians and several scholars
led to contact with other bones players. Danforth's techniques and
style are documented in detail in this study; the styles and techniques
of several other players are also examined, but to a lesser degree.

Due to consider‘atfons of time and money, this study was not
intended to be an extensive field project whose purpose was to

- discover how widespread bones playing is in twentieth-century
America. However, information gathered from both informants and
printed sources allows one to put forth suppositions about the
distribution of bones playing in America--sometimes in speculation and
sometimes with a fair degree of certainty. Below is a brief outline of
the twentieth century, including evidence of bones playing for each
designated period and a supposition, based on the evidence given,

regarding how prevalent bones playing is for each period.

[. 1900 through the mid-1930's: Bones are still common, as they were

in the nineteenth century.
*Bones are present in amateur minstrel catalogs and instrument

catalogs into the late 20's-early 30's.
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*Several informants born in the first decade of the century
reported that bones were common when they were growing up.
(The informants lived in Washington, D.C., Indiana and Missouri
as children.)

*Percy Danforth (b. 1900) has traveled widely across the N
country performing on the bones. He has met a great number of
people of his generation who said they used to play the bones
when they were younger, but had not played since they were
children.

*In his book How to Play the $-String Banjo: A Manual for
Beginners, 3rd ed. (Beacon, New York: Published by the Author,
1962), Pete Seeger includes a photograph of a mountain ?amilg
taken in ¢. 1930's. The ensemble includes a lap dulcimer, banjo,
fiddle and guitar. Seeger notes that other instruments common
in such an ensemble include the bones.

*A tape given to the author by Percy Danforth includes a
recording of bones with theater organ made in the 1820's. Tunes
on the recording include "Ain't She Sweet" and “"Sweet Georgia
Brown." "Ain't She Sweet was written in 1927; thus the
recording couldn't have been made before that date.

*An informant born in 1904 in Missouri worked on threshing
crews in 1925 in the Dakotas and near Moosejaw, Saskatchewan.
He reported that every Friday night there were dances in the
nearest school house. Music was provided by fiddle, banjo,
guitar, and was sometimes supplemented by bones, mandolin

and/or piano.
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11 Mid-1930's through the 1950's: Bones are found primarily among
black folk musicians in the South and Appalachian folk musicians.

*Pete Seeger reference cited above.

*In the introductory material for Negro Folk Myusic of Alabama

(Folkways Records 417A, 418A, 471-474), Harold Courlander
discusses the use of bones with quitar and washboard to
accompany singing. The recording was made in 1850.

*No printed material or information collected from informants
specifically mentions the bones in Appalachia during this time
period. However, the bones are still played in Appalachia today
and are considered by musicians in the area to be part of
musical traditions which have existed there since the
seventeenth century .

*An informant born in the 1920's in Indiana has been playing the

fiddle with bones players since the 1940's.

II1. 1960's

*No information available with the exception of the statements
regarding bones playing in Appalachia and the performance

experience of the informant from Indiana, cited directly above.

IV. 1970's 1o the Present (1989): Bones players are present in small

numbers in folk communities scattered across the country.
*Percy Danforth started to actively perform on the bones in
1972. He has traveled all over the country, reintroducing the

bones to many folk communities. For the last four years he has
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traveled considerably less and confined his performances to
those close to Ann Arbor, Michigan where he resides.

*Half of the bones players included in this study either know
Danforth personally or are familiar with his style of playing.
These players are not confined to one particular area of the
country, but are scattered across the length of the United
States. This gives some indication of how widespread the bones
have become and what part Danforth has played in bringing the
bones to the attention of folk musicians outside the Appalachian

area.

There is strong evidence of bones playing activity in America up to
the mid-1930's. It is less certain how widespread that activity was.
It is probable that bones playing associated with amateur minstrel
shows was confined largely to the South and midwest, since
minstrelsy was most active in these parts of the country during the
nineteenth century. However, there is also spotty evidence of bones
playing activity in Appalachia and rural communities as far away as
the Dakotas. How common bones playing was in small rural
communities across the country is difficult to say.

Evidence found during the course of this study is more spotty for
the mid-1930's through the 1950's. Most references to bones playing
are associated with folk music, particularly in Appalachia and other
parts of the South. Although one can't assume much from one
reference to Southern blacks playing the bones in the early 1950Q's, the
fact that bones playing still exists in the Appalachian area today
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gives some credibility to the supposition that bones playing existed in
" Appalachia from the mid-1930's through the 1950's.

A lack of information about bones playing in the 1860's is evident
from the outline above. The 1970's and 1980's, however, are a
different story. Due to the efforts of Danforth, the 1970's and 1980's <
have seen a surge of interest in the bones. Danforth claims to have
covered most parts of the country in his travels, with the exception
of the West and Southwest. When asked in an interview what
localities he had visited, they included the following states and

Canadian provinces:

Arizona
California
Florida
Michigan

New York
Pennsylvania

Ontario

Informants interviewed for this study identified one or more bones

players in the following states and Canadian provinces:!

California
Florida

Minois
Indiana

Iowa

Kansas
Massachusetts
Michigan

New York
North Carolina
Virgina
Washington

Northwest Territories
Quebec
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For most states and provinces, the number of bones players
interviewed or referred to by an informant is between one and three.
This does not mean that there are only one to three bones players in
each of the above states and provinces; it merely means that the .
resources available for this study have limited the amount of data
which could be obtatned. In addition to individual bones players,
several informants discussed specific folk festivals in Jowa and
Kansas which attract many bones players. Several informants also
mentioned specific folk communities in Illinois, Indiana and Virginia
which included an unspecified number of bones players. The number of
bones players in these five states is certainly more than one to three,
but with the limited data available for this study, there is no way of
estimating how many there are.

It is significant that individual players, as well as festivals that
attract bones players, are scattered throughout the country.

Although a more exhaustive study would be needed to supply proof, it
is likely that bones players are a part of folk communities in localities
not mentioned by informants interviewed for this study. Folk
communities known to the author usually include two or three bones
players. It is likely that the frequency of bones players in other folk
communities is similar. Although one can't quote a figure as to the
number of bones players in the country today, evidence obtained in
this study suggests that bones players are present in small numbers

in folk communities scattered throughout the country.
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Notes to Appendix C
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10nly Canadian bones players who perform frequently in the U.S. have,
been included in this study )
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1-10. "Possum up a Gum Tree: A South Carolinian Negro Air as sung by
Mr. Mathews in his entertainment “A Trip to America" and Arranged
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INTRODUCTORY BREMARKS

The bibliography is organized into seven categories:

I. Africa: Slavery and Indigenous African Musical Practices

2. Minstrelsy and the Musical Life of Slaves in the U.S. v
European Folk Traditions in America
Bones and Similar Instruments in Other Countries

Sound Recordings

® 0 £ W

Interviews
7. Miscellaneous

Entries are listed alphabetically by author (or by title, if no author
is given) within each category. The only exceptions are a few untitled
items which are listed alphabetically by type in the appropriate
category. For example, the entry "Tin Type" is used for a tin type of
an unidentified minstrel troupe from the late 1860's-early 1870's;
since the tin type portrays a minstrel troupe, the entry is listed in
category two (Minstrelsy and the Musical Life of Slaves in the U.S.).

Although most sources dealing with the banjo include some
discussion of Appalachian banjo playing, they deal primarily with
minstrel banjo playing, and to a certain extent, black banjo playing.
For these reasons, sources dealing with the banjo are listed only in
category two (Minstrelsy and the Musical Life of Slaves in the U.S.).
Pete Seeger's book is an exception; it deals primarily with Appalachian
banjo playing. Since the banjo was adopted by Appalachian musicians
and became a part of their musical traditons, Seeger's book has been

listed under category three (European Folk Traditions in America).




298

Category two has one subheading, "Catalogues."” This includes
instrument catalogues and mail order catalogues from the turn of the
century which included the bones. These catalogues are listed
alphabetically by company name.

Charles Hamm's Music in the New World was consulted primarily for
its information regarding Anglo-American oral tradition. For this
reason it is listed only in category three (European Folk Traditions in
America), even though it also includes information pertinent to
several other categories.

Liner notes have not been included in category five (Sound
Recordings), but are listed under the author's name in the appropriate
category. This is to distinguish between recordings used solely for
their recorded material, recordings used solely for their liner notes,
and recordings used for both recorded material and liner notes.

The "Miscellaneous" category includes general sources and sources
which did not fit into one of the other categories. When numerous
articles have been cited from a large reference work such as The New
Grove Dictionary of Music and Musicians, the reference work appears
in the "Miscellaneous” category with full bibliographic detail. Each
article from the work is listed separately by author in the appropriate
category.

The one Thai source included in the bibliography is listed
alphabetically by the author's first name. This is the norm in Thailand
and is becoming the preferred method in the U.S.

Brackets are used to denote the genre of a source if this is not

otherwise apparent.



299
AFRICA: SLAVERY AND INDIGENOUS MUSICIAL PRACTICES

Blake, William O. The History of Slavery and the Slave Trade, Ancient
an rn: The Forms of ry that Prevailed in Ancient Nation
Columbus, Ohio: J. and H. Miller: 1861.

Brawley, Benjamin. A Social History of the American Negro: Being a
History of the Negro Problem in the United States ... 4Ythed, rev. '

New York: Macmillan Co., 193S.

Cockrell, Dale. "Of Gospel Hymns, Minstrel Shows, and Jubilee Singers:
Toward Some Black South African Musics." American Music S (Winter
1987): 417-432.

Coplan, David B. "The Urbanization of African Performing Arts in
South Africa.” Ph.D. dissertation, Indiana University, 1980. Cited by
Dale Cockrell, "Of Gospel Hymns, Minstrel Shows, and Jubilee Singers:
Toward Some Black South African Musics." American Music S (Winter
1987): 431.

Erimann, Veit, Museum fur Volkerkunde, Abteilung Musikethnologie,
Berlin, West Germany. Personal letter.

Hoyt, Edwin P. African Slavery. New York: Abelard-Schuman, 1973.
Kebede, Ashenafi. Hoots of Black Music: The Vocal Instrumental. and

ce Heri f Afri nd Black America. Englewood Cliffs, New
Jersey: Prentice-Hall, 1982.
Kirby, Percival R. The Musical Instruments of the Native Races of

South Africa. London: Oxford University Press, 1934,

Knight, Franklin W. "Slavery." In Encyclopedia Americana 1988 ed.

de Lange, Margaret M., compiler. Catalogue of the Musical Instruments
in the Collection of Pr gfggsgr Percival R. Kirby. Johannesburg:

Africana Museum, 1967.

Lystad, Robert A. "Africa: Traditional Africa: (2) Traditional Society."
In Encyclopedia Americana 1984 ed.

Pinckard, George. Notes on the West Indies. 2nd ed. London: Baldwin,
Cradock & .Jog 1816 Quoted in Dena d . Epstein, Sinful Tunes an nd
ir Fol i p. 10. Urbana: University

of Illinois Press, 1977.

Tracey, Andrew, Director of the International Library of African Music,
Rhodes University, Grahamstown, South Africa. Personal letter.




)

Ly »':‘e?iu"ﬂm:[\‘wmmgg;wmm N"”?S*fﬁ%;

300 A
MINSTRELSY AND THE MUSICAL LIFE OF SLAVES IN THE U.S.

Ashe, Thomas. in America Performed in 1806. London: n.p.,
1808. Quoted in Hans Nathan, Dan Emmett and the Rise of Early Negro
Minstrelsy p. 156. Norman, Oklahoma: University of Oklahoma Press,

1962.

Blesh, Rudi, and Janis, Harriet. They All Played Ragtime: The True -
Story of an American Music. Ist ed., rev. New York: Grove Press, 1958,

Bluestein, Gene. "America's Folk Instrument: Notes on the Five-String
Banjo." Western Folklore 23 (October 1964): 241-248.

Brown, T. Allston. "The Origin of Negro Minstrelsy.” In Charles H. Day,
Fun in Black . .. . New York: n.p., 1874. Reprint of excerpts in The

Black Perspective in Music 3 (Spring 1975): 77-80. Cited by Eileen
Southern, The Music of Black Americans: A History 2nd ed., p. 90. New

York: W.IU. Norton & Co., 1983,

Cist, Charles. Unknown story in the Cincinnati Miscellany. Cincinnati:
Dan Emmett and the Rise of Early

n.p., 1845. Quoted in Hans Nathan,
Negro Minstrelsy p. 154. Norman, Oklahoma: University of Oklahoma
Press, 1962.

Courlander, Harold. Negro Folk Music of Alabama, Introduction, Notes
and Texts. Folkways Records 417A, 418A, and 471-474.

. Negro Folk Mysic, US A New York: Columbia University

Press, 1963.

Coxe, Elizabeth Allen. mQri f a) lina Plantation durin
the War . ... n.p.: privately printed, 1912. Quoted in Dena J. Epstein,
infyl Tyn n iri : Black Folk Mysi he Civil War, p. 144.

Urbana: University of Iilinois Press, 1977,

[Crockett, David ?]. Sketches and Eccentricities of Col. David Crockett
of West Tennessee. New York: n.p., 1833. Quoted in Hans Nathan, Dan

Emmett and the Rise of Early Negro Minstrelsy p. 190. Norman,

Oklahoma: University of Oklahoma Press, 1962.

Crosby, L.V.H., arranger. "De Skeeters Do Bite." [sheet music] n.p,,
Massachusetts: Martin & Beals, 1846.

Epstein, Dena J. Sinful Tunes and Spirituals: Black Folk Mysic to the
Civil Wapr. Urbana: University of Illinois Press, 1977,

Hare, Walter Ben. The Minstrel Encyclopedia. Boston: Walter H. Baker

Co., 1926.




RN RS g W g - Sty s

R

301

Haywood, Charles. A Bibliography of North American Folklore and
. 2nd rev. ed. New York: Dover Publications, 1961. 2 vol. See
"The Negro--Minstrelsy" in vol. 1, p. 522.

Hitchcock, H. Wiley. Music in the United States: A Historical

Introduction. 2nd ed. Englewood Cliffs, New Jersey: Prentice-Hall,
1974,

Holmes, Isaac. An Account of the United States of America, Derived
¢ rctual Ol ] urin Resid P F v 0 that
Republic: Including Original Communications. London: H. Fisher, 1823.

Quoted in Dena J. Epstein, Sinful Tun n irituals: Black Folk Music
to the Civil War pp. 52-53. Urbana: University of Illinois Press, 1977.

Howe, Elias J. The Ethiopian Glee Book. Boston: E. Howe, 1848-1850.

Hughes, Langston. Famous Negro Music Makers. New York: Dodd, Mead
& Co., 1963.

Hughes, Langston, and Meltzer, Milton. Black Magic: A Pictoral History

of Black Entertainers in America Englewood Cliffs, New Jersey:
Prentice-Hall, 1967: New York: Crown Publishers, Bonanza Books, 1967.

—— A Pictoral History of the Negro in America. New York: Crown
Publishers, 1956. .

"Jim Along Josey." New York: Rewitt [?] & Jaques, n.d.

"The Lasses of Dublin.” From The Edinburgh Musical Miscellany.
Edinburgh: n.p., 1793. Included in Hans Nathan, Dan Emmett and the Rise
r ' p. 48. Norman, Oklahoma: University of

Oklahoma Press, 1962.

Johnson, James Weldon. Black Manhattan. New York: Arno Press, 1930;
reprint ed., New York: Atheneum, 1968.

Locke, Alain. The Negro and His Music. Washington, D.C.: The
Associates in Negro Folk Education, 1936.

Loesser, Arthur. Humor in American Song. New York: Howell & Soskin,
1942.

Logan, Olive. "The Ancestry of Brudder Bones." Harpers New Monthly
Magazine, lviii, April 1879, pp. 687-698.

Malone, Bill C. Country Music USA: A Fifty-Year History American
Folklore Society Memoir Series, Vol. S4. Quoted in Robert B. Winans,

"The Folk, the Stage, and the Five-String Banjo in the Nineteenth



302
Century," Journal of American Folklore. 89 (October-December 1976):
423-424.
"The Minstrel Melodist." The New York Clipper, 3 March 1877,

Nathan, Hans.
Norman, Oklahoma: University of Oklahoma Press, 1962.

Nigger Melodies; Being the only Entire and Complete Work of Ethib‘gian
Songs Extant. [minstrel songster] St. Louis: Nafis & Cornish, [c.

1848].

Odell, George. Annals of the New York Stage. New York: Columbia
University Press, 1927-1937. 15 v.

Paskman, Dailey, and Spaeth, Sigmund. ntlemen Seated!": A

Parade of the 01d-Time Minstrels. Foreword by Daniel Frohman.
Garden City, New York: Doubleday, Doran & Co., 1928.

Placard. Placard of C.lU. Pell's Serenaders, housed in the Harvard
Theatre Collection. Included in Eileen Southern, The Music of Black

Americans: A History p. 94. 2nd ed. New York: W.W. Norton & Co., 1983.

"Possum up a Gum Tree: A South Carolinian Negro Air as sung by Mr.
Mathews in his entertainment 'A Trip to America' and Arranged
Expressly for him by T. Phillipps From the Original Negro Melody, of
which this is the correct copy extant." London: J. Willis & Co., n.d. [c.
1824]. Included in Hans Nathan, Dan Emmett and the Rise of Early
Negro Minstrelsy p. 47. Norman, Oklahoma: University of Oklahoma
Press, 1962.

[Pyle, Curtis B. '?] "Letters From the South. Bg Our Corresponding
Editor.” Mirror 2 (Apml 6-May 25
1853): 125 -126. Repmnted in Eugene Schwaab ed Travels in the Qld

South. Selected from Periodicals of the Times 11, p. 528. [Lexmgton]
University Press of Kentucky, 1973. Quoted in Dena J. Epstein, Sinfuyl
[unes and Spirituals: Black Folk Music to the Civil War, p. 147. Urbana:

University of Illinois Press, 1977.

Regnolds Harrg Minstrel Memories: The Story of Burnt Cork
Minstrelsy in Great Britain from 1836 to 1927 London: Alston Rivers,

1928.

Rice, Edward Le Roy. Monarchs of Minstrelsy from "Daddy" Rice to
Date. New York: Kenny Publishing Co., 1S11.

Rlogers], C.J. Letter to the editor of the New York Clipper. 20 June
1874,



303

Rossiter, Harold. How to Put on a Minstrel Show. Chicago: Harold
Rossiter Co., 1921

Scarborough, Dorothy. Qn the Trail of Negro Folk Songs. Cambridge:
Harvard University Press, 1825; reprint ed., Hatboro, Pennsylvania:
Folklore Associates, 1963.

of the Virginia Serenaders. Boston: n.p., 1844. Cover included in
Hans Nathan, Dan Emmett and the Rise of Early Negro Minstrelsy p. 148.
Norman, Oklahoma: University of Oklahoma Press, 1962.

Southern, Eileen. The Music of Black Americans: A History New York:
W.W. Norton & Co., 1971.

Spencer, Frank. "Oh Come to De Husking." [sheet music] New York:
Oliver Ditson, 1848.

Stereo Card. Unlabeled stereo card of a minstrel group, including a
bones player, sent to the author by James Kimball of SUNY, Geneseo.
No source given. Dated by Kimball as 1860's-early 1870's.

Tin Type. Unidentified minstrel group, including a bones player, on a tin
type. Sent to the author by James Kimball of SUNY, Geneseo. Kimball
obtained the tin type in the Buffalo, N.¥Y. area and estimates the date
as c. 1870's.

Toll, Robert C. ' ' 1n Ni -
America. New York: OxFord University Press, 1974,

On with the Show. New York: Oxford University Press, 1976.

Unsworth, James. Unsworth's Byrnt Cork Lyrics. [minstrel songster]
Complled and edited by J.H. Collins. New York: Robert M. De Witt, 1859.

White, Newman I. American Negro Folk-Songs. Foreword by Bruce
Jackson. Cambridge: President and Fellows of Harvard University,
1928; facsimile reprint ed., Hatboro, Pennsylvania: Folklore Associates,
1965.

Wittke, Carl. Tambo and Bones: A History of the American Minstre]
Stage. [Durham, North Carolinal: Duke University Press, 1930; reprint
ed., New York: Greenwood Press, 1968.

Winans, Robert B. "Black Instrumental Music Traditions in the Ex-

Slave Narratives." Black Music Research Newsletter S (Spring 1982):
2-S.

— —  "Bones [bone castanets]." In The New Grove Dictionary of
American Music, 1986.



e

S L ST AT TS T L e

30+

— . "Bones." In The New Grove Dictionary of Musical
Instruments 1984.

——— Liner notes from The Early Minstrel Show. New World
Records, NU 338.

——— "Early Minstrel Show Music, 1843-1852." In Muysical Theatre
in America: Proceedings of the Conference on the Musical Theatre jn
America, pp. 71-97. Edited by G. Loney. Westport, Connecticut:
Greenwood Press, 1981.

. "The Folk, the Stage, and the Five-String Banjo in the

Nineteenth Century.” Journal of American Folklore 89 (October-
December 1976): 407-437.

CATALOGUES
Denison's Minstrel and Song Catalogue Minneapolis: T.S. Denison & Co.,
n.d. [Dated by James Kimball as late 1920's-1930's.]
rl Fi r m ition lo f Band Instr
iglties Pertaini i r . 17th ed. Carl Fischer: New
York, n.d. [Dated by James Kimball as c. 1910-1915.]

rd F 1 of ical Instrum rin tc. New
York J. Howard Foote, 1883.

Lyon & Healy's ical ri nd Teacher's Supplies: Everythin
Known in Mysic. Chicago: Lyon & Healy, 1919.

Montgomery Ward & Co.'s Catalogue No. 64. n.p.: Montgomery Ward &
Co., 1898-99.

Sears. Roebuck & Co. Catalogue No. 14 Chicago: Sears, Roebuck & Co,,
1908.

Sears, Boebuck & Co. Catalogue No. [?]. Chicago: Sears, Roebuck & Co.,
1916.

Wurlitzer ] ' . Cincinnati:

Rudolph Wurlitzer Co., n.d. [Dated by James Kimball as ¢. 1915-1920.1




Py,

305 _
EUROPEAN FOLK TRADITIONS IN AMERICA

Groce, Nancy. "Hammer [hammered] Dulcimer.” In The New Grove

Dictionary of American Mysic, 1986.

Gross, Pam. “Playing the Bones." Mother Earth News March/April
1982, pp. 62-63.

Hamm, Charles. Music in the New World. New York: W.W. Norton & Co.,’
1983.

Lee, Edward. Eolksong & Music Hall. London: Routledge & Kegan Paul,
1982.

Rees' Cycliopaedia 1819 ed. Unknown article by Charles Burney. Ouoted
in Francis William Galpin, Q1d English Instruments of Music: Their

History and Character p. 189. 4th ed., rev. Supplementary notes by
Thurston Dart. London: Methuen & Co., 1965.

Ritter, Frederic Louis. Music in America. New York: Charles Scribner's

Sons, 1883. Quoted in Charles Hamm, Music in the New World. New
York: W.W. Norton & Co., 1983, p. 64.

Seeger, Pete. he Five-Strin 1 for
Beginners. 3rd ed., rev. Beacon, New York: By the Author 1963.

BONES AND SIMILAR INSTRUMENTS IN OTHER COUNTRIES

Becker, Judith. "Burma: (2) Instrumental Ensembles, iv." In The New
Grove Dictionary of Music and Musiciang, 1980 ed.

[Driver, Nicholas ?]. Liner notes from Bare Bones: The Traditional Art
of Bones Playing. Greenwich Village, GVR 202.

Blades, James, and Anderson, Robert. "Clappers.” In The New Grove

ionary of Musical ments, 1984.
Bonanni, Filippo. The Showcase of Musical [nstruments: "Gabinetto
Armonico." New introduction and captions by Frank L1. Harrison and

Joan Rimmer. New York: Dover Publications, 1964. Original ed., n.p.,
1716. Rev. and enl. ed., Rome: n.p., 1723. The Dover edition is based on
the 1723 edition.

Bower, Calvin. "Boethius, Anicius Manlius Severinus." In The New

Grove Dictionary of Music and Musicians 1980 ed.




JU6

Bragard, Roger and Ferdinand J. De Hen. Mysical Instruments in Art
and History. Translated by Bill Hopkins. London: Barrie and Rockliff,
1968.

Brown, Howard Mayer. "Sachs, Curt." In The New Grove Dictionary of
Music and Musicians, 1980 ed.

Brown, Mary Elizabeth, and Brown, William Adams. Musical Instrumgmg
and Thetr Homes. New York: Dodd, Mead & Co., 1888.

Buchner, Alexander. Folk Mysic Instruments Translated by Alzbeta

Novakova. New York: Crown Publishers, 1972.

*

—— Musical Instruments: An [llustrated History Translated by
Borek Vancura. New York: Crown Publishers, 1973; Prague: Artia, 1973.

——— Musical Instryments through the Ages. Transiated by Iris
Urwin. London: String Books, [1956].

Cohen, Albert. "Mersenne, Marin." In The New Grove DRi gponarg of
Mysic and Musicians, 1980 ed.

Crossley-Holland, Peter. "Buddhist Music:(5) Instruments and

Liturgy." In The New Grove Dictionary of Music and Musicians, 1980
ed.

Dhanit Yupho. Thai Musical Instruments. Translated by David Morton.
n.p. nd The preface is dated April, 1857, Bangkok, Thailand, by the

author,

Dick, Alastair. "Kartal." In The New Grove Dictionary of Mysical
Instruments, 1984,

Dournon, Genevieve. “Khartal." In The New Grove Dictionary of
Musical Instruments, 1984,

Edgerly, Beatrice. From the Hunter's Bow: The History and Romance of

Musical Instruments Edited by Boris Erich Nelson. New York: G.P.
Putnam's Sons, 1942,

Fox, Lilla Margaret. Instruments of Religion and Folkiore. New York:
Roy Publishers, 1969.

of lar M - A Hi f Mysical
l str g,zmggtg London: Lutterworth Press 1966
Galpin, Francis William. Qld English Instruments of Myusic: Their

. 4th ed. rev. Supplementary notes by Thurston
Dart. London: Methuen & Co., 1965,



307

——— . ATextbook of European Musical Instruments: Thelr Origin
History, and Character. London: Williams & Norgate, 1937; reprint ed.,

London: Willliams & Norgate, 1946.

Geiringer, Karl. Instruments in the History of Western Music. 3rd ed.,
rev. and enl. New York: Oxford University Press, 1978.

— Musical Instryments: Their History in Western Culture from
the Stone Age to the Present Day Translated by Bernard Mial. Edited

by W.F.H. Blandford. 2nd ed. London: George Allen & Unwin, 1945. )

Grout, Donald Jay. A History of Western Music. rev. ed. New York:
W.W. Norton & Co., 1873.

"Guillaume de Lorris." In Encyclopedia Americana, 1988 ed.

Gushee, Lawrence. "Amal." In The New Grove Dictionary of Music and
Musicians, 1980 ed. .

"Hathor." In Encyclopedia Americana 1988 ed.

| [Encyclopedia of Japanese Musicl. S.v.
"Yotsudake." Tokyo: Ongaku No Tomosha, 1984.

Hogaku Yogo Jiten [Dictionary of Japanese Music Terminologyl. S.v.
"Yotsudake." Tokyo: Tokyodo Shuppan, 1976.

Hughes, David. "Yotsudake." In The New Grove Dictionary of Musical
Instryments, 1984.

Jenkins, Jean L. Musical Instruments: Handbook to the Museum's
Collection. Catalogue from the Horniman Museum and Library.

Foreword by David M. Boston. 2nd ed. London: Inner London Education
Authority, 1970.

Jenkins, Jean, and Olson, Poul Rousing. Music and Musical Instruments
in the World of Islam. London: World of Islam Festival Publishing Co.,
1976.

Koizumi, Fumio. "Japan: (VI) Folk Music I: Japanese Folk Music, iv: Music

of Minzokugeino." In The New Grove Dictionary of Mysic and Musicians
1980 ed.

Kothari, K.S. Indign Folk Musical Instryments. New Delhi: Sangeet

Natak Akademi [National Academy of Dance, Drama, and Music for
Indial, 1968.

Liang, Tsai-Ping. Chinese Musical Instruments and Pictures. Taipei,

Taiwan: Chinese Classical Music Association, 1970.

|




308

Mc Kinnon, James W., and Anderson, Robert. "Cr‘ofalum." In The New

Grove Dictionary of Musical Instruments, 1984.

Malm, William P. Japanese Music and Musical Instruments. Rutland,
Vermont: Charles E. Tuttle Co., 1959; 8th printing, 1978.

Marcuse, Sibyl. Mysical In m . A Comprehensi icti

Garden City, New York: Doubleday & Co., 1964. .
— ASurvey of Musical Instruments. New York: Harper & Rouw,
197S.

Martinotti, Sergio. "Bonanni [Buonannil, Filippo.” In The New Grove
Dictionary of Music and Musicians, 1980 ed.

Morris, Gonway, and Rihtman, Crjetko. "Kasik." In The New Grove
Dictionary of Music and Musicians 1980 ed.

Morton, David. The Traditional Music of Thailand. Berkeley: University
of California Press, 1976.

— The Traditional Music of Thailand: Introduction ngmgntgrg
and Analysis. Los Angeles: UCLA, Institute of Ethnomusicology, 1968.

Munrow, David. Instruments of the Middle Ages and Renaissance.

Foreword by Andre Previn. London: Oxford University Press; Music
Department, 1976.

[Dictionary of Musicl. S.v. "Yotsudake" by Kenji
Hirano and Nobuko Irie. Tokyo: Heibonsha, 1983. 6 v.

Picken, Laurence. Eglk Mysical Instruments of Turkey New York:
Oxford University Press, 1975.

Rimmer, Joan. Ancient Musical Instryments of Western Asia in the

f rn Asiatic Antiquities, The British M m
Foreword by R.D. Barnett. London: Trustees of The British Museum,
1969.

Russo, Robert G. "Cybele.” In Encyclopedia Americana 1988 ed.

Sachs, Curt. The History of Musical Instruments. New York: W.W.
Norton & Co., 1940.

Sarosi, Balint. "Gypsy Music: (1) Folk Music of Hungarian Gypsy

Tribes." In The New Grove Dictionary of Music and Mysicians, 1980 ed.




309

Schaefer, Marilyn L. “Jones, Inigo.” In Encyclopedia Americana, 1988
ed.

Thrasher, Alan R. "Ban." In The New Grove Dictionary of Musical
Instruments, 1984,

—— . "Paiban." In The New Grove Dictionary of Musical
Instruments, 1984,

Williamson, Muriel C. "Burma: (5) Harp." In The New Grove Qlctlonarg
of Mysic and Musicians 1980 ed.

Winternitz, Emanuel. Musical Instruments and Their Symbolism in
Western Art. New Haven: Yale University Press, 1979.

Woods, Fred. Folk Revival: The Rediscovery of a National Music. Poole,
England: Blandford Press, 1979.

SOUND RECORDINGS

Chieftains. Boil the Breakfast Early Columbia Stereo Cassette PCT
36401,

——— Bonaparte's Retreat Island Records ILPS 9432

Danforth, Percy, and Bruce, Neely. Unpublished recording of minstrel
tunes, ragtime, and Mozart. Performed on piano and bones. Recorded
in Ann Arbor, Michigan in 1984-85.

Driver, Nicholas; Harris, Charlie; and Molan, William. Bare Bones: The
Traditional Art of Bones Playing. Greenwich Village GVR 202.

The Early Minstrel Show. New World Records NW 338.
Gemini. Pylling Together Gemini Records GR 1003.
— —— Suwingin' Gemini Records GR 1002.

Kimball, James. Unpublished cassette recording of a bones workshop
given by "Grizzly" Frank Metcalf at the 1982 Mariposa Festival in
Toronto.

—  — Unpublished video taken at the Old Songs Festival in
Altamont, N.Y. on June 27-28, 1987. Footage includes bones player
Benoit Bourque of Quebec performing with Raynald Quellet, accordion,
and Marcel Messervier, piano.




310

. Unpublished video supervised by Kimball at the Genesee
Country Museum, Mumford, N.Y.,, on July 4, 1987. Footage includes bones
player Doc Eaton performing with James K1mbaH fiddle.

INTERVIEWS

Danforth, Percy. Ann Arbor, Michigan. Numerous interviews, 1984-87.

Goetter, Jim. Fifth Annual Northwest Percussion Festival, University
of Washington, 15 April 1989,

Graves, John C. Newton, Iowa, December 1987,
Lenz, Dorothy L. Ann Arbor, Michigan, August 1987.

McGee, Joseph. Ann Arbor, Michigan, November 1987.
MISCELLANEQUS

Barber, Sue. "The Bones: Ancient to Modern.” Term paper, University
of Michigan, [c. 1975].

Bierley, Paul E.
Urbana: University of Illinois Pr‘ess 1973.

Blades, James. Percussion Instruments and Their History. rev. ed.
London: Faber & Faber, 1975.

Brinton, Crane; Christopher, John B.; and Wolff, Robert Lee. A History

of Civilization: Prehistory to 171S. 4th ed. Englewood Cliffs, New
Jersey: Prentice-Hall, 1971.

Caudill, Harry M. Night Comes to the Cumberlands: A Biography of a
Depressed Area. Foreword by Stewart L. Udall. Boston: Little, Brown,
& Co. in association with the Atlantic Monthly Press, 1963.

Clark, Willlam H. Raflroads and Rivers: The Story of Inland

Transportation. The American Calvacade Series. Boston: L.C. Page &
Co., 1938.

Cooper, W. Ricketts. An Archaic Dictionary: Biographical, Historical
and Papyri. London: Samuel Bagster and Sons, 1876.



311

Curti, Merle; Shryock, Richard H.; Cochran, Thomas C.; and Harrington,
Fred Harvey. An American History New York: Harper & Bros., 1950. 2v.

Documentary. Film in progress on the bones playing of Percy Danforth.
Sponsored by the Ann Arbor Association for the Conservation of
Traditional Music and Dance. For more information, contact Joan
Hellman, c/o0 AACTMAD, 208 Murray Avenue, Ann Arbor, MI 48103.

Encyclopedia Americana, International Ed. Danbury, Connecticut:
Grolier, 1984 and 1988 editions. 30 v.

Encyclopaedia Britannica 1Sth ed. S.v. "Chilebert 1." Chicago:
Encyclopaedia Britannica, 1974. 30 v.

Fishlow, Albert. American Railroad and the Transformation of the

Ante-Bellym Economy. Harvard Economic Studies, vol. CXXVIL

Cambridge, Massachusetts: Harvard University Press, 1965.

Joplin, Scott. "'Stoptime' Rag." n.p.: Jos. W. Stern & Co., 1910,

Laurendeau, L.P. The Lime-Kiln Club's Soiree. [piece for band]. Boston:
W.H. Cundy, [18911].

Mozart, Wolfgang Amadeus. Piano Sonata in A, K. 331, third movement
("Alla Turca").

New Catholic Encyclopedia. S.v. "Sicardus of Cremona," by L.E. Boyle.
New York: McGraw-Hill Book Co., 1967. 18 v.

icti ' . Edited by H. Wiley
Hitchcock and Stanley Sadie. London: Macmillan Press, 1986. 4 v.

The New Grove Dictionary of Mysic and Mysicians. Edited by Stanley
Sadie. 6th ed. London: Macmillan Press, 1980. 20 v.

The New Grove Dictionary of Musical Instryments. Edited by Stanley
Sadie. London: Macmillan Press, 1984. 3 v.

Palmer, R.R. A History of the Modern World. New York: Knopf, 1952,

Shapiro, Nat. Popular Mysic: An Annotated Index of American Popular
Songs. New York: Adrian Press, 1964-69. 5 v.

Sousa, John Philip. Three Quotations, III. "In Darkest Africa" [or
"Nigger in the Woodpilel." [suite for band] n.p.: John Church Co., 1896.

Stimson, F.W. Yarney's Ideal: Negro Sketch. [piece scored for
standard theater/dance orchestra of the early 20th ¢.] Philadelphia:
J.F. Bellois, 1900.




312

Ver Steeg, Clarence L. The Formative Years: 1607-1763. Foreword by

David Herbert Donald. The Making of America Series. New York: Hill &
Wang, Farrar, Straus & Giroux, 1964.






