
A study and catalog of the solos composed, arranged,
and transcribed for xylophone and band by John

Joseph Heney (1902-1978), percussionist (1926-31) and
xylophone soloist (1931) with the John Philip Sousa Band

Item Type text; Dissertation-Reproduction (electronic)

Authors Darling, Matthew Henry, 1964-

Publisher The University of Arizona.

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

Download date 24/05/2023 21:08:24

Link to Item http://hdl.handle.net/10150/288808

http://hdl.handle.net/10150/288808


INFORMATION TO USERS 

This manuscript has been reproduced from the microfilm master. UMI 

films the text directly fi"om the original or copy submitted. Thus, some 

thesis and dissertation copies are in typewriter face, while others may be 

from any type of computer printer. 

The quality of this reproduction is dependent upon the quality of the 

copy submitted. Broken or indistinct print, colored or poor quality 

illustrations and photographs, print bleedthrough, substandard margins, 

and improper alignment can adversely affect reproduction. 

In the unlikely event that the author did not send UMI a complete 

manuscript and there are missing pages, these will be noted. Also, if 

unauthorized copyright material had to be removed, a note will indicate 

the deletion. 

Oversize materials (e.g., maps, drawings, charts) are reproduced by 

sectioning the original, beginning at the upper left-hand comer and 

continuing from left to right in equal sections with small overlaps. Each 

original is also photographed in one exposure and is included in reduced 

form at the back of the book. 

Photographs included in the original manuscript have been reproduced 

xerographically in this copy. Higher quality 6" x 9" black and white 

photographic prints are available for any photographs or illustrations 

appearing in this copy for an additional charge. Contact UMI directly to 

order. 

UMI 
A Bell & Howell Infonnation Company 

300 North Zed> Road, Ann Aibor MI 48106-1346 USA 
313/761-4700 800/521-0600 



A STUDY AND CATALOG OF THE SOLOS COMPOSED. ARRANGED. 

AND TRANSCRIBED FOR XYLOPHONE AND BAND BY 

JOHN JOSEPH HENEY (1902-1978). 

PERCUSSIONIST (1926-31) AND XYLOPHONE SOLOIST (1931) WITH 

THE JOHN PHILIP SOUSA BAND. 

by 

Matthew Henry Darling 

Copyright © Matthew Henry Darling 1998 

A Document Submitted to the Faculty of the 

SCHOOL OF MUSIC AND DANCE 

In Partial Fultlllment of the Requirements 
For the Degree of 

DOCTOR OF MUSICAL ARTS 
WITH A MAJOR IN PERFORMANCE 

In the Graduate College 

THE UNIVERSITY OF ARIZONA 

1 9 9 8  



UMI Nijmber: 9 829385 

Copyright 1998 by 
Darling, Matthew Henry 

All rights reserved. 

UMI Microform 9829385 
Copyright 1998, by UMI Company. All rights reserved. 

This microform edition is protected against unauthorized 
copying under Title 17, United States Code. 

UMI 
300 North Zeeb Road 
Ann Arbor, MI 48103 



THE UNIVERSITY OF ARIZONA 
GRADUATE COLLEGE 

As members of the Final Examination Committee, we certify that we have 

MATTHEW HE NRY DARLING 
read the document prepared by -------------------------------------

A STUDY AND CATALOG OF THE SOLOS COMPOSED, ARRANGED, AND entitled ________________________________________________________ __ 

TRANSCRIBED FOR XYLOPHONE AND BAND BY JOHN JOSEPH HENEY 

(1902-1978), PERCUSSIONIST (1926-1931) AND XYLOPHONE SOLOIST 

(1931) WITH THE JOHN PHILIP SOUSA BAND. 

and recommend that it be accepted as fulfilling the requirements for 

the Degree of DOCTOR OF MUSICAL ARTS 

GARY C d ,.---..,_ LL . f-, _ 
Date 1 l 

3/)5/rd 
THOMAS ERVIN 

LJ~~-z_ 
WILLIAt~ DIETZ Dat~ 1 

Date 

Date 

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

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

~ ~ 
Director GA~K Date 



STATEMENTBY AUTHOR 

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

3 

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



4 

ACKNOWLEDGEMENTS 

In preparing this document I relied upon countless people to assist with research 
and provide invaluable documents and primary source materials. Many of these people 
wanted to help because of their admiration for John J. Heney. Thank you for your 
generous support: 

I interviewed several authorities on xylophone performance practices, including 
Dan Armstrong, Bob Becker, William Cahn. Randy Eyles, Dana Kimble. Gordon Stout 
and Ollie Zinsmeister. Their input has been most helpful and I am grateful for their time 
and expertise. 

The following libraries provided invaluable materials for this document: 

The United States Marine Band Library in Washington, D.C. 
The University of Michigan, Ann Arbor, School of Music Library 
The American Bandmasters Association Research Center, University of Maryland 
The John Philip Sousa Foundation Archives, West Lafayette, IN 

Paul Bierley: 
Robert Blount: 
Keith Brion: 
Birch Browning: 
Donna Carlson: 
Cortez "Corky" Dannals: 
Bonnie Jo Dopp: 

Sousa scholar and author, Westerville, OH 
John Heney student, friend, and colleague 
Sousa scholar, band leader, conductor 
Director of Bands, DeLand High School, DeLand. FL 
John Heney student, friend, and colleague 
John Heney student and family friend 
Curator, American Bandmasters Association Research 
Center, University of Maryland, College Park. MD 
Professor Emeritus, Stetson University 
Sousa .scholar and collector 
Librarian, PAS Library and Museum, Lawton, OK 
saxophone instructor and performer, Tucson. AZ 
Former director, Daytona Beach Municipal Band 
John Heney student, friend, and colleague 
John J. Heney's daughter 
Chief librarian, U.S. Marine Band, Washington. D.C. 
John J. Heney's daughter 
Jessie Sangster's son; John J. Heney's grandson 
PAS Historian 
Professor of Percussion, University of Michigan 
Chairman of the Board, the John Philip Sousa Foundation 

Richard Feasel: 
Barry Furrer: 
Russ Girsberger: 
Michael Hester: 
Car[ Hulbert: 
Robert McEmber: 
Mary Munkdale: 
Michael Ressler: 
Jessie Sangster: 
Sam Sangster: 
James Strain: 
Dr. Michael Udow: 
A1 Wright: 



5 

ACKNOWLEDGEMENTS (continued) 

The following individuals have been extremely supportive throughout my 
doctoral studies: 

Gary Cook: 

Thomas Ervin: 
William Dietz: 
Janet Sturman: 

Jay Rosenblatt: 

Jocelyn Reiter: 
Lyneen Elmore: 

Lawrence Sutherland: 
Gary P. Gilroy: 
Jack Fonner: 

Professor of Percussion, Director of the School of Music and 
Dance, The University of Arizona, Tucson 
Professor of Trombone, The University of Arizona, Tucson 
Professor of Bassoon. The University of Arizona, Tucson 
Assistant Professor. General Music. The University of Arizona. 
Tucson 
Assistant Professor. Music History. The University of Arizona. 
Tucson 
Former Graduate Advisor, The University of Arizona. Tucson 
Administrative Assistant. Office of Student Services in Music. 
The University of Arizona, Tucson 
Director of Bands, California State University, Fresno 
Associate Director of Bands, California State University. Fresno 
Music Department Chair. California State University. Fresno 

A special thanks goes to the following people, without whose support, 
assistance, guidance, and love this document would never have come to fruition: 

My mother, Nancy Darling, for her inspiration and strength 
My father, John Darling, for his expertise in proofreading and suggestions 
Chrisand Ballard, for her endless patience and support 



6 

TABLE OF CONTENTS 

LIST OF ILLUSTRATIONS 9 

LIST OF EXAMPLES 10 

ABSTRACT 11 

CHAPTER I: INTRODUCTION 12 

CHAPTER II: BIOGRAPHY 13 

Personal Life 13 

Professional Training 13 

John Philip Sousa Band 15 

Performing Career After Sousa 23 

Career as a Music Educator and Teacher 26 

Contribution to Music Education in Florida Public Schools 28 

Memberships and Honors 29 

Percussion Clinician 30 

CHAPTER III: THE XYLOPHONE SOLOS 33 

Locating the Solos 33 

Existing Recordings of the Solos 34 

In-depth Discussion of the Published Xylophone Solos 
with Accompaniment 36 

Spitfire Galop for Solo Xylophone and Band 36 

Performance Practice 39 

Bolero Impronipiii for Solo Xylophone and Band 41 

Performance Practice 44 

Misprints 53 



7 

TABLE OF CONTENTS (continued) 

Professional Performances 56 

The Cciniivcil of Venice for Solo Xylophone or Marimba and Piano... 58 

Performance Practice 61 

Summary Discussion of John J. Heney's Unpublished Solos for 
Xylophone and Band 67 

Transcription of Franz Liszt's Second Hungarian Rhapsody 67 

Arrangement of Irving Berlin's Marie 68 

Assessment of Educational Value of Solos 70 

Xylophone Solos Frequently Performed, But Not Written or Arranged 
by John J. Heney 71 

Si. Louis Blues for Xylophone and Band 71 

Chop Sticks for Xylophone and Band 71 

Hello, Dolly 72 

Other Xylophone Solos Frequently Performed by John J. Heney 72 

CHAPTER IV: LIBRARIES AND/OR ARCHIVES HOUSING 
JOHN J. HENEY COLLECTIONS AND/OR MUSIC 73 

The United States Marine Band Library 73 

The University of Michigan School of Music Library 74 

American Bandmasters Association Research Center 76 

Florida Bandmasters Association Library 77 

DeLand High School Music Library 77 

Frank Simon Library 77 

The John Philip Sousa Foundation Archives 78 

The Library of Congress 78 



8 

TABLE OF CONTENTS (continued) 

CHAPTER V: CONCLUSION 80 

Future Considerations 81 

APPENDIX A; CATALOG OF WORKS COMPOSED, ARRANGED. 
AND TRANSCRIBED BY JOHN J. HENEY 83 

APPENDIX B; DISCOGRAPHY 85 

APPENDIX C: COPYRIGHT PERMISSION 86 

APPENDIX D: PUBLISHED SOLO XYLOPHONE PARTS 87 

SPITFIRE GALOP 88 

BOLERO IMPROMPTU 90 

THE CARNIVAL OF VENICE 95 

APPENDIX E: UNPUBLISHED SOLO XYLOPHONE PART FOR 
SECOND HUNGARIAN RHAPSODY 97 

APPENDIX F: INSTRUMENTATION FOR JOHN J. HENEY BAND 
ARRANGEMENTS 98 

REFERENCES 102 



9 

LIST OF ILLUSTRATIONS 

Figure I. John J. Heney in Sousa Uniform (ca. 1926) 17 

Figure 2. John J. Heney with a 5 Octave Leedy Xylophone (ca. 1930) 18 

Figure 3. Leedy Advertisement using Sousa Band percussion section.! 1932) 19 

Figure 4. Sousa Saxophone Octet (ca. 1926) 20 

Figure 5. Daytona Beach Municipal Band program; Boardwalk Band Shell 25 

Figure 6. Cudahy (WI) High School Band program. John J. Heney. soloist 31 

Figure 7. John Heney performing at the Interlochen Music Camp (1969) 32 

Figure 8. Photograph of four mallet grip used by John J. Heney 52 

Figure 9. Premiere performance of John J. Heney's The Carnival of Venice 59 



10 

.38 

.39 

.39 

.40 

40 

40 

.41 

.45 

45 

.46 

.46 

48 

48 

.49 

.50 

51 

51 

53 

54 

62 

.62 

63 

.64 

65 

65 

66 
66 

LIST OF EXAMPLES 

Spitfire Galop (characteristic galop rhythm) 

Spitfire Galop (variant of galop rhythm) 

Spitfire Galop (arpeggiated patterns) 

Spitfire Galop (arpeggiated patterns) 

Spitfire Galop (scalar and chromatic passage) 

Spitfire Galop (scalar passages) 

Spitfire Galop (glissandi) 

Bolero Impromptu (glissandi and double-stop passages) 

Bolero Impromptu (scalar and chromatic passage) 

Bolero Impromptu (broken third passage) 

Bolero Impromptu (octave passage) 

Bolero Impromptu (interpretation of solo B theme) 

Bolero Impromptu (block chord inversions) 

Bolero Impromptu (retrograde melodic quote) 

Bolero Impromptu (chromatic figures) 

Bolero Impromptu (grace-note figures) 

Bolero Impromptu (hemiola demonstrated with accents) 

Bolero Impromptu (original manu.script - measures 38-40) 

Bolero Impromptu (published version - measures 38-40) 

The Carnival of Venice (octave figures) 

The Carnival of Venice (cadenza arpeggio figures) 

The Carnival of Venice (rapid scalar and arpeggio figures) 

The Carnival of Venice (alternate between vertical and horizontal 

four mallet strokes) 

The Carnival of Venice (rhythmic model, first variation) 

The Carnival of Venice (melody in accents) 

The Carnival of Venice (octave, scalar, glissando, and 

arpeggio figures) 

The Carnival of Venice (octaves within a single note passage).. 



11 

ABSTRACT 

John J. Heney (1902-78). percussionist (1926-31) and xylophone soloist (1931) 

with the John Philip Sousa Band, composed, arranged, and transcribed five solos for 

xylophone solo and accompaniment. Only three of these works were published. Of the 

published works, none is currently in print. Through extensive score study and critical 

analysis of existing recordings, this study examines and documents the performance 

practice of John Heney's xylophone solos. The works are also assessed for their overall 

value in relation to today's music performers and teachers. John J. Heney's life as a 

performer, music educator, and teacher is documented in an in-depth biography, with 

panicular attention given to his years with the John Philip Sousa Band. 
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CHAPTER [•• INTRODUCTION 

The xylophone solos composed, arranged, and transcribed by John J. Heney 

(1902-78), percussionist (1926-31) and xylophone soloist (1931) with the John Philip 

Sousa Band, are historically significant because they provide a look at the music style of 

this era and were designed to be performed by young student performers. This musical 

accessibility is very important to music students, teachers, and educators alike. The 

intention of this study is to revive the performance of these works, virtually all of which 

have either never been published or have been out-of-print for several years. 

Percussion historians have only recently begun documenting the xylophone as a 

concert instrument through scholarly study of significant figures and events. Major 

writings on the .xylophone as a concert instrument include James Strain's dissertation. 

The Xylophone, cci. 1878-1930: Its Published Literature, Development as a Concert 

Instrument, and Use in Musical Organizations (1995) and William Cahn's discography. 

The Xylophone in Acoustic Recordings (Isted. 1979, 2nd ed. 1997). Notable texts on 

general percussion history in Western music such as James Blades's Percussion 

Instruments and Their History (1984) and Gordon Peters's Drummer: Man (1976) say 

nothing significant about the xylophone as a concert instrument, and only John Beck's 

Encyclopedia of Percussion (1995) contains a chapter by William Cahn discussing the 

history of the xylophone.' 

Seven xylophonists performed solos with the Sousa Band under Sousa's baton: 

Charles P. Lowe (1893, 1905-07), Martin Schlig (1904), Joseph Green (1917-19), 

George Carey (1920-25), Howard Goulden (1924-30). William Paulson (1930), and 

John Heney (1931)." Of these, only Green and Carey have received any serious 

attention in scholarly publications. As of this writing, there are no published documents 

discussing the music of John J. Heney. 

' John Beck. ed. Encyclopedia of Percussion (New York: Garland Press, 1995) 351-54. 

^ Paul E. Bierley. telephone interviews. 22 Feb. 1997. and 8 Jan. 1998. Dates in parentheses note 

year(s) as xylophone soloist. 
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CHAPTER II: BIOGRAPHY 

Persona! Life 

John Joseph Heney (pronounced Hee-ney) was born in San Francisco. 

California, on December 3, 1902. and died of a hean attack in DeLand. Florida, on 

September 1, 1978." Along with his older brother Edward (1900-89) and his younger 

brother William (d. 1987), John Heney became an orphan in his early teens when both 

parents died in an influenza epidemic/ In 1929, John Heney married Margaret Davis in 

St. Augustine. Florida.' Soon thereafter, they had three children. Jessie, John. Jr.. and 

Mary. Jessie Heney (Sangster) was bom on March 6, 1931, John Joseph Heney Jr. 

was bom on June 22. 1934. and Mary Heney (Munkdale) was bom on December 15. 

1937. John Heney's widow. Margaret Heney. died on October 25. 1995. Of the three 

children, only Jessie followed in her father's footsteps as a percussionist. (She studied 

and performed as a xylophone soloist and percussionist on a music scholarship at John 

B. Stetson University in DeLand, Florida.") 

Professional Training 

John J. Heney began his music studies at the Horace Mann Evening Grammar 

School in San Francisco. After being orphaned, he was forced to work as an 

office boy in a dry goods store at the age of founeen.' At age fifteen, one year shy of the 

legal age, Heney joined the American Federation of Musicians and became well known 

^ Mary Munkdale, telephone interview. July 1997. 

•" Emmett Kelly, "Heney Marched to Own Drumbeat," Sentinel Star. Orlando, Florida. 9 May 1976. 

(Article obtained from The John Philip Sousa Foundation Archives.) 

^ Bierley, "Dedication" 50. 

° Jessie Sangster. telephone interview. 6 Aug. 1997. 

' Kelly. 
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in the San Francisco area as a drummer.' He did not return to formal music training until 

1935, when he began studying for his Bachelor's degree in music at Stetson University. 

Completing his Bachelor of Arts degree in 1939, Heney returned to Stetson University 

and completed his Master of Arts degree in music in 1949. " According to his daughter 

Jessie. Heney was blessed with a musical gift that was not taught to him while in school: 

he had perfect pitch and could tune his own xylophone."' 

John Philip Sousa authority, author, and band music historian Paul Bierley noted 

that Heney was a "consummate musician... who set standards of excellence in several 

careers -- percussionist with John Philip Sousa's Band and other premier organizations, 

one of the finest music educators this country has ever known, composer, author, and 

clinician." Bierley also said that Heney was an "extremely well-rounded musician," who 

pursued professional instruction on not only percussion instruments -- with William 

Noltings of the San Francisco Symphony -- but al.so horn, cornet, violin, woodwinds, 

theory, harmony, counterpoint, and composition. Heney also received instruction on the 

saxophone from his brother Edward Heney," the lead saxophone soloist with the Sousa 

Band from 1924-30.'" In fact, John Heney was such an accomplished musician on the 

saxophone that when a member of the Sousa Saxophone Octet called in sick for a 

performance, John was there to sit in." The photograph on page 20 shows John Heney 

with the Sousa Saxophone Octet. 

' Florida Bandmasters Association. Program notes for Hall of Fame Concert held at Stetson University 

on 22 Nov. 1992. Copy obtained from Sam Sangster, John Heney's grandson. 

' Bierley, "Dedication" 50. 

J. Sangster. 

" Bierley. "Dedication" 50. 

" Michael E. Hester. "A Study of the Saxophone Soloists Performing with the John Philip Sousa Band: 

1893-1930." (Doctoral Document, U Arizona. 1995) 1. 

Photo obtained from the American Bandmasters Association Research Center in the Special Collections 

in Performing Arts unit. Performing Arts Library. University of Maryland. College Park. Maryland. 
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John Philip Sousa Band 

John Philip Sousa conducted his professional band from September 26. 1892. 

until his death in 1932.'^ One of the premier musical organizations in the world, the 

Sousa Band was recognized for its consistently high musicianship and its virtuosic 

instrumental and vocal soloists. In an article in The School Musickm, John Heney 

sheds some light on John Philip Sousa's high standards: 

It was an easy matter to be a working member of the famous Sousa Band. 

You just did your job each performance, you were on time for all train 

schedules, you were always sparkling clean, freshly shaved, trousers 

pressed, shoes shined; in other words, a person of great pride. Basically, 

obedience to these six items was what it took to be a member of this 

group. If you were not a musician with great artistic skill, if you were 

not a person of high moral responsibility, or if you used alcohol, you 

would not have been employed by Sousa in the first place." 

John J. Heney's road to the John Philip Sou.sa Band began in 1921. when he 

joined the Sells-Floto Circus as a percussionist.'" While still working with the Sells-

Floto Circus, in 1924 Heney was "bitten by the 'Sousa' bug ... and on a whim wrote a 

letter of application to the Sousa Band's personnel director.'"' After playing with 

several other professional bands, including the Royal Scotch Highlanders (1924-25), the 

Ringling Bros, and Barnum & Bailey Circus (ca. 1925), and the McDonald's 

Highlanders (1925-26), Heney was hired in 1926, at the age of 24, as the youngest 

person to ever play percussion with the John Philip Sousa Band. In 1931, Heney was 

promoted to principal percussionist and performed as a xylophone soloist during Sousa's 

"Hester 1. 

John J. Heney. "On the Road with the Sousa Band." The School Musician. 48.8-9 (1976): 46. 

Bieriey. "Dedication" 50. 

" Kelly. 
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last live audience tour with the band that same year." The photograph on page 17 shows 

John J. Heney in his Sousa uniform in 1926.' ' 

The photograph on page 18 documents that John Heney performed on a Five 

Octave Leedy Monarch Marimba Xylophone from 1929-31."" The 1932 Leedy 

newspaper advertisement on page 19 claims that theirs were "the world's finest 

drummers' instruments." The advenisement states: 

Here are three of the world's most famous drummers and likewi.se three 

of the best. J. J. Heney. Frank Holt, and Gus Helmecke comprise the 

drum section of Sou.sa's Band and their individual and collective 

performance measures up to the high standards of musicianship typical of 

this marvelous organization."' 

" Bieriey. telephone interview. Apr. 1997. 

" Sam Sangster, (John Heney's grandson) Photograph from his personal collection. 

S. Sangster. photograph. Information written on back of photograph in John Heney's hand. 

Advertisement provided by the John Philip Sousa Foundation Archives. Dr. A1 Wright. Chairman of 

the Board. 
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Figure 1. John J. Heney in his John Philip Sou a Band uniform (ca. 1926). 



F
igu

re 2. 
John J. H

eney behind a five-octave L
eedy M

onarch M
arim

b
a X

ylophone 
(ca. 1930). 

M
r. H

eney perform
ed on thi 

in trum
ent w

ith the S
ou a B

an
d

 from
 1929-

1931. 

18 



• 
J. ). Hnwy, Frar&lc 
llolt «LIId t;,, H;d. 

nuwlu. ~etitla th~ir 

[,#>#dy "''J"lpn~ll t. 

Pc~oc :?9 
--~-~ 

SOUSA~s Dt•ttm Seetion 

John Philip S ousa 

The world 's greut 
e:-~ t ba.ndmt~~; t..-r . Tv 
t)Jay in h is b und 
r ep rt.>s .,n ts t he u lr:i
ma t;; in a chieve
men t !or any 
musician. 

Points the Way! 

H ERE are three of the world's 
most famous drummers and 

likewise three of rhe best. ). ]. 
Heney, Frank Hole and Gus Hel
mecke comprise rhe drum section 
of Sousa's Band and their individ
ual and collective performance 
measures up co the high standards 
of musicianship typical of this 
marvelous musical organization. 

It is to such expert drummers 
that you naturally look for guid
ance. They point the way co suc
cess for ambitious drummers 
everywhere. 

In common with hundreds of 
ocher our canding artists, chey 
choose and use Leedy equipment 
because they kno w chat' Leedy 
drums actually improve perform
ance. For Jnorc chan 35 years 

Leedy drums have been rhe choice 
of the world 's leading d.rummers. 
If you wanr to get ro the cop you 
can do no better chan ro follow 
rheir example. 

Write for Free Catalog 

See the newest mod ls at your 
dealer 's. Or write for complete 
catalog of Leedy drums xylo
phones, chimes and drum acces
sories. Full of valuable informa
tion. A post card will bring your 
. opy .FREE. 

LEEDY MFG. CO. 
409 Leedy Bldg., Elkhart, Ind. 

WOR.LD'S FINEST DR U MMERS ' .INSTRUMENTS 

Figure 3. A 1932 Leedy newspaper advertisement showing the percu ion section 
from the John Philip Sousa Band. 

19 



20 

F
igu

re 4. 
John J. H

eney w
ith the S

ousa S
axophone O

ctet (ca. 1926). 
H

e is the 
fourth perform

er from
 the left, posing w

ith an alto saxophone. 
John' 

brother E
dw

ard i 
the fir t player on the left, also w

ith an alto 
axophone. 



21 

According to Paul Bierley, John Heney performed xylophone solos on a tour 

lasting from August 28 to September 8. 1931. Specific performances are Sunday 

evening, August 30, at En-Joie Health Park in Endicott. New York." and Monday 

evening, August 31, at Myers High School in Wilkes-Barre. Pennsylvania.*" 

Two articles were written reviewing the Endicott concert. The first is a review 

found in the August 31. Bingluiinton Sun, which reads: "John Heeney [sic], xylophone 

soloist, pleased with 'Jolly Robber' and a blues number...""^ "Jolly Robber" is the 

English translation for Banditensrreiche, the title of an opera by Franz von Suppe (1819-

95). The title of the arrangement for xylophone and band is Banclitetistreiche Overture. 

Upon review of music obtained from the Barry Owen Furrer Collection of John Philip 

Sousa Memorabilia, the "blues number" referred to in the article is quite possibly either 

Loi^ Cabin Blues by George Hamilton Green or 5/. Louis Blues by W. C. Handy. 

Furrer. a noted Sousa collector, received a collection of music from Clarence Russell, 

former Sousa Band librarian. Included in this collection are these five sheets of music 

stamped "Zylophone (sic) solo property of John J. Heney:" Log Cabin Blues (oboe 

part): Banditenstreidie Overture (oboe part): I2tli Street Rag (oboe part); and Russian 

Rag #5 (2nd trombone and oboe part). Given that these parts were in the Sousa Band 

folders and they had Heney's stamp on them, it is possible that John Heney performed 

all of these works with the Sousa Band."' Even though Heney had been performing St. 

Louis Blues since 1918,"'" there is no verification that St. Louis Blues was in the Sousa 

Band repertoire. 

Bierley. telephone interview Jan. 1998. 

" Gwilytn Davies. "Sousa Varies Band Program." Wilkes-Barre Record. I Sep. 19.^1. Article obtained 

from the ABA Library. Perronning Arts Library at the University of Maryland. Bonnie Jo Dopp, 

curator. 

" Binghaniton Sun. (NY) .^1 Aug. 19.11, 12. Obtained from ABA Library. 

Barry Owen Furrer, letter and materials to the author. 25 July. 1997. Official title of collection is as 

follows: "The Clarence J. Russell. Jr. Papers in the Barry Owen Furrer Collection of John Philip Sousa 

Memorabilia." Clarence J. Russell. Jr. was a music librarian for the John Philip Sousa Band. 

" Ressler. documents obtained from the Marine Band Library John Heney Collection. 
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According to the review in the The Endicott Bulletin on September 1: 

Thousands of Endicott residents together with thousands of people from 

Binghamton, Johnson City, and the surrounding countryside displayed 

their appreciation of Lieutenant Commander John Philip Sousa and his 

band...The solo work of Miss Marjorie Moody, soprano; Oscar B. Short, 

cometist; and John Heeney [sic], xylophonist, was of a high caliber." 

The review of the August 31 concen in Wilkes-Barre, Pennsylvania, written on 

September I. in the Wilkes-Barre Record, is more complimentar>' to Heney: 

The program was featured with three soloists in the person of Oscar B. 

Short, trumpet; John Heney, .xylophone; and Miss Marjorie Moody, 

soprano...Mr. Heney completely captured the audience with his 

xylophone playing. Mr. Heney responded twice to the coaxings of the 

audience for more and even then the folks were loath to let him go.'" 

It is unfortunate that John Heney did not keep any Sousa Band programs listing 

him as xylophone soloist. It is likely that Heney performed xylophone solos on other 

concerts in 1931. but without reviews or programs, there is no documentation. While 

Heney always used his Sousa Band credentials in professional settings, he apparently 

did not talk much privately about his years with the Sousa Band. According to one close 

friend, Carl Hulbert, former director of the Daytona Beach (FL) Municipal Band, 

"Heney didn't talk about Sousa very much.""' 

John Heney's six year tenure with the Sousa Band produced some interesting 

anecdotes. The most often cited story involving John Heney occurred during a 

performance of the overture to Tchaikovsky's seldom played opera The Voyevode 

" Endicott Bulletin, 1 Sep. 1931. Article obtained from the The George F. Johnson Memorial Library 

in Endicott, New York. 

Davies. 

" Carl Hulbert, letter to the author. 14 Jan. 1998. Former Director of the Daytona Beach Municipal 

Band and close friend of Heney. 
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(1868). In H. W. Schwart's book Bands in America, solo clarinetist Eddie Wall retells 

the story: 

This number works up gradually to a powerful climax, when a pistol is 

fired. Immediately, there follows a slow, solemn movement... One night 

things went wrong. Someone failed to come in properly, which unsettled 

others, and matters grew steadily worse until the whole band was 

hopelessly lost. When the time for the pistol shot came, there was no 

shot. John Heney... held his fire. Finally Jack Richardson [sousaphone 

player] turned around to Johnny Heney in back of him and shouted, "Let 

'em have it. Johnny!" Johnny fired the shot, and immediately everyone 

found his place...'" 

After John Philip Sousa's last live audience concert with the band at the Steel Pier 

in Atlantic City on September 8, 1931, John Heney's brother William asked Sousa for 

his baton as a memento; Sousa gladly obliged." John J. Heney later donated this baton 

to the United States Marine Library in Washington, D.C.'" 

Performing Career After Sousa 

After leaving the Sousa Band. Heney continued to perform as a percussionist and 

xylophone soloist. Heney's most consistent performance outlet was the Daytona Beach 

Municipal Band, in which he was the principal percussionist from 1932-42 and 1946-68. 

Every summer from the middle of June to Labor Day, the Daytona Beach Municipal 

Band performed four concerts a week at the Riverside Park Broadway Band Shell." 

H. W. Schwartz. H. W., Bands of America (Garden City: Doubleday and Company, Inc.. 1957)302. 

Volusia County, Florida, court documents (Paul Bierley's personal archives) state William Heney 

received the baton from Sousa. John Heney witnessed the event. 

Susan Koutsky, ed. Marine Band Library Finding Aid to John Heney Collection. 1995. 40. 

^ Carl Hulbert, letter to author. 30 Jan. 1998. The Daytona Beach Municipal Band's last season was in 

1980, when funding for the band was cut off by the city. 
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(See picture of band shell on page 25.) During the I930's and early 1940's, all three 

Heney brothers played and/or conducted the band. Bill Heney was the director and 

Edward played saxophone. John Heney also conducted the Daytona Beach Municipal 

Band upon occasion, including ten weeks in 1941, when his brother Bill became ill."^ 

According to Richard (Dick) Feasel, former student, colleague, and friend of 

John Heney. the Daytona Beach Municipal Band always rehearsed the music for the up

coming week on Sunday morning. Because Heney's works were often the most difficult 

to put together, they performed his solos on the Sunday afternoon concen. while the 

music was still fresh in their minds. Feasel said Heney would play a xylophone solo 

with the band, such as Spitfire Galop, and then for an encore, play a solo marimba 

arrangement of a popular music hit. such as Somewhere My Love (also known as 

Uira's Theme ), or When You ami I Were Young Maggie. '- Donna Carlson (formerly 

Smith; Carlson is her married name), a former student of John Heney at DeLand High 

School, would sometimes play a xylophone solo with the Daytona Beach Municipal 

Band, and occasionally she and John Heney would play a duet.'" 

John Heney also performed for several years on the Daytona Beach Pier as a 

trap-set player with Eddie Herren's dance band, Eddie's Dixie Aces.'" Heney's last 

public performance was as guest conductor of the Daytona Beach Municipal Band on 

July 16, 1978.'^ 

" Koutsky 28. 

^ Richard Feasel, telephone interview Dec. 1997. 

* Donna Carlson, telephone interview, 13 Sep. 1997. 

Feasel. interview July 1997. 

" Bierley. "Dedication" 66. 
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Career as a Music Educator and Teacher 

In late 1931. John Heney reluctantly resigned from the John Philip Sousa Band 

when it became apparent Sousa could no longer provide full-time employment. Because 

the country was fully engulfed in the Great Depression, full-time performance work was 

scarce. Living in St. Augustine with his wife Margaret. John Heney began a second 

career as a music educator and teacher when he began teaching music on a regular basis 

at St. Augustine High School and Bunnell High School. In addition to his work at the 

high schools. John Heney. who knew International Sign Language, taught music at the 

St. Augustine School for the Deaf and Blind from 1931-35. 

In the fall of 1935. he and Margaret moved from St. Augustine to DeLand. 

Florida, where he began teaching music at DeLand High School. Because of the school 

district's lack of funds. Heney was paid to teach only pan-time. Fortunately, the band 

director job at Stetson University became available that same year, giving Heney full-

time work between two schools. Heney also taught percussion at Stetson. These jobs 

continued for Heney until 1942, when he joined the U. S. Navy. '" 

Even though Heney taught part-time at DeLand High School, in 1937 he took his 

band to a national band festival and won the championship. By 1940, being a member 

of the band was "more prestigious than playing on its football team." especially 

considering the addition of girls."' In 1939. the school district found money to add a 

new junior high building, and named it Heney Hall.^' 

Also during the 1930's, John Heney established professional relationships with 

some of the most prominent percussion figures in America. He was a member of the 

National Association of Rudimental Drummers (NARD) and served on the National 

" Bierley. "Dedication" 50-51. 

James Fisiier. "John Heney: A Musical Man to Remember." Davtoiiu Beach News Journal. 13 July 

1993. 

•" Hubert Talton. "DeLand, Florida Builds a Home Cor the Most Celebrated High School Band." 

Unidentified Journal (1940): 13. (Copy of article obtained from Paul Bierley's personal collection.) 
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Percussion Committee with such important percussionists as George Lawrence Stone. 

Hastcell Harr, and William F. Ludwig. Throughout his career. Heney corresponded 

with such noteworthy musicians as C. L. Barnhouse. Herbert Clarke, Raymond Dvorak. 

Edwin Franko Goldman. William Revelli. William Santelmann. Leonard B. Smith. A. 

R. McAllister, and Robert Buggert.^" 

John Heney assisted in the refinement of percussion competition requirements 

and encouraged the publication of several new works for percussion/' Regarding the 

subject of refining percussion competition requirements. Heney wrote an article in a 

1936 School Musician discussing the need to "standardize the judging scale and to 

inform all contestants as to which system(s) will be countenanced."^ 

On June 8. 1942. John Heney enlisted in the U. S. Navy/' Heney wanted to 

become a member of the Navy Seabees. but the navy discovered his musical talents, and 

after basic training, assigned him to be the assistant bandmaster at the Norfolk Navy 

Yard in Portsmouth, Virginia. Heney later sers'ed as the conductor of the Admiral's 

Band^ until his honorable discharge with the rank of "Musician First Class" on January 

30, 1945/' 

After his honorable discharge, John Heney returned to DeLand and was rehired 

at DeLand High School." This time the school district hired Heney full-time at both the 

high school and DeLand Junior High School, which are on the same site/" 

Heney's bands at DeLand High School were extremely successful, claiming 52 

" Koutsky iv. 

" Kouisky iii. 

" Heney, "Behind the Scenes" 14. 

Carlson, taped recordings given to author. 11 Sep. 1997. Heney can be heard giving date/place after 

Donna Smith lesson/performance. 

Florida Bandmasters Association. 

" Sousa Foundation, discharge papers included in archival materials. 

" Carlson, taped recordings. 

" Feasel, interview, July, 1997. Feasel later retired professor emeritus from Stetson University. 
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out of 54 possible "Superior" ratings at national, state, and local competitions/" 

According to Robert Blount, now a retired Admiral and former Heney student at DeLand 

High School: "John Heney had extremely high expectations and was a huge 

disciplinarian. He took the band from scratch and gave everyone lessons on all the 

instruments."'" Donna Carlson said that Heney gave those lessons at no charge.'" Heney 

resigned his High School position in 1963, but continued to teach at DeLand Junior High 

until 1967." 

After his retirement from DeLand schools, Heney taught percussion during the 

summer at the University of Michigan, Ann Arbor, in 1968-69.^ He later taught 

percussion at Brevard Community College and Polk County Community College, both 

of which are in Florida." 

Contribution to Music Education in Florida's Public Schools 

In addition to teaching and performing, John Heney was an asset to the growth 

of music education in Florida. With the assistance of James Henry Fillmore, Heney 

founded thirty-two high-school music programs in Florida between 1939 and 1942.'" 

According to the Florida Bandmasters Association, Heney not only founded an 

additional twenty-one music programs in Florida, for a total of fifty-three, but he was 

solely responsible for instrumental music becoming a part of the accredited curriculum in 

Florida schools." 

^ Bierley. "Dedication" 66. 

Robert Blount, telephone interview 7 Aug. 1997. Former Heney percus.sion student, retired navy 

admiral. Has two snare drum solos published with C. L. Barnhouse. 

" Smith, telephone interview, 7 Feb. 1998. 

" Bierley. "Dedication" 66. 

" Gary Cook, letter to author, 3 Feb. 1998. 

" Bierley. "Dedication" 66. 

^ Bicvlcy, Hallelujah 102. 

" Florida Bandmasters Association. 
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Memberships and Honors 

In the I930's, Heney was elected to the American Bandmasters Association, in 

which he later served on the Board of Directors/* Heney was a founding member of the 

Florida Bandmasters Association, serving as its president from 1938-41. and was 

inducted into its Hall of Fame in 1992. Heney was also elected into the Florida Music 

Educators As.sociation's Hall of Fame in 1973."' and was a member of and officer with 

other professional organizations, including Phi Beta Mu and Kappa Kappa Psi."^' 

Additionally, Heney was honored by the U. S. government in the 1970's as an 

"Outstanding Educator." While in Washington, D.C. to accept his award. Heney both 

conducted and performed at the Lincoln Center and later, with Margaret, met the first 

lady, Mrs. .Nixon.''' Heney also received civil awards from the DeLand Chamber of 

Commerce (First Citizen's Award) and the Sons of the American Revolution (Man of the 

Year)."" In the I970's, John Heney was nominated for the Hall of Fame of the 

Percussive Arts Society."" He did not. however, receive enough votes for admission. 

Heney was also an active member and archivist of the Sousa Fraternal Society, becoming 

vice-president in 1971, a post he held until he passed away in 1978."^ 

A fitting tribute to John Heney came when .Mr. Meredith WilLson, fellow Sousa 

Band member, sent Heney a letter stating "I had you in mind, John" when he wrote The 

Music Man. Paul Bierley effectively underlines the primary difference between Heney 

^ Bierley, "Dedication" 51. 

" Florida Bandmasters Association. 

" Bierley. "Dedication" 66. 

*' Munkdale. 

" Florida Bandmasters Association. 

" Imerncitional Musician. "Closing Chord." 78.July (1979): 18. 

" Bierley. telephone interview. According to Bierley, The Sousa Fraternal Society no longer exists 

because there are not any former Sousa Band members alive. The last living member. Francis M. 

Crawford, passed away in March. 1997. 
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and the lead in The Music Man. Professor Harold Hill: "Whereas Professor Harold Hill 

sold bands. John J. Heney sold quality and musicianship.""' 

Percussion Clinician 

Although John Heney led an active life as a percussion clinician throughout his 

career, he was especially busy in his retired years. Appearances included noted high 

school, college, and university programs across the United States. Most notable are 

percussion clinics and performances at the Mid-West National Band Clinic in Chicago 

(December 1967)'^ and the Interlochen (MI) National Music Camp (July 1969)."' (A 

picture from Interlochen is on page 32.) 

The following page shows a sample program of the type of concerts John J. 

Heney would perform while on his clinic tours."" John Heney did not always do full 

concerts. In fact, he often would be the guest artist and perform a solo or two on the 

given band's concert. As with professional bands such as the Daytona Beach Municipal 

Band, he would usually just play one or two xylophone solos with band accompaniment, 

and then for an encore play a solo marimba arrangement of a contemporary popular 

music hit."" 

" Bierley. "Dedication" 67. 

Heney. "What's the Matter" 65. 

" Sousa Foundation. Pictures from Interlochen appearance included in archival materials. 

Robert McEmber. letter and materials to author. 7 Aug. 1997. Program was included with audiotape 

recording of the Cudahy (WI) H.S. performance. 

Evidence provided by the numerous concert programs of various schools attained from .Sam Sangster 

and the Sousa Foundation. 



SENIOR HIGH SCHOOL BAND 

Cudahy. Wisconsin, 1969 

HAROLD F. LORENZ, Director 

John J. Heney. guest xylophone and marimba soloist 
(All works are for xylophone solo unless otherwise indicated) 

Program 

BOLERO IMPROMPTU 

HELLO. DOLLY 

CHOP STICKS 

WHEN YOU AND I WERE YOUNG MAGGIE 

solo marimba 

LARA'S THEME 

solo marimba 

ST. LOUIS BLUES 

SPITFIRE GALOP 

LOOSE FINGERS 

BILL BAILEY 

12TH STREET RAG 

John J. Heney 

Jerry Herman 

Charles Owen 

James A. Butterfield 

Maurice Jarre 

W. C. Handy 

John J. Heney 

Swerdlow 

Hughie Cannon 

Euday L. Bowman 
Arr. Shipero-Bernstein 

HELLO, DOLLY (Reprise) Jerry Herman 

Figure 6. Program from a John Heney solo concert with the Cudahy (WI) High 
School Band in 1969. 
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CHAPTER HI: THE XYLOPHONE SOLOS 

Locating the Solos 

Between 1939 and 1944. John J. Heney wrote tlve xylophone solos with piano 

and/or band accompaniment. Of these solos, two were original compositions: Spitfire 

Galop and Bolero Impromptu. John Heney wrote two arrangements for xylophone and 

piano/band. The Carnival of Venice and Irving Berlin's Marie. Heney also wrote a 

transcription for xylophone and band: Franz Liszt's Second Hungarian Rhapsody. John 

Heney published only three of these works: Spitfire Galop, Bolero Impromptu, and 

The Carnival of Venice. 

In 1969. John Heney donated a collection of xylophone solos with band 

accompaniment to the University of Michigan, Ann Arbor. Dr. Michael Udow. the 

current Director of Percussion at the University of Michigan, sent me the collection in 

June 1997. Contained within the collection were John Heney's Marie and Second 

Hungarian Rhapsody. 

Bolero Impromptu, Spitfire Galop, and The Carnival of Venice were published 

in versions for xylophone solo and piano by the Fillmore Bros. Co., which was 

subsequently bought out by Carl Fischer, Inc. Thomas Baynes. the head of the 

Copyright Depanment at Carl Fischer, stated that the band parts were never published 

and that all three works have been out of print for several years. Mr. Baynes also claims 

that Carl Fischer does not have Spitfire Galop and Bolero Impromptu listed in its files 

or its computer data base. Carl Fischer does, however, have Heney's arrangement of 

The Carnival of Venice for xylophone and piano in its records, and though out of print, 

allowed me to purchase a copy. No record exists of Heney's transcription of Second 

University of Michigan School of Music, Ann Arbor, John J. Heney Music Collection. 
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Hungarian Rhapsody or his arrangement of Marie ever being published by The 

Fillmore Bros. Co. or Carl Fischer, Inc."' 

Timothy Tew, a former John Heney student, informed me that John Heney had 

left a collection of .xylophone music with him before he passed away. Heney had told 

Timothy Tew he could have publishing rights to all the music. Mr. Tew left this 

collection of music in his mother's home in DeLand; and, unbeknownst to Timothy, his 

mother discarded the collection sometime in the past few years. Mr. Tew believed 

Heney's band arrangement of The Carnival of Venice was in that collection." It appears 

that it may have been the only copy. 

Existing Recordings of the Solos 

John Heney's only professional recording was done with the University of 

Michigan Symphony Band under the direction of William D. Revelli in November 1968. 

The album is titled The Revelli Years: With Famous Artists ami the University of 

Michigan Symphony Band, Volume III, and includes Heney performing Bolero 

Impromptu, his solo marimba arrangements of When You and / Were Young Maggie 

and Somewhere My Love, and an arrangement of St. Louis Bhies by an unknown 

arranger. This recording was the culmination of a long time friendship between Revelli 

and Heney. " 

Richard Feasel put me in touch with another former Heney student and colleague. 

Col. Robert McEmber, who had a reel-to-reel recording of Heney performing with the 

Cudahy High School Band in Wisconsin in 1969. This recording contains several 

works including Spitfire Galop, Bolero Impromptu, and St. Louis Blues. '' (The 

program 

" Thomas Baynes. telephone interview 8 July 1997. Head of Copyright Depanment at Carl Fischer. Inc. 

^ Timothy Tew. telephone interview 28 Aug. 1997. 

" J. Sangster. 

'•* McEmber. 
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from this concen can be found on page 31.) 

Both Richard Feasel and Robert McEmber put me in touch with Donna Carlson, 

who said she did not own any of Heney's music. She did, however, send me a cassette 

recording not only of John Heney in performance, but of herself and Heney's daughter 

Jessie as well. The cassette recordings were made from old 78 rpm archival recordings 

done in the mid-1940s. One of these recordings has Donna Carlson performing The 

Carnival of Venice with piano accompaniment on May 2, 1945. Mrs. Carlson also sent 

me a recording of John Heney's daughter Jessie performing The Carnival of Venice 

with band, but unfortunately the band is too overpowering and one can barely hear the 

soloist."' 

Carlson. 
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In-depth Discussion of John J. Henev's Published Xylophone Solos 
with Accompaniment 

Spitfire Galop for Solo Xylophone and Piano/Band 

Composed by John J. Heney in 1940 and published in a yersion for xylophone 

and piano by the Fillmore Bros. Co. (1940), this work is dedicated to Donna Smith 

(Carlson). 

Spitfire Galop is a short work designed by John Heney to feature the 

xylophonist in a display of rapid diatonic, chromatic, and arpeggiated patterns meant to 

dazzle the audience, yet be most accessible to the younger xylophone student. Speed and 

dexterity were yery important to Heney. as he wrote in an article on mallet keyboard 

performance: 

. . .  t o  p l a y  w i t h  c o n s i d e r a b l e  s p e e d  o n  a  x y l o p h o n e ,  f o r  i n s t a n c e ,  a n d  

literally fly from low to high sound and at a rate of sixteen to twenty notes 

a second ... listeners do not want to belieye it eyen when they see it or 

hear it. Therefore the xylophone soloist has it made, he is in. he is 

vyelcome eyen before he plays. Speed is desirable on the xylophone more 

so than the marimba. It is possible for tones to blur, at a high speed, on 

the marimba — but not on the xylophone." 

It is apparent from this article that Heney was keenly aware of what the audience wanted. 

Because of its flashy nature. Spitfire Galop was most often programmed at the end of a 

concert, often as an encore piece, with the fast tempo usually pushing the limits ot both 

the ensemble and the soloist.'^ 

Heney, "The Mallet Played Instruments" 63. 

" Feasel, interview. 
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Spitfire Galop is in tiie key of F major and uses a fast 2/4 meter that continues 

throughout the work. Its formal structure is ABABcoda with a standard four bar 

introduction. After the introduction, the A section (measures 5-36), which is comprised 

of two related themes, A1 (measures 5-20) and A2 (measures 21-36), occurs. Theme 

A1 is mostly cirpeggios and theme A2 is mostly scalar and chromatic. The B section, or 

"trio," also contains two themes, and is in the related key of B-flat major. The trio 

theme, or B1 (measures 37-52), is a compilation of two eight-bar phrases that are first 

stated in double-stops comprised primarily of thirds, with the intervals expanding to a 

sixth in the final bars of each phrase. BI is then played in variation (measures 53-68). 

with the solo part using the same harmonic structure but playing an arpeggiated pattern 

instead of the double-stops. B2 is a contrasting section which acts like a bridge within 

the trio (measures 69-84). B1 returns (measures 85-100). and leads to a return to the A 

section via the del segno sign. (It should be noted here that the archival recordings 

provide evidence that Heney sometimes played the AB only once, opting to move 

directly to the coda.) The coda (measures 101-123) consists mainly of scalar, arpeggio, 

and chromatic passages that prolong tonic F major and extend the excitement of the 

work. 

The accompaniment is purely homophonic in nature, with few counter-melodies 

and no soloistic passages. Most of the accompanying rhythms are either two-beat 

figures (tonic/dominant in bass clef on the downbeats, full chord in treble clef on the 

upbeats), which are found throughout the A section (measures 5-36) and all of theme B1 

(measures 37-68, 85-98), or melodic passages that parallel the line of the soloist, which 

are found in theme B2 (measures 69-84). The accompaniment strays from the two-beat 

and parallel patterns to provide a contrapuntal bass line in the coda (measures 103-23). 

The indicated tempo of quaner note = 156 in 2/4 meter is not as accurate as the 

written tempo directive, which is simply "very fast." I was enlightened about Heney 

tempos by Richard Feasel, who as a freshman, was in the first DeLand High School 

Band conducted by Heney in 1935 and remained a student of Heney's through a 

Bachelor's degree in Music from Stetson University. According to Feasel, who often 
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conducted Heney's works with the Daytona Beach Municipal Band, Heney always 

"played a game" with the band in which he tested who could go faster. Although the 

band did not always appreciate this challenge, the "audience always loved this 

interaction."" Needless to say. the tempo usually was faster than quarter note = 156. 

As proof of Heney's tendency to push tempos, the reel-to-reel recording made of 

John Heney performing Spitfire Galop with the Cudahy High School Band shows the 

tempo in excess of 180 beats per minute. Throughout the performance. Heney is ever-

so-slightly ahead of the band. At sixty-seven years old. Heney's mallet speed is quite 

impressive, but note accuracy is, at times, sacrificed. The band does sound as if it is 

struggling to keep up. but overall, it is a successful performance. 

Judging by the speed and character of the work. Heney was likely inspired by the 

definition of both gallop and galop. The word gallop means the "fast gait of a horse." ' 

Perhaps the rushed tempo is justified because Heney was emulating the excitement of a 

ride on a horse whose "galloping" pace is a bit faster than the rider's comfort level. The 

music term galop refers to a fast, mid-19th century (ca. 1825-75) round dance in a duple 

meter."" The characteristic rhythm in a galop is a pick-up sixteenth to three straight 

eighth-notes, the first eighth beginning on the first beat of the measure (2/4 meter). A 

quick reference to measures 11-12 and 4-5 (examples la and lb) in the score shows this 

rhythm and a variant rhythm as being prominent in Spitfire Galop. 

Example Ivl: Spitfire Galop (measure 11-12) 

characteristic galop rhythm 

Feasel. interview. 

" Webster's Encyclopedic Unabridged Dictionary of the English Language. (New York: Gramercy 
Books. 1996) 784. 

Willi Apei, Hanard Dictionary of Music (Cambridge: Belknap Press of Harvard UP. 1972) 340. 
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Example l b :  S p i t f i r e  G a l o p  (measures 4-5) 

variant of galop rhythm 

L R L 

Performance Practice 

Spitfire Galop is written idiomatically for the xylophone. With only two 

exceptions in the coda (measures 111,113-14), virtually all of the passages can be 

played without any double-sticking on sixteenth-notes (two adjacent left or right mallet 

strokes). The arpeggiated passages contain no interval leaps larger than an octave, with 

the vast majority of intervals being thirds and fourths. An excellent example of this can 

be found in measures 5-9. which is the first half of theme A1 (example Ic). and in 

measures 53-56, which is the variation of theme B (example Id). 

Example Ic: Spitfire Galop (measures 5-9) 

arpeggiated patterns 
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Example Spitfire Galop (measures 53-56) 

arpeggiated patterns 

; lI' V rrn r̂ . - r :. f 
d '  ' 0'  \ M ^ uLLT' U r f 

The scalar and chromatic passages also stay within the range of an octave, and there are 

no abrupt or unusual key changes. An excellent example of this can be found in 

measures 24-27. which is the first half of theme A2 (example le). and measures 75-78. 

which is the second half of theme B2 (example If). 

Example le: Spitfire Galop (measures 24-27) 

scalar and chromatic passages 

Example U: Spitfire Galop (measures 75-78) 

scalar passages 

$ 
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Heney incorporates glissandi in measures 83-84. I recommend that this passage 

be pertormed with the right mallet glissing up the keyboard and the left mallet glissing 

down the keyboard. This allows more power to be applied to the gliss and also provides 

a more visually appealing effect, which I'm sure Heney would have wanted (example 

Ig). In the Spitfire Galop recordings I have, Heney did not follow the written 

manuscript regarding the glissandi. Instead, he extended the glissandi up one octave {for 

a total of two octaves) to O. 

Example \%\ Spitfire Galop (measures 83-84) 

glis.sandi 

Cliss. diss. Gliss. 

Bolero Impromptu for Solo Xvlophone and Band 

Composed by John J. Heney, completed on June 10, 1940. and published in a 

version for xylophone and piano by the Fillmore Bros. Co. (1941). this work is written 

for a five octave marimba/xylophone, and is dedicated to Heney's colleague and friend, 

noted percussionist Haskell W. Harr. 

Bolero Impromptu for Solo Xylophone and Band was probably John Heney's 

most widely performed composition. In addition to being his only commercially 

recorded original work. Bolero Impromptu is also John Heney's only xylophone solo 

that was performed professionally by at least one other nationally known artist. Marine 
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Band percussionist Charles Owen.*' 

In program notes for his 1968 American Bandmasters Association Convention 

concert program, John Heney had the following to say about his Bolero Impromptu: 

"Bolero Impromptu is believed to be the first major work for the marimba/xylophone. 

First thoughts about Bolero indicated something of a concerto form; however, ideas and 

polishing led to this result.'""" This concert marked the first appearance of a xylophone 

soloist at an ABA Convention." 

Bolero Impromptu is in the key of F minor (harmonic) and uses a 3/4 meter 

which is felt in one pulse per bar throughout most of the work. It is essentially in rondo 

form (ABACA) and features two unaccompanied solos for the xylophonist: a slow four 

mallet section in chorale style and a fast two mallet cadenza. 

According to the Har\cird Dictiomiry of Music, a bolero is a Spanish dance in a 

moderate triple time. The music is often accompanied by castanets."'* While the tempo of 

Bolero Impromptu is far from moderate, it is in triple time and Heney does use castanets 

throughout the work. 

The indicated tempo in the published version is quaner = 200. and according to 

Heney. should be felt in one. at least at the beginning. In a note found in his Marine 

Band Library collection, Heney says: "On account of the fast tempo it is rather difficult to 

get this number under way. It is suggested that the first four measures be taken in one in 

the bar and then in three.""' Heney's original manuscript has a slower indicated tempo of 

quarter = 176. It is unclear whether Heney or the publisher changed the tempo; but in 

the three recordings I have, the tempo is closer to 176 than 200. 

" Mike Ressler. letter and materials to author 16 July. 1997. Chief Librarian. U. S. Marine Band 

Library. 

Ressler, Jan. 1998. Quote found in John Heney letter to ABA regarding his program notes for Bolero 

Impromptu. Marine Band Library. 

" Ressler, quote found in John Heney letter to ABA. 

" Apel. The Harx ard Dictionary, 99. 

" Ressler, 16 July 1997. 
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After an eight bar introduction by the band, the xylophone first states the A theme 

in measures 9-24. The band doubles the melody in the woodwinds and provides 

harmonic and rhythmic accompaniment. The A theme is made up of two. eight bar 

antecedent and consequent phrases. In the last bar of the first A statement (measure 24). 

the solo part transitions to a constant sixteenth-note passage which acts as a counter-

melodic figure that embellishes the A theme melody continued by the woodwinds. This 

second section of A, or A1 (measures 25-40), has the same two eight bar sub-phra.ses. 

The theme is completed this time by the winds and xylophone in unison in measure 40. 

The harmonic chord structure is the same for both sections of the A theme. 

The A1 section is followed by an eight bar transition performed by the band in 

measures 41-48. This band transition serves two purposes: to modulate to the B theme 

key of C major, and to allow the soloist time to get the four soft mallets needed for the 

slower, chorale-like B theme. 

The B theme (measures 49-80) is much slower at quarter = 72 and is marked 

"expressive." The first sixteen bars, which are again made up of two, eight bar 

antecedent and consequent phrases, are played unaccompanied by the soloist. The band 

begins its accompaniment in the repeat of the B theme, or B1. As with A1. the melody 

and harmony are played by the band. As accompaniment, the soloist performs triplet 

block-chord patterns which ascend and descend in various chord inversions. The BI 

section is followed by a four bar transition by the band, which provides time for the 

soloist to go from four soft mallets to the two hard mallets needed in the cadenza. 

Unlike most traditional cadenzas, which generally use previously stated melodic, 

harmonic, or even rhythmic material. Heney's cadenza relies primarily on mallet 

calisthenics, or more precisely, on non-melodic ascending and descending arpeggiated, 

chromatic, scalar, and broken minor-third patterns. While these passages are loosely 

related to the various cells of given melodic passages within the A or B sections, there is 

virtually no previously stated melodic material appearing in the cadenza. While not 

traditional in construction, the cadenza is fast and virtuosic. Heney's cadenza does serve 

one traditional purpose: it returns the music harmonically to the tonic key. In each of the 
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three recordings. Heney takes several liberties with his cadenza. While he does not 

quote any thematic material, his free style of performance leads me to believe Heney 

would have approved of another performer's artistic license to add related thematic 

material to the cadenza. 

After the cadenza, an exact restatement of A1 returns in F minor (measures 85-

100). The C theme, or "Trio," appears in measures 101-16. As with Spitfire Galop, 

Heney again follows tradition and writes the trio in a related key, this time B-flat minor 

(harmonic). Unlike the first two themes, the xylophone does not state an unembellished 

version of the theme. While the trombones play the melody, the soloist embellishes the 

melody by playing various grace note figures and thirds in double-stops. The trio uses 

the same sixteen bar (8 + 8) phrase structure as the A and B sections, and is repeated. 

Immediately following the trio is the final return of the A section in measures 

117-32. which again is an exact restatement of A1 in the tonic key of F minor. The piece 

ends with a very short four bar coda, cadencing in tonic F minor. 

Performance Practice 

As with Spitfire Galop, Bolero Impromptu features passages that are idiomatic 

for the xylophone. An excellent example of this is how virtually every single-note 

passage in Bolero Impromptu can be played without any double-sticking or awkward 

body or wrist positions. The entire A theme, with the exception of the glissandi and 

measures 23-24, is played using ascending and descending double-stops in thirds or 

fourths within the diatonic framework of the key F minor (harmonic). Not a single note 

is outside the scale (example 2a). 



Example 2a: Bolero Impromptu (measures 8-12) 

glissandi and double-stop passages 

In the solo part, measure 24 leads into the repeat of the A theme, or A 1, with a 

diatonic passage of sixteenth-notes. Al has the xylophone part in measures 25-26 

alternating between a diatonic ascending line and a fully chromatic descending line 

(example 2b). 

Example 2b: Bolero Impromptu (measures 25-26) 

scalar and chromatic passage 

45 

Measures 29-30 contain a broken third passage that ascends two octaves to a trill 

between c386 and b-flat2 in measure 31 (example 2c). 

86 
Note names will be indicated as follows: cl will equal middle C as notated pitch on the staff with 

sounding pitch being 8va on the xylophone. 
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Example 2c: Bolero Impromptu (measures 29-31) 

broken third passage 

An arpeggiated figure starting on beat 3 of measure 32 leads to an exact repeat of 

measures 25-29 in measures 33-37. Measure 38 starts with an arpeggiated descending 

Edim? chord and fmishes on count three with a dominant-seven chord leading to a 

descending scalar passage ending on fl. 

The octave sixteenth notes starting on count three of measure 39 are very fast and 

extremely difficult to play when performing at the indicated tempo marking of quarter = 

176, much less 200 (example 2d). Heney's original manuscript does not have the 

octaves. In my three recordings. Heney performs this passage on the upper note of the 

octave. In order to give the player some options, the publisher added the directive 

"octaves ad lib." 

Example 2d: Bolero Impromptu (measures 39-40) 

octave passage 

A A A TUTTI 

r 1* y 
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As stated earlier. Bolero Impromptu was written for a five octave 

marimba/xylophone. The range of this instrument is c (one octave below concert pitch 

middle c I) to c4. The c on the marimba/xylophone is the low note on a standard four 

octave marimba. The B theme is the only section of Bolero Impromptu that is written 

emphasizing the low range of the instrument. As Heney aged, the marimba/xylophone 

became too cumbersome and he began performing on his three-and-a-half octave 

xylophone. Heney uses a marimba during this section in the University of Michigan 

recording; and while on clinic tours, he would request to use a marimba for this section if 

one were available.'" Today, the five octave marimba/xylophone is extremely rare. 

Rather than using the incorrect range of a standard three-and-a-half or four octave 

xylophone, a marimba would be the more appropriate instrument choice for the B theme. 

The B theme (example 2e) is first played unaccompanied by the soloist and calls 

for four soft mallets. The part is not technically difficult by contemporary standards and 

calls for no independent mallet work. All the voices move in unison, with the harmonic 

scheme using only the tonic, sub-dominant, and dominant chords. All of the chords are 

structured in block form. There are no phrase markings on the music and the only 

directive is "expressivo." Heney performs this section with a rubato feel, adding some 

interesting articulation nuances to the mostly legato phrasing by putting a slight break 

between each of the chords in measure 55 and measures 61-63. He takes a breath before 

each four bar phrase and also re-aniculates the second bar of each phrase. The grace-

notes in measures 50, 54, and 58 are performed more as a "passing-over" of the 

indicated notes with the mallets than as separate articulations. 

Regarding which four mallet grip to use, existing pictures of Heney playing a 

xylophone with four mallets show him using a traditional cross grip, where the mallets 

cross in the palm of the hand (see photograph on page 52)." However, any of the 

existing four mallet grips will work fine. 

Example 2e: Bolero Impromptu (measures 49-64) 
" McEmbcr. 

" S. Sangster, personal collection of John J. Heney photographs. 
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interpretation of solo B theme 

A 
Xylophone without accompaniment 

I ~> ~ > j, 

) 
tJ p~ . · ~ • # ~· . .. . ~-~ 7 -f' ~· l '-

exprt.fSIVO ~ ~ ~ ~: I '-'• ' . ' . 
1 1 I 1 I 

In B 1 (measures 65-80), the solo part embellishes the melody with ascending and 

descending chord inversions in triplet rhythm (example 2f). 

) 

Example 2f: Bolero Impromptu (measures 65-66) 

block-chord inversions 

0 With accompaniment 
3 3 ,. a tempo 3 3 . 

~ Xyl. _._ _ .. • -- I I I r I 
f • • ~ , .,. # # 

3 
3 

~ ! 
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As stated earlier, Heney felt very strongly about the audience's perception of the 

xylophonist's dexterity. In the cadenza, Heney did not make an effort to change that 

perception by writing more melodic and less "speed oriented" material. The cadenza, as 

stated before, is made up of scalar, broken minor-third, chromatic, and arpeggio 

passages. At measure 84a,'''' the first notes of the cadenza form a descending 

arpeggiated dominant-seven chord that ends on a rolled g. At measure 84b. a 

chromatically ascending broken minor-third passage ascends to c4. At measure 84c. 

Heney starts a descending passage that is related thematically to measure 25 in retrograde 

motion (example 2g). This melodic quote of measure 25 is so obscure, however, that 

though the performer may notice it, the audience surely will not. 

Example 2g: Bolero Impromptu (measure 25 and excerpt 84c from cadenza) 

retrograde melodic quote 

Regardless, the quote of measure 25 lasts only five beats and at measure 84d stans a 

fully chromatic line that descends two and a half octaves to c. At measure 84e, Heney 

begins a rather nonsensical section of rapid five-note chromatic figures that leap around 

in large unrelated intervals that eventually ascend to e-flat3 (example 2h). 

® Given that there are no individual measures, I have separated the cadenza into nine sections labeled 84a-

84i. Please refer to Appendix D, page 92. 
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Example 2h: Bolero Impromptu (excerpt 84e from cadenza) 

chromatic tlaures 

3# 

At measure 84f. another fully chromatic line descends to e. At measure 84g. Heney 

begins an ascending fully diminished seventh chord arpeggiated pattern that moves up to 

g3 and back down to c. At measure 84h a dominant-seven arpeggiated figure ascends to 

c3 and back down to e. Finally, at measure 84i a tonic F minor ascending arpeggiated 

figure finishes on a fermata on f4, which leads to a retum of the A theme. (Note that 

written f4 does not exist on a standard xylophone. Discrepancies in range will be 

discussed later in "Misprints.") 

The A theme retums after the cadenza and is an exact restatement of A1. The trio 

begins at measure 101 and is in B-fiat minor (harmonic). Personally, the trio is the most 

enjoyable and perhaps creative section of the piece. Not only is it fun to play, it lends 

itself to some minimal rhythmic improvisation. At quaner = 160, the tempo indication 

for the trio is moderately slower than the A theme, though 160 is far from slow. Given 

the speed of the section, the grace-note figures in measures 101, 105, 109, 111. and 113 

happen so quickly that it is difficult to distinguish them from the double-stops that occur 

throughout the section (example 2i). Because of the vagueness of these grace-notes, one 

might conclude that Heney was primarily interested in rhythmic color and embellishment. 



TRIO J= 160 

Example 2i: Bolero Impromptu (measures 101-104) 

grace-note figures 

1~~
1
·1h n~u w w 1u u a 1e, - 10 rnr m 1 

P-f 2nd time 8 va 
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Heney's performance of the trio provides evidence that he was going more for 

effect than following the manuscript or printed part exactly as written. Though it is not 

written into the music, Heney performs the "trio" using the traditional hemiola of 

Spanish music (example 2j). (The band stays in a three feel in the "trio.") For me, these 

embellishments provide a light, improvised or, if I may, "impromptu," feel to the solo 

part. 

Example 2j: Bolero Impromptu (measures 101-102) 

hemiola demonstrated with accents 

[ Pi ::> 

C 1 ( r 
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Misprints 

I received a copy of Jotin Heney's original manuscript for Bolero Impromptu 

from the U. S. Marine Band Library in July 1997. Upon comparing the original to the 

published solo part for xylophone and piano, one will notice several differences. The 

first difference is the absence of the glissandi in the original part. Instead of having the 

glissandi lead into the melody in measures 8, 10, and 12, and again in 16. 18. and 20. 

the xylophone plays a triplet lead-in pattern which is in unison with the woodwinds. 

Heney follows the published version for these measures in his recordings. 

In addition to the glissandi, there are other differences in individual notes and 

whole passages between the original and the published version. For example, measure 

24 in the original version has the solo part in triplets while the published version uses the 

sixteenth note passage in measure 25 transposed down an octave. Also, the last note in 

measure 38 has a g2 in the original and a c2 in the published version. In performance, 

Heney followed the published version for both of these examples. However, he follows 

the original manuscript in measures 39-40, which contain only the upper notes of the 

octaves in the published version ( see example 2k. 1 and 2k.2: also note the difference in 

dynamics). 

Example 2k. 1: Bolero Impromptu (measures 38-40) 

original manuscript 
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Example 2k.2: Bolero Impromptu (measures 38-40) 

published version 

There are also several differences between the original and the published part in 

the B theme. The most obvious is that the grace-notes are missing in the original. Other 

differences, too numerous to mention, include changes in chord voicings which are not 

extremely significant. 

Perhaps the most significant difference between the versions is how in the 

original, Heney has the soloist play the first return of the A theme (after the cadenza) as 

an exact restatement of the A theme (measures 9-24), as opposed to the published 

version, which has the solo part playing an exact restatement of A1 (measures 25-40). 

Heney performed this part of the piece as it appears in the published version. 

Another significant difference is that the original version contains an additional 

twelve measures of music after measure 132 that do not appear in the published version. 

Heney originally wanted a final accelerando in the xylophone to act as a tlashy coda 

ending. This ending does appear on the conductor's lead sheet; it does not, however, 

appear on all the individual band parts. Heney's performances of the ending follow the 

published version. 

Before discussing the several discrepancies in range in the original part and 

published version, it should be emphasized again that John Heney wrote Bolero 

Impromptu to perform on his five octave marimba/xylophone. The entire original 
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manuscript, with tlie exception of two notes,'"' could be played on his five octave 

instrument. Before having the music published with Fillmore Bros. Co.. Heney sent the 

original manuscript to Haskell Harr, who wrote back that while he liked the piece, it 

would difficult to perform as written because five octave marimba/xylophones were 

rare." 

Most of the range discrepancies are in the cadenza. In an attempt to explain the 

potential range problems, the publishing editor wrote "for contest or other purposes the 

cadenza may be cut to fit size of xylophone" beneath the cadenza page of the published 

solo part. One example is how the original xylophone part has an F in the cadenza, 

which is a perfect fifth below the standard range of a four octave marimba. In printing 

the parts, the publisher moved the whole cadenza up one octave. This move pushes the 

range up to an f4, which does not appear on a standard xylophone. Range discrepancies 

and misprints exist outside the cadenza as well. One misprint is noted above and occurs 

in measures 31-2, 91-2, and 123-24 in the original and published parts (see footnote 

below). Another example is in the published version only, which directs the musician to 

play the notes 8va the second time through the "trio." In order for this to become a 

reality, the range of the xylophone would have to be extended a perfect fourth above the 

existing notated c4. A potential solution would be to play the "trio" an octave lower the 

first time, and then loco during the repeat. 

Heney decided to leave the range for a five octave instrument because. I am sure, 

he assumed that performers lacking a five octave instrument would have the where-with-

all to adjust accordingly. In his performance with the University of Michigan Symphony 

Band, Heney used a three-and-a-half or four octave xylophone and adjusted. Heney 

transposed the out-of-range notes down an octave as needed. 

" The d4 and e4 written notes in measures 31.91. and 124 are too high for a standard three and a half or 

four octave xylophone. 

" Ressler. documents sent to author, Jan. 1998. 
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Professional Performances 

John Heney performed Bolero Impromptu throughout his career as a teacher. 

Most often these performances were during clinics and presentations given at various 

high schools, colleges, universities, and music camps throughout the United States. 

Noted Heney performances of Bolero Impromptu include a concert at the American 

Bandmasters Association Convention (1968); a concert and recording with the 

University of Michigan Symphony Band under Revelli (1969); and a concert at the 

Interlochen (MI) Music Camp (1969). 

Charles Owen (1912-85), as a member of the U. S. Marine Band ("The 

President's Own") for twenty years,"" pert'ovmcd Bolero Impromptu on several 

occasions during World War II. The U. S. Marine Band Library John J. Heney 

Collection in Washington D.C. contains the following list of performances:" 

1. July 29, 1942: William F. Santelmann conducting* 

2. July 30, 1942: Sylvan Theater, on grounds of Washington Monument 

3. August 1, 1942: NBC live radio broadcast 

4. August 17, 1942: unknown 

5. September 8, 1942: Indianapolis 

6. June 2, 1943: WBC (Blue Network) radio broadcast 

7. August 27, 1945: unknown 

8. August 28, 1945: MBS (Mutual Broadcasting System) radio broadcast 

9. August 29, 1945: Concert on steps of U.S. Capitol 

10. September 2, 1945: Concert at Watergate Barge on the Potomac 

River, Lincoln Memorial, Washington, D.C. 

* William F. Santelmann was the leader of The Marine Band (1940-55)"'^ 

" Cosmo Barbara, "An Interview with Ollie Zinsmeister," Percussive Notes. .^5.4. (1997): 29. 
" Ressler, 16 July, 1997. 

" S. Sangster. Santelmann dates obtained from a 1978 Marine Band performance program. 
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Of special significance is the performance at the Lincoln Memorial on September 

2, 1945. When Japan signed the surrender document on the deck of the battleship USS 

Missouri in Tokyo Bay on this date, it marked the official end of World War II. "'' This 

was a time of extreme pride and joyous celebration for the U. S. armed forces and its 

allies; to have his solo included on a concert given on the final day of World War II must 

have been a great honor for John J. Heney. It also must have been a privilege for 

Charles Owen to be given the opponunity to perform a solo on this day. 

Information about Charles Owen and John Heney's relationship is not well 

documented. John J. Heney's service in the Seabees, the Navy Band at the iNorfolk 

Navy Yard, and his six years as a member of the John Philip Sousa Band (John Philip 

Sousa was at one time the leader of The Marine Band) put him in contact with the Marine 

Band and Charles Owen. Ollie Zinsmeister, Owen's friend, colleague, and fellow 

percussionist in the Marine Band, informed me that after meeting John Heney, Charles 

Owen and he were each given a copy of Heney's book The Correct Way to Drian. '^ Mr. 

Zinsmeister did not recall the date they met Heney, but a copy of Heney's book obtained 

through Interlibrary Loan from the University of Michigan had this note inside: "To 

Charles Owen from John J. Heney, DeLand, Florida, September 2, 1940." In 

November 1941, John Heney gave Charles Owen his solo Bolero Impromptu. ' 

After his tenure with the Marine Band (1934-54),"* Charles Owen became 

principal percussionist for the Philadelphia Orchestra (1954-72), and then took over 

duties as the Director of Percussion at the University of Michigan at Ann Arbor (1972-

82). In 1984, Charles Owen was given the title Professor Emeritus at the University of 

Michigan.'''' 

Steven Ambrose, American Heritage New History of World War II (New York: Viking Penguin. 

1997) 597. 

" Ollie Zinsmeister. telephone interview 13 Jan. 1998. 

" The published version from the University of Michigan Music Library has the following: "To my 

good friend Charles Owen, with best wishes from John J. Heney, DeLand. Rorida. Nov. 12, 1941." 

" Ressler. Dates obtained from Marine Band personnel records. 

^ Zinsmeister; Gary Cook, materials to author 1996. (Director of The University of Arizona School of 

Music and Dance and University of Michigan graduate.) 
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The Carnival of Venice for Solo Xylophone or Marimba and Piano 

Arranged by John J. Heney in early 1944 and published by the Fillmore Bros. 

Co. (1947), this work is dedicated to Heney's daughter, Jessie. A band arrangement 

has yet to be located. First performance: John Heney performing with the Norfolk Navy 

Yard Band in Portsmount, Virginia, on April 9, 1944 (see photograph on page 59).""' 

The melody used for The Carnival of Venice is based on a traditional Italian 

song. This melody was first made popular as an aria from Reinhard Keiser's (1674-

1739) opera Carnival in Venice, which premiered in Hamburg in 1707."" It has been 

used as the basis for several different arrangements for most every concert instrument 

including violin, trumpet, flute, tuba, and xylophone. In addition to his mallet keyboard 

arrangement, John Heney also did a version for baritone horn and band."'' 

Though requiring the player to have more advanced dexterity, John Heney's 

arrangement of The Carnival of Venice remains within the idiomatic writing style he 

established in Spitfire Galop and Bolero Impromptu. There are, however, several 

passages requiring some rapid yet mildly awkward mallet position changes. The overall 

form of Heney's arrangement is theme and variations, with a short introduction and 

cadenza preceding the main theme. The main theme is stated in its entirety twice, then 

followed by three variations and a coda. 

"" Sousa Foundation. Photograph of John J. Heney performing the premier in archives. 

Gerhard Braun. Preface to Jules Demerssemann's Introduction and Variations on "Carnival in Venice". 

op.7. Universal Edition, 1978. 

Birch Browning, telephone interviews Aug. 1997. 



Figure 9. Premier performance of John Heney's The Carnival of Venice with the 
Norfolk Navy Band, Port mouth, Virginia, April 9, 1944. John Heney is the oloi t. 
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The meter for the introduction of The Carnival of Venice is 6/8. with a tempo 

marking of dotted-quarter = 132 and the directive "Lively." The key is F major. Both 

the piano and xylophone start out in octaves and state a fragmented motive from the main 

melody. The statements condense and lead to a shon cadenza for the marimba. The 

cadenza is similar to the one in Bolero hnpromptii, though it is shorter and the material 

is thematically related to the main theme. The cadenza also serves to modulate into the 

main key area of E-flat major by ending on a B dominant-seven chord. 

The main melody is stated for the first time from measures 20-27 in the piano. 

The meter stays in 6/8 but the tempo reduces significantly to dotted-quarter = 66. Heney 

subtitles this section "Barcarolle," which means "a boat song of the Venetian 

gondoliers... typically in 6/8 or 12/8 meter with a uniform accompaniment suggestive of 

the rocking motion of a boat."'"' This section accurately reflects this definition. The solo 

part is mostly a combination of scalar and arpeggiated sixteenth-note triplet figures which 

act as an embellishment of the main melody. From measures 28-36 the melody is passed 

from the solo pan in measure 28 to the piano part in measures 29-32. This pattern is 

repeated in measures 33-36. As with Bolero Impromptu. Heney provides a short 

accompanimental interlude at measure 37 that modulates to a new key (C major) and 

allows time for the soloist to retrieve one more mallet. 

The first variation begins at measure 38 and is in 3/4 meter with a new tempo 

marking of quarter = 126. Heney subtitles this section "Caprice," which means music 

that is humorous in character."" Again, the music accurately portrays the definition. (An 

explanation of the humor in this section will be explained in "Performance Practice.") 

The first two bars of the second variation modulate back to the original key of F 

major. This variation begins at measure 68 and is in 2/4 meter with a tempo marking of 

quarter = 176. The accompaniment is a basic two-beat rhythmic pattern. 

The third variation begins at measure 88; the meter, key, and tempo remain the 
Apel. The Hanard Dictionary. 134 

Afwl. The Harvard Brief Dictionary. 26 



61 

same. Heney does, however, use an irregular phrase pattern of 2+3+3. The two-beat 

pattern in the piano has been replaced by more articulated, unison pans. 

As it moves farther away from the main melody and becomes increasingly 

chromatic, measure 104 could be construed as the beginning of the coda. Here the 

phrase structure of the third variation (2+3+3) is altered. Chromatically ascending 

major-thirds are introduced six measures later in measure 110. These thirds lead to 

measure 114, where a descending chromatic scale begins on c3 and lasts for two bars. 

Measure 116 is an arpeggiated pattern on a dominant-seven chord in tonic F major. 

Measure 117 is an F major scale leading to tonic f3 in the last measure. Heney completes 

the work with a descending glissando effect ending on tonic fl on the upbeat of count 

one. 

Performance Practice 

John Heney provides the musician with the option of performing on either a 

xylophone or a marimba. The xylophone would obviously project better in the band 

arrangement; however, given that the band parts are unavailable, the marimba would not 

only blend better with the piano, but affords a nice contrast to the xylophone in the 

context of this document and ultimate performance. 

Because of the octaves in the introduction and the relatively awkward mallet 

positions in measures 20-36, two mallets are recommended from the beginning to 

measure 36 even though three mallets are required in the first variation. The solo part 

uses octaves exclusively in the introduction through the cadenza in measure 17 (example 

3a). Octaves are never easy to perform on any mallet keyboard instrument. They require 

excellent command of muscle memory as one cannot focus one's vision on two notes at 

the same time. 

Example 3a: The Carnival of Venice (measures 1-4) 
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octave figures 

Lively J = 132 

With the exception of two brief melodic statements in double-stops, the cadenza 

is comprised mostly of arpeggio figures. These figures are performed using alternate 

sticking in all but one location and can generally be done effortlessly (example 3b). 

Example 3b: The Carnival of Venice (measure 17) 

cadenza arpeggio figures 

II I,~ 
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The solo part at measures 20-27 is mostly a combination of scalar and 

arpeggiated sixteenth-note triplet figures which act as an embellishment of the main 

melody. Though they can be played without double-sticidng, these passages are 

moderately awkward to perform given the extended two octave range and the rapid speed 

of the notes (example 3c). The passage flows better if one starts the passage with the 

left mallet. Also, while initially seeming more awkward, I recommend that the performer 

play on the center of the bars throughout this section. 

Example 3c: The Carnival of Venice (measures 18-23) 

rapid scalar and arpeggio figures 

Barcarolle 

The three mallet part in the first variation (measures 38-68) is not difficult, but it 

does offer a greater technical challenge than the block chords contained in Bolero 

Impromptu. Heney writes block chords that outline the main melody, with single note 

arpeggio eighth-note patterns filling the gaps. This requires the performer to go quickly 

from a vertical stroke with the block chords to a more horizontal stroke for the internal 
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single note passages (example 3d). As before, any four mallet grip will suffice for this 

section. Heney suggests two mallets in the right hand, one in the left. For sticking, 

mallet numbering is left to right, 1-3. Though I chose to use three mallets, the use of 

four mallets might be advantageous. 

Example 3d: The Cciniival of Venice (measures 38-40) 

alternating between vertical and horizontal four mallet strokes 

Caprice • = i26 

As stated earlier, the first variation is subtitled "Caprice." The humorous 

character of this section is shown in Heney's incorporation of several breaks in the 

rhythmic flow. Analysis of a recording done in May 1945, featuring xylophonist Donna 

Carlson performing with piano accompaniment, sheds some insight into how Heney 

wanted this section interpreted. The entire variation lasts thirty-two measures and is 

broken into four, eight bar phrases. The following rhythmic model applies to all four 

phrases (example 3e). The tempo of measures 38-41 (beat 1) is quarter note = 126. 

Beats two and three of measure 41 are played as short fermatas (marked in the score as 

tenuto). Measures 42-45 (beat 1) are played "very fast, " with a feeling of one to a bar. 

The irregular rhythm of this section affords the performer the opportunity to banter with 

the accompanist and the audience. 

As the music moves to the second variation (measures 72-87), Heney only 

allows two counts to literally drop one mallet, a necessity given the tempo indication of 

quarter note = 176. While playing almost constant sixteenth-notes, which can be 
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performed without double-sticking, the solo part carries the melody with the accented 

notes. The unaccented notes are scalar and chromatic passing tones (example 3f). 

Example 3e: The Carnival of Venice (measures 38-45) 

rhythmic model, first variation 

Caprice m-tSB 

P  • •  g  _ - i  ,  . n  - 1  .  T ' "  TuH Y  • .  -

Example 3f: The Carnival of Venice (measures 72-75) 

melody in accents 

"L R R R R 

The melody in the third variation (measures 88-103) is still in the solo part, but 

now it is interrupted by scalar and arpeggio passages. The phrasing of this variation is 

irregular (2 + 3 + 3). It is comprised of a two-bar melodic statement in octaves, a three-

bar sixteenth-note interlude that includes a scale passage and a glissando, and a three-bar 

sixteenth-note passage containing fragments of the melody (example 3g). All of these 

figures can be performed without double-sticking. The variation begins to repeat at 

measure 96, but becomes more disjunct with the octaves in measure 104, which begins 

the coda. 

Example 3g: The Carnival of Venice (measures 88-95) 
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octave, scalar, glissando, and arpeggio figures 

The coda includes chromatic, scalar, and broken third passages that may be 

impressive to listen to but are not terribly difficult to play. The challenge of this section 

is that in between these rapid single note figures, Heney includes somewhat disjunct 

octave groupings in measures 104-5 and measures 108-9 (example 3h). He gives the 

performer the option of leaving out the bottom note of the first and last octave of each 

passage, but the rapid tempo still makes the octaves a challenge to play. Donna Smith 

opted to omit these notes in her May 1945 recording. However, I choose to play the 

octaves as written. 

Example 3h: The Carnival of Venice (measures 103-106) 

octaves within a single note passage 

L 

J ~; J t =: • #i· ff• ~ ~= ! 

Summary Discussion of John J. Heney's Unpublished Solos for Xylophone and Band 
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Transcription of Franz Liszt's Second Hungarian Rhapsodx 

John Heney transcribed Franz Liszt's Second Hungarian Rhapsody for 

xylophone and band in 1939. The original manuscripts for the solo part (which is 

incomplete) and the band parts are included in the University of Michigan collection. 

There is no score. 

Franz Liszt compo.sed nineteen rhapsodies for piano, which are known as the 

Hungarian Rhapsodies. Published in Leipzig in 1851. Hungarian Rhapsody No. 2, or 

Second Hungarian Rhapsody as it is more commonly known, is the most popular of the 

nineteen.'"'' 

John Heney wrote the following note on his original manuscript of the solo part: 

"Transcribed for xylophone especially for Wayne Ford by John J. Heney.'""' The date 

on this part is September 10, 1939. Also inscribed on the solo part is "transcription by 

John J. Heney." John Heney donated this transcription to the University of Michigan 

Music Library in 1969. Donna Carlson performed this transcription for state 

competitions while attending DeLand High School.'"' Most likely, however, she did not 

perform from the manuscript Heney donated to the University of Michigan, as the solo 

part is incomplete and several of the band parts have errors. John Heney apparently did 

not donate the usable version of the transcription, opting instead to keep it himself. The 

whereabouts of a usable version of this transcription is unknown. 

The transcription itself follows Liszt's piano score with some appreciable artistic 

Franz Liszt, Ten Hungarian Rhapsodies (Boston: Oliver Ditson Company. 1904). Preface by August 

Spanuth discusses the history of Liszt's Rhapsodies. 

It is unclear what relationship Heney had with Wayne Ford. 

Smith, telephone interview, 7 Feb. 1998. 
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discretion. Although Heney tries to remain true to the score, he omits some of the more 

lengthy flourishes that are idiomatic to the piano. Heney apparently felt that some of 

these flourishes would not work well for or sound appropriate on the xylophone. (See 

Appendix E, page 97. for a copy of the first page of the xylophone solo part.) 

Arrangement of Irving Berlin's Marie 

John Heney arranged Irving Berlin's Marie for xylophone and band in 1942. 

The original manuscript of the xylophone solo, band parts, and piano score are included 

in the University of Michigan collection. 

Russian bom Israel Baline (1888-1989) immigrated with his family to New York 

in the 1890's. Changing his name to Irving Berlin, he became one of the most famous 

Tin Pan Alley song writers.""* Marie, which Berlin composed in the 1920's, was an 

immediate success with the American public. 

John Heney's arrangement for xylophone solo and band of Irving Berlin's Marie 

was completed on June 15, 1942, three days before he was called to active duly by the 

LJ. S. Navy. John Heney apparently did not have time to write out the arrangement 

himself, instead asking Donna Smith to use his sketches and write out the full 

arrangement.'"^ 

The solo xylophone pan is written entirely for four mallets, and appears to follow 

the chordal writing he established in the four mallet B theme in Bolero Impromptu. In 

Marie, Heney uses block chord harmony exclusively. As with Bolero Impromptu, the 

chords move in various ascending and descending inversions, with the top note of the 

David Lee Joyner. American Popular Music. (Wisconsin: Wm. C. Brown Communications, Inc. 
1 9 9 3 )  1 1 - 1 2 .  

Carlson, telephone interview. 7 Feb. 1998. 
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chord following the melody. With only two exceptions, all of the music is played with 

double vertical strokes (double vertical strokes are two notes played simultaneously with 

two mallets in one hand). 

This arrangement moves away from Heney's tendency to write fast, two mallet 

passages that demonstrate a player's dexterity of the xylophone. After World War II. 

John Heney continued this four mallet chorale style of performance when he began 

arranging contemporary popular music for solo marimba. Works such as Somew here 

My Love were continually a major part of Heney's repertoire. 
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Assessment of Educational Value of Solos 

Former Heney student and xylophonist Donna Carlson said: "There is no doubt 

that Mr. Heney composed and arranged his xylophone music as much for his students as 

for himself.'""' Donna Carlson's assessment that John Heney's intent was to make his 

music accessible to his students is apparent in his writing. This is corroborated in phone 

interviews with other former students including his colleague of forty-plus years, 

Richard Feasel. Before I had seen or heard any of John Heney's music. Richard Feasel 

stated in a telephone interview with me that John Heney designed his music to be played 

"effortlessly" on the xylophone.'" 

John Heney's three published xylophone solos are written in a style that is highly 

idiomatic for the xylophone and musically accessible to young performers. These works 

are excellent training pieces. The vast majority of the passages in all three works are 

idiomatic to the xylophone, thus enabling the performer to leam confidently and establish 

good two mallet technique on the instrument. While designed to develop and foster 

fundamentally proper two mallet technique, these works are not merely technical studies. 

Each requires expressive and creative ability (most notably in Bolero Impromptu's B 

theme, cadenza, and "trio," and a good part of The Carnival of Venice ). and virtuosic 

dexterity (all three works). Of equal importance, however, is that these solos could be 

transferred into the performance arena, giving the student invaluable stage experience. 

Xylophone Solos Frequently Performed. But Not Written or Arranged by John J. Heney 
Carlson. 

Feasel. interview. 
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Sr. Louis Blues for Xylophone and Band 

As stated earlier. John Heney began performing St. Louis Blues in 1918. The 

arranger and date of the arrangement are unknown. The original song titled St. Louis 

Blues (1914) was composed by William (W. C.) Handy, considered by many to be "the 

father of the blues.""' It was made popular in vaudeville as well as in several 

recordings, most notably by the blues legends Bessie Smith and Louis Armstrong in 

1925."' 

The arrangement was recorded by John Heney and the University of Michigan 

Symphony Band during the same recording session as Bolero Impromptu in November 

1968. The xylophone part does not depart from the main melodic line at any time during 

the piece. Heney does add some glissandi and grace-note figures in an attempt to "jazz" 

up the arrangement; but unlike his other two mallet works, there is no significant 

embellishment of the melodic line. 

Chop Sticks for Xylophone and Band 

Written by Charles Owen and published by The Fillmore Bros. Co. (1941). 

Chop Sticks for Xylophone and Band is a series of variations of the familiar "chop 

sticks" melody. John Heney performed this work often in his retirement years, using it 

to add humor to a concert. Heney apparently enjoyed bantering with the audience while 

he performed Chop Sticks, as periodic laughter can be heard on the recording of his 

1969 performance with the Cudahy High School Band. 

Hello. Dolly 

Paul Tanner. Jazz. (Dubuque: Wm. C. Brown Publishers. 1992) .^7. 52. 

Smithsonian Collection of Classic Jazz. Side Band 3. Smithsonian Institute. Washington. D.C. 
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John Heney performed Hello, Dolly straight out of the Hansen's 104 Band 

Book. Hello, Dolly was composed by Jerry Herman (b. 1933) in 1964. and was the 

title song from the Broadway musical of the same name. This arrangement was also 

recorded with the Cudahy High School Band in 1969. It sounds as if Heney 

embellished the solo xylophone part, even though this was a stock arrangement for any 

solo instrument. Pictures obtained from the Sousa Foundation show that Heney was 

using three mallets while playing this number. 

Other Xylophone Solos* Frequently Performed bv John J. Heney 

1. Overture from Jolly Robber (Banditenstreiche) by Suppe. arranger 
unknown 

2. Overture from Poet and Peasant by Suppe. arranger unknown 
3. Loose Fingers by Swerdlow. arranger unknown 
4. llth Street Rag by Bowman, arrangement by Shapero-Bemstein 
5. Bill Bailey by Cannon, arranger unknown 

* These works were not originally written for xylophone solo and band. 

CHAPTER IV: LffiRARIES AND/OR ARCHIVES HOUSING 

JOHN J. HENEY COLLECTIONS AND/OR MUSIC 
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John J. Heney has collections and/or music in eight different libraries and 

archives in the United States. These include: (1) The United States Marine Band 

Library, Washington, D.C.; (2) The University of Michigan School of Music. Ann 

Arbor, Michigan; (3) The American Bandmasters Association Research Center in the 

Special Collections in Performing Arts unit. Performing Arts Library, University of 

Maryland, College Park, Maryland; (4) The Florida Bandmasters Association Library 

housed in the University Libraries Special Collections, The University of Florida, 

Gainesville, Florida; (5) the DeLand High School Music Library in DeLand, Florida; (6) 

the Frank Simon Library at The University of Arizona School of Music and Dance, 

Tucson, Arizona; (7) The John Philip Sousa Foundation Archives, West Lafayette, 

Indiana; and (8) the Library of Congress, Washington, D.C. 

What follows is a summary of what is housed in these libraries and archival 

collections: 

(1) The United States Marine Band Library 

Mike Ressler, Chief Librarian at The United States Marine Band Library, has 

been extremely cooperative in assisting me in obtaining materials from the Music Library 

and the John J. Heney Collection. The Music Library within the Marine Band Library 

owns the only known copy of John Heney's band arrangement for his original 

xylophone solo. Bolero Impromptu, which is in John Heney's personal manuscript. 

The library contains a copy of the xylophone and band arrangement of Spitfire Galop, 

which, with the exception of the solo part, are in John Heney's personal manuscript. 

The library also contains the published xylophone and piano parts for both of these 

solos. 

The Marine Band Library also houses the John J. Heney Collection. The 

"Finding Aid" for this collection, which was compiled and edited by Susan Koutsky, is 

an invaluable directory to the collection and has led to several important letters. 



74 

documents, photographs, and articles pertaining to Heney's career and. in particular, his 

xylophone music. 

(2) The University of Michigan School of Music Library 

The School of Music Library owns the published parts to John Heney's two 

original xylophone solos with piano accompaniment. Bolero Impromptu and Spitfire 

Galop. This music was donated to the library by Charles Owen."^ 

John Heney donated a collection of music to the School of Music Library in 

1969. This collection consisted of mostly .xylophone solos with band accompaniment. 

In a letter addressed to Dr. James B. Wallace, Dean of the School of Music in 1969, 

Heney felt the music might have some value, stating: "Scholars of the future might be 

interested in my collection because they would have opportunities to study the style of a 

particular era.'"'" The Director of Percussion at that time (1954-1972) was James D. 

Salmon (d. 1989)."" Dr. Michael Udow, Director of Percussion Studies at the 

University of Michigan, became the unofficial curator of the John J. Heney Music 

Collection when he began teaching at the University of Michigan in 1982. Dr. Udow 

and the University of Michigan very graciously loaned the collection to me for this 

project. This collection contains two arrangements by John Heney: a transcription for 

xylophone solo and band of Franz Liszt's Second Hitngaricin Rhapsody, and an 

arrangement for xylophone solo and band of Irving Berlin's Marie. The following is a 

list of the music housed in the John J. Heney Music Collection at the University of 

Michigan: 

Personal notes on the music verify Owen donated this music to the University of Michigi-n. 

James Strain, materials to author, 14 April 1997. 

Cook. 
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Note: Xylophone solo part (with the exception of the G. H. Green music) and all band 

parts are included in this collection unless otherwise noted. Scores are not included in 

this collection unless otherwise noted. 

A. Music for xylophone solo with band accompaniment. All parts are in original 

manuscript form and are stamped "John J. Heney." 

1. Second Hungarian Rhapsody by Franz Liszt. Trans, for xylophone 

solo and band by John J. Heney, September 9. 1939. Incomplete solo part. 

2. Marie by Irving Berlin. Arr. for xylophone and band by John J. Heney, 

June 15, 1942. 

3. Floriana: Song and Dance composed and arranged for xylophone solo by 

G. W. Henry, March 1925, St. Petersburg, Florida. 

4. Overture to Mignon by Ambroise Thomas. Arr. for xylophone solo and 

band by Henry. 

5. Cross Corners by George Hamilton Green. Arr. for band by Henry. 

6. Chromatic Fox Trot by George Hamilton Green. Arr. for band by Henry. 

7. The Whistler by George Hamilton Green. Arr. for band by Henry. 

8. Rainbow Ripples by George Hamilton Green. Arr. for band by Henry. 

B. Music for xylophone solo and band/string accompaniment. Most parts are in 

published printed form with additional parts added in several different manuscripts, 

including John Heney's. Most parts are stamped "John J. Heney." 

1. Kitten on the Keys by Zez Confrey. Arr. by F. Henri Klickman. 1925. 

2. Greenwich Witch by Zez Confrey. Arr. by F. Henri Klickman. 1925. 

3. Nola by Felix Arndt. Arr. by J. S. Zamecnik. 

4. Piggly-Wiggle composed and arranged by Edward C. Barroll. Solo part is 
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for alto saxophone or xylophone. May 1, 1940. 

C. Music for instrumental solo with band accompaniment. All pans are in original 

manuscript and are stamped "John J. Heney." 

1. Somebody Stole My Gal by Leo Wood, band arranger unknown. 

D. Music For Percussion Ensemble 

1. Happy Little Woodpile by Jimmy Carroll, for five percussion, bass, and 

harp, (ca. 1950). Instrumentation: 3 xylophones, 3 marimbas. 2 vibraphones, 

drums, bazimba. temple blocks (tunable), wood blocks, timpani. Heney's name 

is not written/stamped anywhere on parts or score. All parts are photocopies. 

(3) The American Bandmasters Association Research Center 

Bonnie Jo Dopp, the curator of the Special Collections in Performing Arts, has 

been extremely helpful by going through the John J. Heney Collection and sending me 

pertinent information. The John J. Heney Collection contains correspondence letters, 

articles, programs, and photographs pertaining mostly to Heney's involvement with the 

American Bandmasters Association. The collection also contains some Sousa Band 

programs and some music including a music score written by Heney describing how he 

played the interlude of Sousa's Stars and Stripes Forever (1897). There is no 

information about John Heney's xylophone solos in this collection.'" The John J. 

Heney Collection does contain, however, newspaper articles verifying Heney's 

Bonnie Jo Dopp, e-mail to author Aug. 1997. Curator for the ABA Library. 
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performances as xylophone soloist with the John Philip Sousa Band. 

(4) The Florida Bandmasters Association Library 

The John J. Heney Collection held at The University of Florida contains 

correspondence, photographs, and documents pertaining to Heney's involvement with 

the Florida Bandmasters Association. John Heney was a founding member and past 

president, and is a Florida Bandmasters Association Hall of Fame member. There is no 

information about John Heney's xylophone solos in this collection.'" 

(5) The DeLand High School Music Library 

Birch Browning, Director of Bands, is in charge of the DeLand High School 

Music Library. This library contains a collection of John J. Heney's band music, but 

none of it is written for any percussion instruments."" 

(6) The Frank Simon Library 

The Frank Simon Library primarily contains the music archives of former Sousa 

Band solo cometist and librarian Frank Simon, who taught comet at The University of 

Arizona (ca. 1950-1965).'"" The library also contains a manuscript copy of the band 

arrangement to John Heney's xylophone solo Spitfire Galop. The solo xylophone part, 

however, is missing from the collection.''' 
Carla Summers, e-mail correspondence. 22 Sep. 1997. Music Librarian. Special Collections. 

University ofRorida. Gainesville. 

Browning. 

Paul Grimes, The Pride of Arizona: A Centennial History of the U of A Bands. 1885-1995. (Tucson: 

UA Bands. 1985) 32-33. 

Brian Holbrook. e-mail to author 25 Sep. 1997. Music Librarian. Frank Simon Library. University 

of Arizona School of Music and Dance. 
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(7) The John Philip Sousa Foundation Archives 

Dr. A1 G. Wright, Chairman of the Board for The John Philip Sousa Foundation, 

kindly sent me all the John J. Heney materials contained in its archives.'" This collection 

contains photographs, school transcripts, correspondence, and materials such as 

Heney's honorable discharge papers from the U. S. Navy. The vast majority of material 

consists of photographs which document Heney's participation in several performances 

and clinics, most notably Heney's membership in the Sousa Band (1926), the Norfolk 

Navy Yard Band (1944), the Midwest Band Clinic (1967), and the Interlochen National 

Music Camp (1969). 

( 8 )  T h e  L i b r a r y  o f  C o n g r e s s  

The Library of Congress houses eleven John J. Heney compositions -- all of 

which are cited in Appendix A ~ but only one is for xylophone. The Carnival of Venice 

for xylophone and piano. The other works are for non-pitched percussion 

instruments.'"' 

Remarkably, Stetson University, where John Heney was the Director of Bands 

and the percussion instructor from 1935-42, does not have a single sheet of music 

composed, transcribed, or arranged by John J. Heney.Nor is there an archival 

collection of any John Heney materials. After doing a search of the library's holdings. 

Brian Doherty, the university's music librarian, found only a copy of John Heney's 

Sousa Foundation. 

Kevin LaVine, Letter to the author 28 Jan. 1998. Music Specialist, Music Division, The Library of 
Congress. Washington, D.C. 

Brian Doheny, telephone interview 14 Jan. 1998. Music Librarian. Stetson University. 
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master's degree thesis, titled A Critical Siin'ey of the Band Programs in Florida Public 

High Schools (1949). 

The Sousa Archives for Band Research, which is held at the University of 

Illinois, Champaign, also does not contain any materials on John J. Heney.'"' 

CHAPTER V: CONCLUSION 

Virtually every person interviewed for this document stated John J. Heney was a 

gifted musician and extraordinary music teacher and educator. He was entirely energized 

in performance and was tireless in his motivation to teach. His record as a performer 

stands on its own. His position as xylophone soloist with the John Philip Sousa Band 

Phyllis Danner, e-mail to author 17 Apr. 1997. Music librarian. Sousa Archives for Band Research 
Collection. 
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was an honor bestowed upon only six other men in the forty year history of the band. 

His appearance as a soloist and clinician at the country's premier band conventions and 

music camps demonstrated the great respect his colleagues had for his work. Heney was 

proud of his position of over thirty years as principal percussionist, xylophone soloist, 

and occasional conductor of the Daytona Beach Municipal Band. 

When John Heney was inducted into the Florida Bandmasters Hall of Fame in 

1992, two of John Heney's former students, who in their own right had successful 

careers in music, gave tribute speeches to their friend and colleague. Robert McEmber 

said: "I will always remember his deep concern for each of us, his students ... He had 

the unique ability to inspire each and every student to do his or her very best on every 

occasion.'""" Richard Feasel talked about how Heney 

was a strict disciplinarian and a stem individualist, often with rigid goals. 

There were more than a few (students) who couldn't "take it," and faded 

away from the program. However, there were always enough "hearty 

survivors" for these goals and accomplishments to achieve state and 

national recognition.'" 

John Heney's xylophone solos with accompaniment go beyond their original 

dual purpose as training pieces and professional performance pieces. Indeed, these solos 

are accessible to young students and entertaining for the audience. With their emphasis 

on virtuosity, showiness, and wide audience appeal, the solos are a "snapshot" of typical 

popular concert music in the United States during the first half of the twentieth century. 

Emotionally, these solos have an appeal Heney almost certainly would not have foreseen; 

they embody a work ethic and exuberant energy that characterizes the spirit of a man who 

devoted his life to his one true passion - music. 

S. Sangster. 

S. Sangster. 
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Future Considerations: 

My intention will be to woric with Carl Fischer, Inc. and reissue John J. Heney's 

Bolero Impromptu, Spitfire Galop, and The Carnival of Venice. I believe this document 

presents a strong case regarding the reissue of Heney's works in versions for 

xylophone/marimba and piano, and possibly new publications of these works with band 

accompaniment. I also plan to work with the University of Michigan and publish John 

Heney's Second Hungarian Rhapsody and Marie with both piano and band 

accompaniment. 

While it is unclear how long Bolero Impromptu, Spitfire Galop, and The 

Carnival of Venice have been out-of-print, it is clear that these works are extremely 

difficult to fmd. Before I began my research, all three works were unavailable via 

standard Interlibrary Loan searches. Only the University of Michigan Music Library in 

Ann Arbor has made two of these works. Bolero Impromptu and Spitfire Galop, 

available through Interlibrary Loan, and that was only after my encouragement. Other 

libraries that have one or two of Heney's solos, such as the Marine Band Library, the 

Library of Congress, and the Frank Simon Library, are not readily accessible to 

interested performers and teachers. 

If John Heney's xylophone solos are to be reissued, I will need to convince Carl 

Fischer that the solos are marketable. A strong argument has been made that young 

contemporary percussion students could benefit greatly from studying John Heney's 

compositions. The inherent idiomatic traits of Heney's xylophone solos would be 

advantageous to the young student in the following ways: 1) the student can work on 

dexterity and speed with confidence; 2) the works are short and relatively easy to 

memorize; 3) the works have audience appeal, thus building a student's confidence in 

performance; and 4) given their relation to early twentieth-century popular concert music 

in the United States, these solos allow for lessons in stylistic interpretation. 

Given the resurgence of interest in the performance of concert band music from 
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the early twentieth-century, a case could also be made for publishing the band 

accompaniment for John Heney's xylophone solos. Newly edited band arrangements of 

these solos would be valuable to many percussionists and teachers in search of solos 

from this genre, including high school and college students, band directors, college 

percussion teachers, and professional xylophone soloists. While there is access to the 

band accompaniment for Bolero Impromptu and Spitfire Galop, a new band 

accompaniment for The Carnival of Venice could be arranged using the available 

archival recording of John Heney's daughter Jessie performing the work in 1945. John 

Heney's compositions, if edited properly, would be a valuable addition to the existing 

percussion repertoire. Given my strong familiarity to the music, I plan to be the editor 

for the solo pans. 

John Heney never published his transcription of Franz Liszt's Second Hungarian 

Rhapsody or his arrangement of Irving Berlin's Marie. He did, however, donate these 

solos to the University of Michigan, which now has the copyright. The University of 

Michigan, Dr. Michael Udow (Professor of Percussion at the University of Michigan), 

and I plan to publish John Heney's Second Hungarian Rhapsody and Marie. For 

Second Hungarian Rhapsody, the band parts are intact and the xylophone solo, while 

incomplete, could easily be finished. A full score would have to written. For Marie, the 

xylophone solo, band arrangement, and piano score are complete, but the music would 

need to be edited. A full score would also have to written. In a software program such 

as Finale, Second Hungarian Rhapsody and Marie could be edited, published, and 

marketed for public use. 

APPENDIX A: COMPLETE CATALOG OF WORKS 

COMPOSED. ARRANGED AND TRANSCRIBED BY JOHN J. HENEY 

A. Xylophone and Marimba 

1. Bolero Impromptu: Xylophone solo & piano/band 

2. Spitfire Galop: Xylophone solo & piano/band 

Fillmore Bros. 1941 

Fillmore Bros. 1941 
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*2). The Carnival of Venice: Xylophone/Marimba Fillmore Bros. 1947 
solo & piano/band 

4. Second Hungarian Rhapsody: Xylophone solo & band Unpublished 

5. Marie: Xylophone solo & band/piano Unpublished 

6. When You and I Were Young Maggie: Solo marimba Unpublished 

7. Somewhere My Love: Solo marimba Unpublished 

B. Batterie Percussion 

I. Bolero: Trio for Snare Drums Fillmore Bros. 1940 

2. Jessie, Johnnie and Mary: Trio for Snare Drums Fillmore Bros. 1940 

3. Admiral Byrd: Snare Drum Duet Fillmore Bros. 1941 

4. Admiral Dewey: Snare Drum Duet Fillmore Bros. 1941 

5. Admiral Farragut: Snare Drum Duet Fillmore Bros. 1941 

6. Admiral Sims: Snare Drum Duet Fillmore Bros. 1941 

*7. The Air Express: Quartet 
(2 snare drums, cymbals, bass drum) 

Fillmore Bros. 1941 

*8. The Big Show: Drum Quintet 
(3 snare drums, cymbals, bass drum) 

Fillmore Bros. 1941 

9. General Grant: Solo for Snare Drum Fillmore Bros. 1941 

\0. General Lee: Solo for Snare Drum Fillmore Bros. 1941 
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APPENDIX A (continued) 

11. General Pershing: Solo for Snare Drum 

12. General Washington: Solo for Snare Drum 

* 13. The Midnight Express: Snare Drum Quartet 

* 14. Military Men: Quintet 
(3 snare drums, cymbals, bass drum) 

*15. The Parade of the Quints: Quintet 
(3 snare drums, cymbals, bass drum) 

*16. The Pony Express: Snare Drum Quartet 

* 17. A Soldier's Life ( A Rhythm Story): Quintet 
(3 snare drums, cymbals, bass drum) 

*18. The Submarine Express: Quartet 
(2 snare drums, cymbals, bass drum) 

* 19. Captain Blount: Trio for Snare Drums 

*20. Dawn Patrol: Trio for Snare Dmms 

Fillmore Bros. 1941 

Fillmore Bros. 1941 

Fillmore Bros. 1941 

Fillmore Bros. 1941 

Fillmore Bros. 1941 

Fillmore Bros. 1941 

Fillmore Bros. 1941 

Fillmore Bros. 1941 

C. L. Barnhouse 1960 

C. L. Barnhouse 1960 

* Housed in the Library of Congress. Washington. D.C. 
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APPENDIX B: DISCOGRAPHY 

A. Published Recordinss ' - • g 

{.The Revelli Years: With Famous Artists and the University of Michigan 
Symphony Band, Volume III. Golden Crest CRS-4211. 

B. Archival Recordings 

1. Carlson, Donna. Cassette recordings made from 78 discs of John J. Heney. 
Jessie Heney (Sangster), and herself performing various xylophone solos in 
1945. 

2. McEmber, Robert. Reel-to-reel recording of John J. Heney performing 
xylophone solos with the Cudahy (WI) High School Band in 1969. 
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APPENDIX C: COPYRIGHT PERMISSION 

CARL FISCHER 
Music PuMativre Sine* 1872 

March 3. 1998 

Mr. MacChew Parlinc 
MUSIC Owpsrtment 
California Stat* Uaiv-ersitYi Fr^ano 
2380 E. Keats Av«ouc 
Fresno, CA 93f40-8024 
VIA FAX: (209) 278-6800 

Dear Mr. Oarling: 

hereby (rant you pernlssion to reprint xyiophon* »olo parte 
froB THE CARMIVAL OF VENICE, BOLERO IMPROMPTU and SPITFIRE GALOP, 
all by John J. Heney, In y&ur doctoral diaeertation which ]rou are 
preparing for the Unlvpraity of Arizona, Tucson. 

Please include the correct copyright notices In your disaertition 
and indicate that these works are being used with our permission. 

Any distribution or 6«lw of your dlssertacior. beyond the 
requirements of your university (which is d«e«ed to include 
dias«»inat ion by University Microfilns) will raquire our 
additional perniesioa. 

With all best wishes, 

Car) Foettsr he., 62 Coopcf Squan. New York. NV 19003 (Zi2) 777-OKO Far. (212) 477-4129 rinp://Www eaitiscntr.com 

1 Hichaelson, Manager 
Copyright 4 Royalty Dept. 

CM/mf 



APPENDIX D: PUBLISHED SOLO XYLOPHONE PARTS 
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APPENDIX F: INSTRUMENTATION FOR JOHN J. HENEY 
BAND ARRANGEMENTS 

Index: Y = in collection. N = not in collection, I = incomplete part 

All parts are in original manuscript unless otherwise noted. 

1 • Bolero Impromptu by John J. Henev. Music housed in the 
U. S. Marine Band Library. Washmgton. D.C. 

conductor score .N 
conductor part Y 
xylophone solo Y 
1st cornet Y 
2nd comet Y 
3rd comet Y 
1st horn (F) Y 
2nd horn (F) Y 
3rd horn (F) Y 
4th horn (F) Y 
1st trombone Y 
2nd trombone Y 
3rd trombone Y 
baritone Y 
bass Y 
drums (bd/sn/cym/castanets/tambourine) Y (2 parts) 
timpani N 
1st flute Y 
2nd flute Y 
1st oboe Y 
2nd oboe Y 
1st bassoon N 
solo clarinet N 
1st clarinet Y 
2nd clarinet Y 
3rd clarinet Y 
alto clarinet N 
bass clarinet N 
alto saxophone Y 
tenor saxophone Y 
baritone saxophone Y 
bass saxophone Y 
piano Y (printed published version) 
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2. Spitfire Galop bv John Henev. Music housed in the 
U. S. Marine Band Librarv. Washington. D.C. 

conductor score N 
conductor part N 
xylophone solo Y (printed 
1st comet Y (2 parts) 
2nd comet Y (2 parts) 
3rd comet Y (2 parts) 
1st horn (F) Y 
2nd hom (F) Y 
3rd hom (F) Y 
4th horn (F) Y 
1 St trombone Y 
2nd trombone Y 
3rd trombone Y 
baritone Y 
bass Y (2 pans) 
drums (bd/sn/cym) Y (3 pans) 
timpani N 
1st flute Y 
1st oboe Y 
1st bassoon Y 
solo clarinet N 
1st clarinet Y (3 pans) 
2nd clarinet Y (3 pans) 
3rd clarinet Y (3 pans) 
alto clarinet Y 
bass clarinet Y 
alto saxophone Y 
tenor saxophone Y 
baritone saxophone Y 
bass saxophone Y 
piano Y (printed 
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3. Second Hungarian Rhapsody bv Franz Liszt, transcribed bv John J. Henev. Music 
housed in the University of Michigan. Ann Arbor. School of Music Library. 

conductor score N 
conductor part N 
xylophone solo I 
1st comet Y(2 parts) 
2nd comet Y(3 parts) 
3rd comet Y(2 parts) 
1st hom (Eb) Y 
2nd horn (Eb) Y 
3rd hom (Eb) Y 
4th horn (Eb) Y 
1st trombone Y 
2nd trombone Y 
3rd trombone Y 
baritone Y(2 parts) 
bass Y(6 parts) 
drums (sn/cym/tri/bells/ Y(2 pans) 
bass drum Y 
timpani Y 
flute Y(3 parts) 
oboe Y(2 parts) 
1st bassoon Y(2 parts) 
2nd bassoon Y 

parts) 

sarrusophone Y 
solo clarinet N 
1st clarinet Y(3 parts) 
2nd clarinet Y(3 parts) 
3rd clarinet Y(4 parts) 
alto clarinet Y 

parts) 

bass clarinet Y 
alto saxophone Y(2 parts) 
tenor saxophone Y 
baritone saxophone Y 
bass saxophone Y 
piano N 
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4. Marie bv Irving Berlin, arranged bv John J. Henev. Music housed in the University 
of Michigan. Ann Arbor. School of Music Library. 

conductor score N 
conductor part N 
xylophone solo Y 
1 st comet Y 
2nd comet Y 
3rd comet Y (2 parts) 
1st horn (F) Y 
2nd horn (F) Y 
3rd hora (F) Y 
4th horn (F) Y 
1 St trombone Y 
2nd trombone Y 
3rd trombone Y 
baritone Y (2 parts) 
bass Y (5 parts, 6th part I) 
drums (sn/cym) Y (3 parts) 
timpani N 
flute Y (2 parts) 
oboe Y (2 parts) 
bassoon Y (2 parts) 
solo clarinet N 
1st clarinet Y (3 parts) 
2nd clarinet Y (2 parts) 
3rd clarinet Y (4 parts) 
alto clarinet Y 
bass clarinet Y 
alto saxophone Y (2 parts) 
tenor saxophone Y 
baritone saxophone Y 
bass saxophone Y 
piano Y 
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