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PASSION, INSPIRATION CREDIBILITY
AND COOPERATION — VALUES THAT MAKE ARTISTIC,
PEDAGOGICAL AND PERSONAL SUCCESS POSSIBLE

Purpose of work. The aim of the work is to present the features, values
and behaviours that determine the achievement of professional, artistic,
pedagogical and personal success. The main idea is to indicate the ways and
methods allowing to use and convey the timeless wisdom and experiences
of our masters for the benefit of our listeners, recipients, pupils, and our
own. Another issue raised is the need of proper and full understanding the
aspects of credibility and collaboration as without it the mission of the artist
and mentor cannot exist. A very important idea contained in the article is to
indicate the particular characteristics of a credible musician and educator.
Not only practical knowledge and wisdom, but above all the theoretical
aspect involving the full area of different issues — historical, performance,
formal and associative ones that allow for a query of the reference literature.
The methodology used in the research process uses the analysis of many
years of experience based on artistic and didactic effects, observation of
the community, reinterpretation of specialist literature and the analysis of
issues and components of cognitive processes. The scientific novelty. Each
subsequent, individual view on the issue of didactics and self-realisation in
the artist’s profession is innovative and absolutely advisable. Even if we raise
an already known issue, we do it in accordance with the process of teaching
and self-improvement consisting in the endless repetition and consolidation

© Piotr Sutt, 2021



162 ISSN 2524—0447. My3uune mucmeumeo i kyromypa. 2021. Bunyck 32 knuea 2

of specific movements, associations, conclusions, thoughts, or the permanent
implementation of ethical, pedagogical and cultural principles. Therefore,
what is new in this case is my perspective of the mechanisms and driving
forces shaping the development of the artistic and pedagogical personality
of a teacher, master, mentor and social authority. Conclusions. To sum up,
it is knowledge and skills that build a feeling of trust in the first place and
show the artist in the light of either credibility or falsehood. The main task
is to develop competences that allow us to be perceived as a credible artist-
pedagogue. However, this is not enough to build full confidence and trust in
the verbal, written and expressive information we communicate — by playing,
singing, composing or conducting. If passion does not show through the sounds
and phrases of our concerts and the lines of our lectures, it will be difficult to
inspire — to give afflatus, faith and tools for success.

Key words: passion, inspiration, credibility, success, cooperation,
knowledge, competence, artistry, trust, pedagogic.

Cymm Ilempo, npogecop, dokmop mucmeuyms, 3asioysay Kagpedpu
yoaprux incmpymenmie Myszuunoi axademii imeni Ipancunu ma Keticmyma
bauesiueri 6 Jloozi, [lorvua

Ilpucmpacmov ma namxuenns, doeipa ma cniepooimnuymeo — uinHocmi,
AKI pobaamb Xy00xcHill, nedazoziynuii ma ocooucmuil ycnix moxcaueumu

Mema pobomu. [Ipedcmasumu moodeai ma ocobausocmi nogedinku, sKi
BU3HAUAIOMb 00CACHEHHS NPOQeciiiHo20, apmucmu4Ho20, nedacoeiyHo2o ma
ocobucmoeo ycnixy. OcHo8Ha idesi noaseac @ momy, wob Hamimumu Wasxu
ma memoou, w0 00360A810Mb BUKOPUCMOBY8amu i nepedasamu myopicmo i
doceid Hawux maticmpie Ha 64a20 HAWUX cAYyXa4is, yuHie i eaache Hac. [Hwe
numanHa — ye HeoOXiOHiCMb NPasUAbHOR0 MA NOBHO20 PO3YMIHHA ACheK-
mie dosipu i cnienpayi, 0cKinbKu 0e3 Yboeo Micis apmucma i HACMAGHUKA
He moowce ichyeamu. Jyxwce eaxcausea ides, w0 micmumoecsa y cmammi, —
eKazamu Ha 0cobaueoCcmi 3acaye08ylo40e0 Ha 008ipy Mmy3ukauma i neda-
20ea i He MinbKu 1020 npakmuuHull 0oceid i mydpicms, a, i, nepul 3a éce,
meopemuyHi 3HAHHA, WO OXONAIOMb Pi3Hi acnekmu: icmopuyHi, eupobHuYi,
hopmanvni ma acouiamueni. Memoodoaozis, wo 3acmocogyemscs 6 npoueci
docaioxcenHs, cnupaemocsa Ha aHaniz baeamopiynHoeo 00ceidy, 3aCHO8AHO20
Ha Xy0oxucHix I OudaKkmuuHux egekmax, CNOCMEpeddceHHi 3a CRinbHOmMOIO,
nepeocMUCAeHHI CheyianbHoi Aimepamypu ma aHaaizi NUMAaHs | KOMNOHEHMI8
niznasanvroeo npouecy. Hayxoea noeusna. Koxcen indusioyanvruii noeiso
Ha numanHa oudakmuku i camopeanizayii 6 npoghecii xydoxchuka Hogamop-
cokull i abcoaromuo doyinvHull. Hasime sxuio mu nioHimaemo egce 8idomy
npobaemy, mu pooumo uye y 6i0nogioHocmi 3 npoyecom HAGYAHHS i camosoo-
CKOHANEHHS, W0 NOASA2AE 8 HECKIHYEHHOMY NOBMOPEeHHI | KOHcoaidayii neéHuX
pyxie, acouyiayiil, 8UCHOBKI8, JYMOK ab0 NOCMILIHOMY 3ACMOCYSAHHI emut-
HUX, 0C8IMHIX ma KyabmypHux npunyunie. Taxum vuHom, HOBU3HA NOAS2AE
6 MOMy, W0 npedcmasieHull HOBUL pPAKypC HA MeXaHizmu i pywlitiHi cuau,
aKi opmyroms po3eumox apmucmuyHoi i nedaeoeiuHoi ocobucmocmi e4u-
meas, maticmpa, Hacmasnuka i asmopumema. Bucnoexu. [liosodsuu nio-
CYMOK, MOJCHA CKA3amu, W0 came 3HAHHA | HABUUKU CMBOPIOMY, Y NepuLy
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uepey, nouymms 008ipu i noKazylome apmucma y ceéimi npaedonodionocmi
abo 6pexni. OcHosHe 3a60AHHA — PO3GUMOK KOMHemeHUill, uo 0036045110Mb
chpuuMamuy Hac SK aemopumemnozo nedaeoea-apmucma. OOHAK Uboeo
HedocmamHvo 0451 NOBHOI 008IpU [ 6NEBHEHOCMI Y CA0BeCHIU, NUCbMOBILL
ma eupasHiil ingopmayii, Ky mu nepedaemo 3a 0ONOMO20H BUKOHAHHS HA
iHcmpymenmi, eonocom, nuwiyuu abo oupueyrodu. SAxuwo npucmpacme He npo-
ABAAEMBCA Y 36YKAX | hpazax Hawux KoHyepmie ma paoKkax Hawux Aexyill,
0yode ckAaOHO HAOUXHYMU — MOmMuUeyeamu, 0amu 6ipy i 6Kazamu Ha WAAXU
01 00CsieHeHHs YCnixy.

Karouogi caoea: npucmpacms, HamxueHHs, 00CMOGIpHicMb, YCHIX, CHiG-
npaus, 3HAHHA, KOMHNEMeHmHIiCmb, apmucmu4Hicms, 008ipa, nedazoeika.

To know the cause why music was ordain’d!
Was it not to refresh the mind of man
After his studies or his usual pain?

William Shakespeare
(The Taming of the Shrew, act IlI, scene 1)

The relevance of the problematic of this article. The topic that
I would like to raise contains itself some hierarchy of values that
follows the guidelines of art, pedagogy and psychology. Depending
on the point of view, mission and things we do professionally, there
are other yet how vital pursuits and goals. The aim of the article.
Being a teacher-mentor it’s important to work out a broadly defined
pedagogical success; being a conscious musician to achieve full
virtuosity, artistry and artistic success or career. But isn’t it more
important to give your students, listeners and yourself joy, pleasure
and contentment? Of course, they’re relative terms, dependent on
needs, possibilities and circumstances, but they should be a part of
every person’s life. The scientific novelty. 1 think the values listed in
the topic are absolutely fundamental for achieving success- but not
just your own, measured with the number of excellent alumni and
competition laureates, own concerts or contracts. These values are
also traits that we, as people, humanists, artists and educators must
develop in others!

The main content of the article. To do so, credibility is essential,
and cooperation is crucial in all interpersonal relations if we want
to achieve anything. Inspiration is a force which drives first us,
then others and, by going full circle, others inspire us because
they are inspired by someone or something else. Then there is
passion. A virtually unlimited source of energy, power, creativity
and success. Passion can be passed on, incepted in minds hungry
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for knowledge. Do you need to have passion, or maybe just enough
to be able to spot it and let it act?

Calvin S. Hall, Gardner Lindzey wrote a fascinating book
Theories of personality, which for me became a source of invaluable
knowledge and let me understand processes and mechanisms that
my pupils, listeners and myself undergo.

I would like to cite a short passage relating to the core of all
human acts. ‘This is Goldstein’s master motive; in fact, it is the
only motive that the organism possesses. What appear to be different
drives such as hunger, sex, power, achievement, and curiosity are
merely manifestations of the sovereign purpose of life, actualize
oneself. When a person is hungry he actualizes himself by eating;
when he craves power he actualizes himself by obtaining powers»
[10, p. 306].

What about us, artists, instrumentalists, vocalists, conductors,
composers, music theorists? Don’t we self-realise through playing,
practising, singing, composing, listening to music? Or while
teaching, educating and motivating our students and ourselves?
Or just simply through participating in culture as such? There aren’t
many professions that give so many opportunities to complete self-
actualisation, fulfilment and at the same time diversity, evaluation
and, what is most important, uniqueness.

Credibility — in my opinion it’s the most important quality of
both a musician and a teacher. Let’s think of a puckish example.
An artist during a performance uses already existing ideas, created
a long time ago. Is it credible enough? Is it authentic? Surely yes, if
this given performance is based on quality and knowledge of theory,
history, technique, but most importantly if the interpretation is
based on profound analysis, genesis of an opus, its structure and
style. Now I could start pinpointing the significant components, at
least those connected with the origins, like the cultural background,
specific moments from the composer’s biography etc. There are
certainly more of them, but I simply enumerate some important
factors that make a performance credible.

So we have the first meaning of credibility for an artist. What
about a very young artist? Here we go with the crucial task for
us. That’s us, pedagogues, educators, must teach a novice how to
become credible, how to be authentic. What do we do then? What
should we teach them? Above I mentioned just a few things from
several dozens important ones. And we all realise there is even
more. Now I would like to highlight one thing. Will we let our
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students become credible in the future? That’s the question we
cannot avoid. That is what we need to think over.

What about our credibility? How do our students see it?
All the issues I’ve just mentioned plus, well... Let’s remind ourselves
of our own masters. Were they credible to us when they were
teaching us? I’'m absolutely sure the vast majority were exactly
that. Let’s analyse ourselves the factors that made us trust them,
believe them and in them. What caused them to be credible to
us? What made them role models in our eyes? The way to the
Art World is already open, we can’t look for any shortcuts. What we
should do right now is just to show them the way. The broadway.
And all this can happen thanks to the knowledge we have. Because
we are conscious. And that is why now we can pass on all of the
knowledge and skills, because we are aware of constant evolving,
verifying and perfecting.

Credibility is competences, honesty, ethics, virtuosity, but
mostly knowledge and wisdom. And also what I think is the most
important value — something called “life wisdom”. Let’s pass
it on. Let’s rock n’ roll! This is our priority, we have to share
our experiences, thoughts and artistic “know-how”, or our “blue
chips”. Let’s teach young people do things correctly, let’s protect
them from the mistakes we might have made years ago.

Many years ago, Christine Kuper, the wife of an excellent
German composer, Karl-Heinz Kiper said that artists who want
to posses knowledge of music must read biographies of composers
obligatorily. Following her idea, I want to add that also biographies
of artists, history books about music-related fields, as well as
countless publications containing analyses and practical guidelines
are indispensable and priceless sources prompting us how to become
an authentic and accomplished artist.

To sum up the first chapter on credibility, as a percussionist, I higly
recomend several, in my opinion, excellent resources that help enrich
knowledge, enable cognition and arouse love for the world of percussion
without scaring ourselves off as we by nature like things we are already
familiar with. Some of the books mentioned in the bibliography are not
strictly on percussion issues, they are transdisciplinary and universal
(see, e.g., [1—4; 6—9; 11—17; 21; 23; 24]).

Passion is the most difficult value to teach. We cannot teach it,
actually. We must equip young artists with it somehow. We must
discover it awake it, kindle it until it becomes a natural motivator
for our students.
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I often talk to lots of students, graduates, teachers, lecturers,
educators. And every time I wonder how it is possible that our
didactics barely mention motivation and passion. There’s not
enough emphasis put on motivational methods, healthy rivalry,
cooperative learning and what is more important — developing
passion and teaching consistency.

Sometimes it is just enough if we don’t disturb our students’
development and we allow instinctive reactions or intuitive
solutions, according to Maria Montessori’s concepts (see, e.g.,
[18; 19]). The story of Mariele Ventre, told in the film [ ragazzi
dello Zecchino d’Oro, directed by Ambrogio Lo Giudice from 2019,
can be an excellent example of passion, dedication, commitment
and, above all, carrying out a mission.

Maybe on our personal reading list, in our own inner syllabus
there should be a book by Mihaly Csikszentmihalyi, Flow.
The psychology of optimal experience. This is a book that in the
most beautiful way describes the power of passion, volition and
enjoyment in taking actions. I often come back to that book while
preparing lectures not only for my students, but also all kinds of
businessmen and high-ranked managers that want to benefit from
the experiences of the world of art (see, e.g., [5]).

I often ask myself what passion really is. Of course, we
can try to find answers in weighty dissertations or hundreds of
psychology books, but in fact it is so personal that we should
rather find it ourselves. My very own definition of passion is
simply cognitive curiosity and inner potency, inclination to
take actions, do things. But it is essential that all these actions
are well-channeled, compatible with your “inner self” and as
coherent as possible.

While reading a relatively new book (2009) by Daniel H. Pink
entitled Drive. The Surprising Truth About What Motivates Us,
I realised in a really literal way the mechanisms of my greatest
pedagogical success. My students, aged 12—19, are members of
The Gdansk Jeunesses Musicales Percussion Ensemble and they
function really autonomously. For almost 5 years they have been
organising their rehearsals, have been looking for new repertoire,
have been compiling and composing programmes. And what is
more — they have always been perfectly prepared for any rehearsal
sessions or concerts. I haven’t needed to encourage, order mark or
gratify them. Curiosity. Challenge. That’s how it works. These two
things have become the prime mover that is regularly supported
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by inspiration, cooperation and the essence of being an artist —
performing on stage!

Daniel Pink mentions the results of Harry F. Harlow’s research
from 1949 and also Edward Deci’s from 1969. They highlight the
importance of inner cognitive power and curiosity [20, p. 11—18].
If we add the third and fourth powers — inspiration and taking
action through cooperation, we will get the ideal formula for fully
realised, genuine passion.

Inspiration — probably one of the most beautiful words, very
close to “life”, “family”, “love”, “happiness” and “health”.

Where do young people look for inspiration these days? I'm
afraid that inspiration finds them, emerging from a peculiar mix of
media, virtual reality and real life. Less and less often inspiration
takes form of the most obvious and valuable things. In the past,
real experiences used to be our greatest inspiration, especially
when intensified by the presence of people who participated and
shared things with us: backstage conversations, scents, ambience
and vibes, the opportunity to be close to the famous and admired
ones. How about now? I spoke to my pupils, students and younger
acquaintances. It turns out that most of perceptual musical delights
take place in front of a screen, usually a tiny one. People are often
thrilled or fascinated by a composer, performer or a piece of art
depending on the dynamics of the communication. Moreover, the
speed and pace of the performance is as important as its popularity,
and position among peak viewing figures which are often secretly
controlled by advertiser clients.

Is it possible to experience music, to experience art “at a
distance”? Do the fastest links, the best resolution and the greatest
sound give closeness, intimacy and bond with music understood
as the message of its creator? Can it be inspiring enough? In my
opinion it is not. My answer is three times “No”. Therefore, the task
of a master, educator or mentor is to make art adepts aware of this.
We are naturally inspired by someone or something. Analysing my
private, artistic and pedagogical life, I come to the conclusion that
my greatest inspiration came from a house full of music and beauty,
as well as from the evenings spent at the opera, philharmonic halls
and numerous travels around the world. I was inspired by artists and
composers, these contemporary ones and those creating years ago.
I remember the moments of euphoria and elation after listening to
a great concert, opera or seeing some opus of man or nature. Some
time ago I was talking to students about listening to music and it
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wasn’t even about listening to live music, but any music! Some of
them have never been to a symphony concert, opera performance
or recital of an artist playing the same instrument they do! And do
they listen to classical, jazz and contemporary music and at the
same time realising who the performer, composer or conductor is?

We can inspire with our knowledge, passion, performance but,
in my opinion, first of all with our personality and things we
have achieved in any area of life. Sometimes it is enough to tell
or even better play about what we feel when experiencing art.
To inspire is to show the path, purpose, epoch, period, style or
at least some facts from life of an artist. We need to inspire with
order, organisation, responsibility, but above all with the mood
and ambient that determines whether something that happens
around us during rehearsals and concerts is art, beauty and has at
least a bit of artistry. Inspiration is like air that cannot be seen or
felt, but without it it is impossible to breathe in the rhythm and
harmony of life.

Cooperation — from my point of view — a teacher, university
lecturer and musician it’s nothing more than performing together,
sharing the stage, sharing emotions, both joy and failure.
Cooperation is also letting and encouraging young artists to their
own interpretations and experiments that you control in a quasi-
covered way. Cooperation is also you accompanying them, being
there for them and their emotions.

The concerts I remember the best are those that 1 performed
together with my present or former students. These events joined
and cemented our artistic paths and helped to get a green light to
start a professional career. There is one requirement. No student-
teacher relation on the stage. No gringo-maestro dependance. All
performers, regardless of their age, rank, and experience, have
the same duties and rights. For me this is the ultimate form of
cooperation and trust.

Cooperation involves doing things together — creating,
modifying, enhancing etc. It also helps young artists and others
promote. Cooperation based on barter used to be popular once.
Wouldn’t it also be good today? Can’t it be a brilliant solution
to honest cooperation development? In our commercialised times
young artists cannot afford impresarios, patrons or so endorsed
and desirable stylists. That is why cooperating and supporting each
other is crucial. It leads to taking care of music, developing music.
And we have to agree that music is the lion’s share of our lives.
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To maintain the credibility described above, I present a
few examples of my cooperation with other artists, enthusiasts,
which allowed us to develop, improve our technique and enrich
the literature with new compositions. This is only one aspect of
possible cooperation, but maybe it will inspire others to act, not
necessarily in the same way, but it shall provoke new and, I hope,
even better ideas.

I have always been working with composers who inspired me
to create. The moment the goal had been reached, I would inspire
them to compose another masterpiece. Things come full circle so
we still cooperate, inspire and promote each other. We create. And
those who passed away still exist thanks to their wonderful music
that I am honoured to present and share with other people.

The first musician, who remains for ever in my heart is a
German composer, the late Karl Heinz-Kuper (1927—2011).
It all began with Concerto Ostinato for the vibraphone and orchestra.
This wonderful composition originally written for the vibraphone
accompanied by a guitar-mandolin orchestra also had a version
with a piano reduction and later an excellent version backed by a
string orchestra. I had the pleasure to play the orchestra’s premiere
version in Poland in 1988 and then in 1989 at the RAI concert
hall in Italy. It started our longtime friendship and everlasting help
from the composer. I used to live in a country behind the iron
curtain so it was impossible to get sheet music from the West.
My performances inspired the composer to create new pieces and
to write subsequent variations that enabled the performance of the
concerto in new configurations.

Coming back to the power of inspiration, I have to mention
a joint venture composition of Benedykt Odya and myself titled
Space of Time written specifically for the open lecture of a world-
famous astrophysicist, professor Aleksander Wolszczan. Fascinated
by the search for “cosmic” auralities in the databases of advanced
sound technologies and synthesisers, intergalactic photos from the
Hubble telescope and stories of the great astrophysicist we created
a composition combining electronic music, acoustic instruments,
images from the cosmos and the space of time. Since the premiere
in 2005 the composition was performed by me tens of times in the
most beautiful concert halls around the world, showing the synergy
of disciplines.

Inspiration by technology combined with amazing skills of my
former student, Piotr Jyzwiak led to composing a unique piece of
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music. Piotr was passionate about sound, graphics and mapping.
We were looking for proper repertoire while preparing for his final
exams. Eventually, I persuaded Piotr to create something genuine.
Oscillate is based on a short film by Daniel Sierra from New York
School of Visual Arts. It shows the beauty of sound, its colour and
shape and its correlation with the artist managing its existence.
This piece, thanks to the composer, is now a part of my repertoire
which fascinates the listeners.

The composer with whom i’ve been working with for nearly
10 years is an excellent artist and theorist — Piotr Komorowski.
My inspiration for beginning our work together was a book
Wonderful World of Percussion My Life Behind Bars by a legendary
artist — Emil Richards — a precursor of natural percussion sound
effects, an instrument collector and a consultant of many great
artists e.g., Leonard Bernstein, John Williams, Lalo Schifrin, Frank
Sinatra and Michael Jackson. (see, e.g., [22]).

Together with Piotr Komorowski we created a plan and
performance concepts of the Journey to the Centre of the Sound
composition written for the duo with my son and former student
as well — Barttomiej Sutt. In the piece the composer used his
favourite technique based on harmonic spectrums and subharmonic
structures.

Our biggest common project yet is undoubtedly the concert form
Dialogues for two percussionists and string orchestra performed by us
for the first time with the Polish Chamber Philharmonic Orchestra
conducted by Rodrigo Tomillo in Sopot in November of 2016 and
finally recorded for the CD in February of 2021. In the piece we
used acoustic instruments meticulously chosen for their timbres and
frequencies and the legendary sounds of the first electronic drums
that we produced on percussion MIDI controllers. Amazing music
using quarter tone scales, harmonic spectrums and recordings of
cymbals, whose sound samples underwent the composer’s spectral
analysis then using a software designed by the composer were
filtered to leave only the loudest parts of the spectrum to bring the
listeners and performers into the fabulous world of both the real
and virtual sound. Below a score part in which specific composer
(concrete) chords were used in the orchestral instruments’ part.
Here a sort of “sound fusion” occurs — the soloists play on real
cymbals and the orchestra creates the sound of cymbals with string
instruments — “a virtual cymbal”.
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Conclusions. I’ve presented my vision of an artistic life based on
cooperation, inspiration and passion. Using the experiences of my
unmatched role models, the potential of the surrounding youth,
modern technology and dreams coming true. It is knowledge
and skills that build a feeling of trust in the first place and show
the artist in the light of either credibility or falseshood. The main
task is to develop competences that allow us to be perceived as a
credible pedagogue-artist. However, this is not enough to build
full confidence and trust in the verbal, written and expressive
information we communicate — by playing, singing, composing
or conducting. If passion does not show through the sounds and
phrases of our concerts and the lines of our lectures, it will be
difficult to inspire — to give afflatus, faith and tools for success.

I have to leave the matter of credibility open. It’s you, readers,
concert listeners, our students and most importantly time that will
truly confirm and assess it.

BIBLIOGRAPHY

1. Beck J. Encyclopedia of Percussion. New York : Routledge, 2007.
452 p.
2. Blades J. Percussion Instruments and Their History. Wesport,
Connecticut : The Bold Strummer, 2005. 513 p.

3. Burton G. Learning to Listen. Boston MA: Berklee Press, 2013.
400 p.

4. Chenoweth V. The Marimbas of Guatemala. USA : The University
of Kentucky Press, 1974. 108 p.

5. Csikszentmihalyi. M. Flow. The Psychology of Optimal Experience.
New York : Harper Perennial Modern Classics, 2008. 336 p.

6. Cumberland A. The “Special” Timpanist. Brett Carvolth, 2017, 148 p.

7. Dearling R. Percussion & Electronic Instruments. London : Carlton
Books, 2001. 47 p.

8. Girsberger R. A Practical Guide to Percussion Terminology.
Ft. Lauderdale : Meredith Music Publications, 1998. 107 p.

9. Glass Ph. Words Without Music. New York : Faber & Faber, 2016.
432 p.

10. Hall C. S. Lindzey G. Theories of Personality. New York, London,
Sydney, Toronto : John Wiley and Sons, 1970. P. 305—306.

11. Hartenberger R. Performance Practice in the Music of Steve Reich.
Cambridge : Cambridge University Press, 2018. 292 p.

12. Hartenberger R. The Cambridge Companion to Percussion.
Cambridge : Cambridge University Press, 2016. 310 p.

13. Holland J. Percussion. London : Kahn & Averill, 1997. 283 p.

14. Kuhn L. The selected letters of John Cage. Middletown : Wesleyan
University Press, 2016. 674 p.



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2021. Bunyck 32 knuea 2 173

15. Lewis K. Aguilar G. The Modern Percussion Revolution, Journeys
of the Progressive Artist. New York : Routledge, 2014. 320 p.

16. Maycock R. Glass A Portrait. London : Sanctuary Publishing,
2012. 193 p.

17. Montagu J. Timpani and Percussion. London : Yale University
Press, 2002. 280 p.

18. Montessori M. The Montessori Method. New York : Wilder
Publication, 2009. 272 p.

19. Montessori M. The Absorbent Mind. New York : Holt Paperbacks,
1995. 320 p.

20. Pink D. Drive. Kompletnie nowe spojrzenie na motywacje.
Warszawa : Studio Emka, 2011. P. 11—18.

21. Reich S. Writings on Music. Oxford : Oxford University Press,
2004. 272 p.

22. Richards E. Wonderful World of Percussion My Life Behind Bars.
Albany : Bear Manor Media, 2013. 232 p.

23. Schick S. The Percussionist’s Art. Rochester NY : University of
Rochester Press, 2005. 248 p.

24. Schweizer S. Timpani Tone and the Interpretation of Baroque and
Classical Music. Oxford : Oxford University Press, 2010. 193 p.

REFERENCES

1. Beck, J. (2007) Encyclopedia of Percussion. New York : Routledge.
[in English].

2. Blades, J. (2005) Percussion Instruments and Their History.
Wesport, Connecticut: The Bold Strummer [in English].

3. Burton, G. (2013) Learning to Listen. Boston MA : Berklee Press
[in English].

4. Chenoweth, V. (1974) The Marimbas of Guatemala. USA : The
University of Kentucky Press [in English].

5. Csikszentmihalyi, M. (2008) Flow. The Psychology of Optimal
Experience. New York : Harper Perennial Modern Classics [in English].

6. Cumberland, A. (2017) The “Special” Timpanist. Brett Carvolth
[in English].

7. Dearling, R. (2001) Percussion & Electronic Instruments. London :
Carlton Books [in English].

8. Girsberger, R. (1998) A Practical Guide to Percussion Terminology.
Ft. Lauderdale : Meredith Music Publications [in English].

9. Glass, Ph. (2016) Words Without Music. New York : Faber &
Faber [in English].

10. Hall, C. S., Lindzey, G. (1970) Theories of Personality. New York,
London, Sydney, Toronto : John Wiley and Sons. P. 305—306 [in English].

11. Hartenberger, R. (2018) Performance Practice in the Music of
Steve Reich. Cambridge : Cambridge University Press [in English].

12. Hartenberger, R. (2016) The Cambridge Companion to Percussion.
Cambridge : Cambridge University Press [in English].

13. Holland, J. (1997) Percussion. London: Kahn & Averill [in English].



174 ISSN 2524—0447. My3uune mucmeumeo i kyromypa. 2021. Bunyck 32 knuea 2

14. Kuhn, L. (2016) The selected letters of John Cage. Middletown :
Wesleyan University Press [in English].

15. Lewis, K. (2014) Aguilar G. The Modern Percussion Revolution,
Journeys of the Progressive Artist. New York : Routledge [in English].

16. Maycock, R. (2012) Glass A Portrait. London : Sanctuary
Publishing [in English].

17. Montagu, J. (2002) Timpani and Percussion. London : Yale
University Press [in English].

18. Montessori, M. (2009) The Montessori Method. New York : Wilder
Publication [in English].

19. Montessori, M. (1995) The Absorbent Mind. New York : Holt
Paperbacks [in English].

20. Pink, D. (2011) Drive. Kompletnie nowe spojrzenie na motywacje.
Warszawa : Studio Emka [in Polish].

21. Reich, S. (2004) Writings on Music. Oxford : Oxford University
Press [in English].

22. Richards, E. (2013) Wonderful World of Percussion My Life
Behind Bars. Albany : Bear Manor Media [in English].

23. Schick, S. (2005) The Percussionist’s Art. Rochester NY :
University of Rochester Press [in English].

24. Schweizer, S. (2010) Timpani Tone and the Interpretation of
Baroque and Classical Music. Oxford : Oxford University Press [in English].



