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Marien Trompet (Ger.). TRUMPET MARINE.

Mariétan, Pierre (b Monthey, 23 Sept 1935). Swiss 
composer and conductor. He studied with Marescotti 
and others at the Geneva Conservatory (1959-60) and, 
from 1960 to 1962, with Zimmermann (composition) 
and Koenig (electronic music) in Cologne at the 
Staatliche Hochschule für Musik and the Hochschule 
für Musik der Stadt Köln. He also attended the 
Darmstadt summer courses (1960-61) and the classes 
given by Boulez and Stockhausen at the Basle Academy 
of Music (1961-3). In the mid-1960s he worked in the 
electronic music studios of West German Radio and 
held scholarsh.ps to the Cologne Courses for New 
Music (1963-6), directed by Stockhausen and 
Pousseur. During this period he appeared in most 
western European countries as a conductor of contem 
porary music. In Paris in 1966 he founded the Groupe 
d’Etude et de Réalisation Musicales (GERM), an en 
semble of instrumental soloists who perform their own 
music in France and abroad. Under Mariétan’s contin 
uing direction GERM has become one of the leading 
groups in both improvisation and playing notated 
scores. From 1967 he worked as a composition teacher, 
at Dartington (1967), Sion (1968-70) and Paris, where 
in 1972 he assumed the directorship of the Garges-lès- 
Gonesse Conservatory. Also in that year he received the 
composition prize at the International Seminar of 
Composers, Boswil. In his creative work he quickly 
overcame the appreciable influence of Boulez and, in 
close contact with instrumentalists, turned to composing 
sketch-scores and guidelines for improvisation, some of 
the former being intended for amateurs and children. He 
is also deeply concerned with ideas for new forms of 
concert in which past and contemporary music might be 
fused. WORKS

(s e le c t iv e  list)
Orch: Exposés I—II, 21 insts, 1961; Faces I—II, 18 insts, 1961; Pièce 

centrale, 21 insts, 1961; Minutes, chamber orch, 1964; 
Tempéraments, 1964-5, rev. 1969; Interfaces, str, tape, 1971; 
Images du temps, chamber orch, 1964-74; M + , 1974 

Chamber: Passages I—III, va, vc, 1961; Trait(s), 1-9 vn, 1961; Ersatz, 
va, 1961; Caractères, fl, va, db, 1961; Circulaires, 1-3 pf, 1-12 
hands, 1966; Forte-piano, 1 wind, pf, elec, 1966-8; Marques, vc, pf, 
1966; Parts et ensembles, fl, cl, bn, pf, 3 perc, va, db, 1967; 
Systèmes, pf, 1968; Quatemio I, carillon, 1970; Remémoration d’un 
ami commun, vn, pf, tape, 1970; Version III, vn, vc, tape, 1971; De 
par ce fait, eng hn, basset-hn, 7 hn, tape, 1975 

Vocal: Récit suivi de légende, S, fl, eng hn, cl, hn, harp, pf, va, 1963-6; 
Initiales de Marsyas, S, fl, sax, trbn, harp, pf, va, vc, 1967; 7 jours de 
Marsyas, speaker, 2 or more insts, 1967; Scène I (sur-sis), female v, 
wind, harp, pf, 2 perc, vn, vc, 1970 

Miscellaneous: Initiatives, programme d’action musicale, 1968-72: 
MF/MP, essai instrumental et radiophonique, 4/8/16 insts, 1970; 
Change, 4 2-track tapes, 1971; Milieu et environnement, exécution 
simultanée de plusieurs pièces pour une ‘musicalisation d’un espace 
déterminé’, 1971; Milieu-environnement-radiophonie, 1963-72; 
Anti-musiques, vv, stones, whistles, insts, 1972; Pointcontrepoint, 28 
pf, 1972; Je donne à entendre, 6/8 insts, speaker, elec, 1975; Son 
silence bruit, 1 musician, 1975

Principal publisher: Jobert
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Marigalis. See MADRIGAL, §1.

Mariinsky Theatre. St Petersburg theatre opened in 
1860; see Le n in g r a d , §2.

Marimba. In parts of eastern and southern Africa, one 
of the many linguistically related names that denote 
various types of xylophone or lamellaphone. In Latin 
America the term is mostly used for the calabash- 
resonated xylophone introduced from Africa, but in 
19th-century Brazil it also applied to calabash-resonated 
lamellaphones of African origin, and in Colombia it is 
used generically to denote any melodic instruments 
other than aerophones (see List). The name is now 
almost universally applied to the commercially manu 
factured, fully resonated orchestral xylophone developed 
from Latin American models. This article is concerned 
with xylophones; for marimba lamellaphones see 
LAMELLAPHONE, §2. See also the entry ‘Marimba’ in 
Appendix A.

1. Africa. 2. Latin America and the orchestral marimba.

1. Af r ic a . In some Bantu dialects the term ‘rimba’ (or 
‘limba’) (for example, among the Mang’anja and Lomwe 
of Malawi and Mozambique) means a single-note xylo 
phone. Rimba (or limba) generally suggests a ‘flattish 
object sticking out’ (Nurse, p.35), such as a note or key 
of either a xylophone or a lamellaphone. ‘Marimba’ (or
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1. Chopi mbila (marimba) players at Quissico, Inhambane 
district, Mozambique
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'malimba’) is derived from the addition of the Bantu 
cumulative prefix ma to the stem rimba (or limba, r and 
/ being the same phoneme in many Bantu languages). 
'Marimba' is, therefore, the full instrument, consisting of 
many rimba (notes). Among the many different Bantu 
ethnic groups who use such instruments the prefixes can 
vary according to the nature of noun classes in the 
languages concerned. Hence the Lozi of Zambia call 
their xylophones silimba, the Sena of Malawi call theirs 
valimba or ulimba, and the Luvale of north-eastern 
Angola call their two-key instruments jinjimba. Nurse 
(p.34) maintained that the stem rimba must be closely 
related to the stem mbira (or mbila) which is also widely 
used, though only in southern and south-eastern Africa, 
for both xylophones and lamellaphones, and he sug 
gested metathesis as the reason for this.

The marimba of the Shangana-Ndau people of 
Mozambique is an example of the calabash-resonated 
instruments of this area. The calabashes are individually 
tuned to the pitch of each key and, like many other 
African instruments, are fitted with a mirliton to modify 
the timbre: these mirlitons can be made from various 
types of natural membrane. Tracey (1948) provided a 
full description of the similar but larger timbila xylo 
phones of the Chopi, neighbours of the Shangana-Ndau. 
An illustration in Merolla da Sorrarto shows a portable 
xylophone with calabash resonators from the kingdom 
of Congo (in northern Angola) called ‘marimba’. He 
wrote that 'mostly four marimbas are played together’. 
This practice was exported a little later to the north;

such groups of four instruments are still played in 
southern Cameroon, but there the name 'marimba’ has 
become obsolete, giving way to the name 'mendzang' 
(Ngumu, 1976). On the east African coast the 
instruments associated with the name 'marimba' are 
quite different from the varieties already described. On 
the islands of Zanzibar and Pemba and among the 
Zaramo people of the Tanzanian coast a marimba is a 
box-resonated xylophone, and in inland Tanzania it is a 
lamellaphone.

African terminology conflicts with the use of the 
word ‘marimba’ by Western musicologists during the 
first half of the 20th century (see Nadel, Husmann and 
others). Western musicologists developed a ‘marimba 
stereotype’ with a tendency to call any African xylo 
phone a marimba (but especially those with a portable 
frame slung around the player’s neck; fig.l) and any 
lamellaphone a sansa. This is contrary to the meaning of 
the terms in African languages.

2. La t in  Ame r ic a  a n d  t h e  o r c h e st r a l  ma r imba . 
The calabash-resonated xylophone may have been 
introduced to this area in pre-Columbian times 
(Izikowitz) or by African slaves in later centuries. It was 
once known in Peru and is still played in Brazil, 
Ecuador, Nicaragua, Cuba, Mexico (the zapotecano) 
and Guatemala, where it holds the status of national 
instrument (fig.2; see GUATEMALA, §11, 1). Here the 
instrument was further developed by the addition of a 
second keyboard to give a fully chromatic range. The
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2. Marimba de tecomates of the Cakchiguel-Maya of San Jorge la Laguna, Guatemala



3. Modern four-octave or 
chestral marimba by J. C. 
Deagan, Chicago
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first of this type were built by Sebastian Hurtado in 
1894 and popularized by the famous Hurtado Brothers’ 
Royal Marimba Band of Guatemala.

The manufacture of the modern marimba (fig.3) as 
used in the orchestra began in the USA in 1910, the 
earliest experiments being made by J. C. Deagan and 
U. G. Leedy. Stopped metal tubes graduated in length 
served as resonators which for very deep notes were 
made U-shaped. The vibrating membrane feature was 
used in certain models (the nadimba, recently revived). 
Later experiments included the octarimba (obsolete) in 
which two narrow bars an octave apart in pitch were 
arranged side by side, the octaves being struck sim 
ultaneously by fork beaters. The marimba became a 
popular instrument in vaudeville and light ensembles. It 
was considerably enhanced by Clair Omar Musser, vir 
tuoso and composer, who gave a memorable concert 
with his 100-piece marimba band in 1935 at Carnegie 
Hall in New York.

With the exception of Percy Grainger, who scored 
for the marimba and nadimba before 1914 (the suite In 
a Nutshell), serious composers neglected the marimba 
until after World War II. Milhaud’s Concerto for 
marimba and vibraphone (1947), in which the tech 
nique of four-hammer playing was exploited, was one of 
the first postwar compositions to make extensive use of 
the marimba. The instrument is being increasingly used 
in the large orchestra. It occurs in Richard Rodney 
Bennett’s First Symphony, Hartmann’s Eighth Sym 
phony (which includes cadenzas for two marimbas), 
Messiaen's Chronochromie and Carl Orffs Antigonae. 
Concertos for marimba and orchestra have been written 
by several composers, including Robert Kurka, James 
Basta and Paul Creston.

The compass of the orchestral marimba varies. In 
general the instrument commences at c and ascends 
three or more octaves. Bass marimbas reach two octaves

below c'. An instrument with an extended compass is 
occasionally termed XYLORIMBA (see XYLOPHONE). 
Hard beaters are rarely used on the marimba, as they 
would damage the slender bars and rob the instrument 
of its characteristic mellow sound. Music for the instru 
ment is written (usually at actual pitch) in either the 
treble or bass clef, or at times on a double staff.
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