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Welcome to Roots of Rhythm 
Roots of Rhythm: World Drumming for All Ages takes students on a journey to discover different 
types of drums and rhythm making, encourages them to make their own drums, percussion and 
music, and teaches them about different cultures and how drums have figured in migration and 
influenced world cultures. 

The comprehensive Roots of Rhythm curriculum was written by percussionist, instrument 
maker, educator and ethnomusicologist, Dr. Craig Woodson. It was developed by the Percussion 
Marketing Council (PMC), with support from NAMM (the International Music Products 
Association) and the International House Of Blues Foundation. Supplements were provided by 
leading music educators including Jessica Baron and Anne Fennell. 

The goals of Roots of Rhythm are to get elementary school students excited about drums, rhythm 
making and learning and to offer teachers an exciting, hands-on curriculum that supports current 
state teaching content standards. 

Roots of Rhythm is innovative because it uses music to teach in a cross-disciplinary way. In 
other words, it takes music making out of the band room and into the regular classroom, where 
the general population of students will be exposed to the enjoyable and beneficial aspects of 
music making 

Taking an interdisciplinary approach, Roots of Rhythm encourages teachers to use drums to 
enhance their classroom content. Teachers of non-music disciplines—social studies, language 
arts, science, math and visual and performing art—may use Roots of Rhythm on their own or in 
collaboration with other teachers. 

Roots of Rhythm also offers opportunities for music dealers to reach out to their communities 
and local schools, to attract new prospects and increase traffic to their stores and to inform and 
intrigue a new generation of musicians. 

Trainer Training 
A variety of Teacher Training workshops have taken place throughout the United State since the 
initial release of the RoR curriculum in 2005. With the publication of this Training Manual, and 
the subsequent implementation of RoR Trainer Training Workshops, the PMC has begun the 
process of establishing a national network of RoR Trainers and Teacher Training Workshops. 
Individuals who attend the Trainer Training Workshops will receive instruction and certification 
giving them the knowledge and credentials to teach the RoR curriculum to classroom teachers.  

Trainer Qualifications  
It is highly recommended that those interested in becoming RoR Trainers meet at least three of 
the following criteria: 

Have beginning hand and stick percussion skills. 
Have taken the two day RoR Trainer Training Workshop 
Have taken the week-long RoR summer seminar with Dr. Woodson.  
Have taken an RoR workshop through the International House of Blues Foundation 
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Have taught RoR in their classroom for one year. 
Have some experience facilitating drum circles. 

Teacher Training 
Teachers and schools are attracted to the Roots of Rhythm curriculum because learning about the 
world through drums is exciting—yet it offers specific learning outcomes that are tied to state 
and national education standards. 

Teachers are encouraged to bring this program to lower and upper grades. Two important 
components of the training are instrument making and group drumming activities. Techniques 
learned in these areas will greatly assist classroom teachers when implementing the curriculum.  

In addition to music and art teachers, Roots of Rhythm will be used by teachers to introduce and 
augment lessons in social studies, language arts, science and math: 

✓ Social studies teachers might use Roots of Rhythm to introduce modules on different 
countries, regions, or cultures; to investigate migration and trade; to understand history’s 
movement and timelines; or to learn about raw materials and industry. 

✓ Science teachers might use Roots of Rhythm to introduce the concept of classification and 
process analysis; to investigate the properties of various materials; or to examine the nature of 
energy and energy transfer. 

✓ Language Arts teachers might use Roots of Rhythm to help with the development of grade-
appropriate speaking, reading, writing and listening skills; or to examine the literature of the 
different cultures of the world. 

✓ Math teachers might use Roots of Rhythm to model math processes with real world examples; 
to show how to communicate with mathematical thinking; to understand mathematical 
operations; or to analyze geometric shapes. 

✓ Art and music teachers might use Roots of Rhythm to introduce the language of music; to 
create original works of art; to understand how art and music connect to world cultures; or to 
connect art and music to other disciplines. 

In addition, Roots of Rhythm will help teach students general skills, such as self-discipline, 
teamwork, concentration, cultural tolerance, interpersonal communication, and the rewards of 
hard work. 

Through your partnership with Roots of Rhythm, you’ll be meeting teachers who are new to 
music making and percussion. They will have many questions and will greatly appreciate your 
help.  
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Teacher Qualifications  
Those interested in teaching the RoR curriculum might be music or non-music classroom 
teachers with at least 3 years of classroom experience, administrators, or those teaching 
students with special needs.  

Attendance Policies  
The RoR Teacher Training course has been designed as twelve 2-hour sessions for a total of 24 
hours of instruction. It is intended that Participants attend the full course of sessions in order to 
obtain certification. Policies regarding absences and make-up classes will be made at the 
discretion of the Trainer and should be stated verbally and in print at the beginning of the 
classes. In addition, a sign-in sheet is recommended for each session to help keep track of 
attendance. 

College and CEU Credit  
CEU certification will be given upon successful completion of the 12-week RoR training 
program. Two graduate-level credits are available through Ashland University in Ashland, 
Ohio for an additional fee. Teachers must apply for college credits directly from Ashland 
College, either online or in writing. CEU credits are usually given by each teacher’s own school 
and/or school district and may require proof of attendance and completion certificate.

Training Site Requirements  
It is very important that RoR Trainers select a site that is capable of hosting the entire series of 
classes. While it is also preferable that the site provide an secure area for storing equipment and 
supplies, it may be difficult to obtain such a location for the times and dates needed at a 
reasonable price. Therefore, some compromises may have to be made. 

Typically, workshop locations can include: 
• Schools
• Churches
• Community Centers
• Music Stores

The training site needs to have the following accommodations: 
• Easy to access location with on-site parking.
• Located where participants can make noise and conveniently build instruments.
• Air-conditioned.
• A typical classroom setting with a chalkboard, dry-erase board or similar.
• A sound system for playing CDs and, if needed, a PA system.
• A chair for each attendee.
• An area to store craft projects and drums.
• One or more tables to hold and display instruments and instrument making supplies.
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Roots of Rhythm Curriculum Components 
• RoR Guide, Funsheets & References
• RoR Audio CD
• RoR Extensions Audio CD
• Classroom Connections Supplement
• Recommended Reading Supplement

Drums Used in Roots of Rhythm 
Listed below are the drums and percussion instruments used in the Roots of Rhythm curriculum. 
Each drum forms the basis of a complete lesson on that drum and the culture where it came from 
and each chapter contains a wealth of information that can be used to meet state and federally- 
mandated educational standards in core subjects.  

  Chapter 1—Adufe, a rattle drum from Portugal 
 Chapter 2—Bongos, hand drums from Cuba 
 Chapter 3—Buhai, a friction drum from Romania 
 Chapter 4—Djembé, a goblet drum from Guinea 
 Chapter 5—Dondo, an hourglass drum from Ghana 
 Chapter 6—Kakko, a barrel drum from Japan 
 Chapter 7—Lakota Drum, a frame drum from the US 
  Chapter 8—Naqqāra, kettledrums from Turkey 
  Chapter 9—Ranāt Ēk, a xylophone from Thailand 
Chapter 10—Sājāt, cymbals from Egypt 
Chapter 11—Pandeiro, a rattle drum from Brazil 
Chapter 12—Snare Drum, a double-headed drum from Switzerland 
Chapter 13—Steel Drums, melodic idiophones from Trinidad and Tobago 
Chapter 14—Tabla, kettledrums from India 
Chapter 15—Turntable, an electric friction idiophone from the United States
Chapter 16—Daf, a jingle drum frame drum in Iraq

Miscellaneous Notes 
An important feature of the RoR curriculum is that it is available for free to view, listen to and 
download at www.rootsofrhythm.net. This makes it very convenient for teachers, students and 
parents to access and utilize the content. 

Instruments and other musical products including drums, sticks, CDs, DVDs, and books will 
often be provided by the music industry and local retailers. Refer to “Cultivating Additional 
Support” in the Resources section of this Manual for additional information. 

Training Tip: Please encourage all participating teachers and dealers to register in the 
Roots of Rhythm Participant Database on the rootsofrhythm.net website. 

The PMC wishes you the best of luck on your Roots of Rhythm training activities. If you have 
and questions, concerns or comments about the program, don’t hesitate to contact Roots of 
Rhythm through its website— www.rootsofrhythm.net— or call us at 440-725-8767. 
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Don’t forget that Roots of Rhythm teachers and students (and their colleagues, friends, 
and family) can be considered members of the Recreational Music Making market—an 
underserved market made up of new and former musicians who are 40 years old and 
older, well-educated, with professional jobs and salaries. 

Some interesting statistics about this market have been compiled by NAMM. Here are 
a few numbers from the 2006 NAMM/Gallup poll included in NAMM’s Music USA 
2006 Global Report: 

59% of American households have at least ONE musical instrument player.

43% of American households have tow or more music makers in the family.

Gender analysis of music makers in American households: 52% male, 48% female.

Age of household persons playing musical instruments:
Under 18:35%   Under 35: 24%   35 years+: 23%   50 years+: 18%

Households owning musical instruments: 58%

Key motivation to playing a musical instrument :
Parents: 45%   Teacher:16%   Friend/relative: 15%   Own interest: 24%

Age first started playing a musical instrument:
5-11: 72%   12-14: 14%    15-18: 4%   After 18: 5%

Began learning to play a musical instrument with:
Private Lessons: 34%   Lessons at School: 22%   School Band/Orchestra: 18% 
Parent/Family Member: 9%   Self-Taught: 20%

Why should school children learn to play a musical instrument?
95% Helps children make friends
88% Teaches children discipline
59% Helps children develop creativity
45% Overall intellectual development

What instruments can be found in the household?
21% Upright piano
15% Acoustic guitar
12% Woodwind band instrument
9% Grand piano
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The General Lesson Plan 
Introduction 
While the content of each session will vary according to its particular focus, each should follow a 
similar overall format.  

After greeting the class and reinforcing the general principles and goals of the Roots curriculum 
as stated in the Introductory section of this Manual, offer an overview of the session’s content, 
activities and expected outcome.  

Remind your students that each of the twelve two-hour sessions is intended to provide 
participants with: 

• Suggestions for the use of the RoR Guide and Supplements
• Background information on each RoR instrument and its authentic application
• Tips on how to make and play the chosen instruments
• Beginning steps on how to facilitate drum circles

Background 
All instruments should be briefly introduced through their cultural, geographic and historical 
stories as presented in the corresponding chapter of the curriculum. For example, sharing 
information about the continent of Africa might lead to a discussion about its geography, history, 
music and culture as well as the science, math and language arts associated with the focus 
instruments.  

Instrument Characteristics & Authentic Musical Examples 
Following a discussion of the background, physical traits and sound of each instrument, listen to 
the authentic tracks for each focus instrument on the audio CD. If possible, play-along with this 
music or clap the rhythms. Note that it is sometimes easier to first sing or say the rhythm than 
drum it. 

Instrument Building & Play-Along Exercises 
Each instrument session includes detailed instructions on how to build the focus instruments. 
However, during a single session, the class may only have time to make one instrument. 
Depending on how much work is done in preparation, an instrument-building project can take up 
to 1.5 hours, including decoration. Keep track of the time and move the teachers along if they 
begin to get distracted or bogged down. 

Hints for instrument making projects: 
a. Use inexpensive PVC tape that can be purchased through any office supply store such

as Office Max, Staples, or Office Depot. 
b. If cutting tape with scissors, they will need to be cleaned with paint thinner or adhesive

remover since the blades will gum up with repeated use. The best tool for cutting tape 
quickly is a hacksaw blade taped at one end with duct tape for a grip. The teeth of the 
saw blade should always face forward. Half of a 12” hacksaw blade works better than 
a whole one. The blades can be easily broken in half by bending them back and forth 
or cutting them with tin snips. The simplest tool for cutting tape quickly is a sharpened 
pencil. 
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c. Several of the drums can double for each other. For example, the Dondo can also be used for
the Kakko; the bongos can double for the Naqqāra and the Djembé can be used as a Darabouka
for the Sājāt chapter. Any drum can be used for the friction sound of the Buhai. These
substitutions cut down on the number of parts needed if there are time and/or budget concerns.

d. Colored tape and other drum making supplies are available online at www.EthnomusicInc.com.

The Three Rules of Instrument Making  
It is important to establish these three rules in instrument making classes: 

1. Help your neighbor. – All students in the class are neighbors.
2. Ask your neighbor for help. – Girls help boys, vice versa, etc.
3. If you have a problem, solve it. – Encourage students to be creative in solving problems.

Play Along Examples 
Once the class has finished making their instruments, listen to and demonstrate the related play-
along examples on the audio CD. Then have the trainees play along to the CD while looking at 
the TUBS box notation.  

Supplements 
The Roots of Rhythm curriculum includes four major supplements to the Guide. These are: 
Classroom Connections, Recommended Reading, Funsheets and Instrument Availability. 
These materials are available as free downloads from the rootsofrhythm.net website. The use of 
RoR Supplements is highly recommended as a way to expand and strengthen the impact of the 
program in and out of the classroom. 

Classroom Connections 
This resource provides teachers with a wealth of suggestions on how to use Roots of Rhythm and 
world drumming to teach fundamental academic concepts and cultural diversity while meeting 
mandatory education standards. The information is grouped into five main academic disciplines 
(math, science, social studies, language arts, and visual and performing arts) and follows a 
“spiral” learning path from kindergarten through 12th grade. It was written and compiled by 
Anne Fennell. 

Recommended Reading 
A list of books and stories that support the Roots of Rhythm curriculum, organized by 
chapter/country/drum and reading level for primary, upper elementary, middle school, and 
high school classes. It was compiled by Jessica Baron. 

Funsheets  
Suggest that the teachers use the Funsheets as a great way to reinforce classroom lessons. Point 
out that they are only two pages long and can be easily photocopied. By using the Funsheets, 
Students are reminded to follow directions, read the text carefully and have fun. Some of the 
Funsheets are creative, for example, the Art and Make and Play exercises. Others require 
objective responses, like the Venn diagram, Fact/Opinion and Crossword puzzle.  
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Review and Concluding Drum Circle 
Following a short break to re-organize the class and the classroom, conclude the session with a 
brief summary of the focus chapters as well as Roots of Rhythms goals and methods. 
Compliment the class on their progress and commitment. If time allows, end the session with a 
drum circle. Encourage attendees to lead or facilitate the group. As you and the teachers become 
more skilled in drumming, keep the drum circles fresh and challenging by adding new elements 
and techniques to the circle from session to session. 

Pre-Assignments and Final Project 
For sessions ten and eleven, teachers will be presenting their own lessons on how they will 
teach the RoR curriculum in their classrooms. Suggested pre-assignments at the end of each 
session will help the teachers prepare for the following session as well as the final projects.  

Session One Pre-Assignments
Before the first class meeting attendees need to: 

1. Read through the RoR curriculum and listen to the audio CDs
2. Fill out the pre-workshop forms, including:

• Registration form to verify all contact information.
• Pre-workshop questionnaire.
• Release form for promotional use of photographs, videos and written statements.
• Release form to allow the PMC to use the participants’ contact information for
future marketing and research purposes. 

Samples of these forms are included in the Resources section of this manual and can also 
be downloaded from the rootsofrhythm.net website. 

At the first session participants need to bring: 
1. Four coffee-type cans.
2. A large box or plastic container to store homemade instruments.
3. A hand drum such as a Djembé or conga (if available).
4. Additional percussion instruments such as shakers, bell and blocks (if available).
5. Completed registration, pre-workshop questionnaire and release forms.
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Session One: An Introduction to Roots of Rhythm 

Introduction  
This session will be somewhat different from the eight instrument-oriented sessions that 
follow as it will be devoted to administrative issues, introducing the RoR curriculum and 
interdisciplinary approach, drum circle facilitation, TUBS notation, and providing an overview 
of the following training sessions.  

The Roots Of Rhythm Curriculum 
Attendees should have taken some time to familiarize themselves with the RoR curriculum and 
be prepared to ask questions prior to the first class. During the introductory session, the trainer 
will point out that RoR consists of the first ten chapters/countries/instruments in the Guide plus 
five Extension chapters which represent how some of the ten RoR original instruments migrated 
to other places around the world or how they are related to the first ten instruments.  

Since RoR presents drumming through several academic disciplines it is important to maintain 
the interdisciplinary approach throughout the training, including RoR’s connections to 
science, social studies, math, language arts, and visual and physical art. 

Traditional Ensembles vs. Facilitated Drum Circles  
Central to RoR classroom teaching is the use of group participation. The type of group 
drumming presented throughout the curriculum is the traditional ensemble where performers are 
often seated in a line or arch, with rhythms based on drumming in a specific cultural context. In 
this case, each student has a specific part to play as one would play it in the instrument’s 
country of origin. For example, in the case of African drumming the typical set up would be to 
have several students each take a part in the ensemble and play their parts according to the 
notated parts in the curriculum.   

At the other end of the group drumming spectrum is the facilitated drum circle. In this approach, 
a group of 10 to 30 students sit in chairs and/or stand in a circle, each student with a drum, 
shaker, bell or other percussion instrument. They usually begin drumming without a particular 
cultural reference, improvising or following the rhythm directions of the facilitator, and use 
drumming to express themselves as opposed to performing a specific type of world drumming. 
Here authentic drum parts are not as important since group empowerment is the goal.  

For facilitated drum circles, the trainer/facilitator should arrange the chairs before class with an 
equal distribution of instruments, including drums, shakers, and bells. To begin the activity, start 
with a steady beat on the lowest drum (i.e. a bass drum) and invite others join in with a rhythm. 
After some time signal a stop. Explain your signals for loud or soft, for going faster or slower, 
for having one type of instrument play—like holding up a shaker for those with shakers to 
play— to the class. Invite a student to lead the group with these signals. Feature a particularly 
good drummer in the group while the rest keep a beat. Layer in various sounds like bells, 
shakers, drums while the bass or a small group of players keeps a steady pulse. Experiment with 
call-and-response, random or rotating soloing, different divisions of instruments and players, 
different tempos, symmetric and asymmetric rhythmic feels, etc. 
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Here are three possible drum “circle” configurations… 

 A. Circle B. Arch (Rainbow) C. Trapezoidal (Sectional) 

Trainers Tip: There are two major approaches to facilitated drum circles, one developed 
by Arthur Hull and the other developed by Dr. Barry Bittman, M.D. and Christine 
Stephens, a music therapist, called HealthRHYTHMS. Training in both of these systems 
are available in separate workshops and will greatly help in facilitating drum circles.  

TUBS Notation 
Time Unit Box System, or TUBS, was developed by Phil Harland in the 1960s. As a daytime 
astrophysicist and a night-time student of world drumming, Harland wanted to create a simple 
way to transcribe world music for those who could not read Western notation. The graph paper 
that he used everyday, with each box representing a beat in rhythm, was the answer. Most of the 
time the rhythmic complexity and subtlety of non-western music was impossible to write in 
standard notation. The TUBS notation provided an easy way to notate musical rhythms from 
around the world. This system has been adopted by major music publishers and 
ethnomusicologists worldwide. 

The trainer should explain the principles of TUBS to the class. If there is a notation in a box on 
the graph paper then that box will have a sound and if the box is empty there is no sound. 

Workshop Overview and Outcomes  
Each of the twelve two-hour sessions will provide participants with: 

Suggestions for the use of the RoR Guide and Supplements 
Background information on each RoR instrument and its authentic application 
Tips on how to make and play the chosen instruments 
Beginning steps on how to facilitate drum circles  

These goals will be accomplished through the use of the General Lesson Plan that covers the 
following areas: 

1. An introduction to the focus chapters, countries and instruments for each session
2. An explanation of the cultural, geographic and historical background of each

instrument.
3. A discussion of the physical and acoustical characteristics of each instrument and

listening examples of authentic musical applications.
4. Hands-on instrument making and play-along activities.
5. Instruction on how to use available Supplemental materials.
6. Session review and group drumming activity.
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Session Two Pre-Assignments 
1. Read the two African chapters in the RoR Guide: Djembé (#4) and Dondo (#5).
2. Preview the lesson plans for Djembé and Dondo at www.EthnomusicInc.com.
3. Preview the related sections of the four RoR Supplements at www.rootsofrhythm.net.
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Session Two: Africa — The Djembé and Dondo 

Introduction 
Two of the most well-known African drums, Djembé and Dondo, were chosen for Roots of 
Rhythm because they represent a talking drum rhythm and a signal drum rhythm, but also 
because they represent two important acoustic principles in a discussion of science; the Venturi 
effect and coupled frequencies, respectively. These types of drums are found in many areas of 
equatorial Africa.   

Background 
Sharing information about the continent of Africa from the RoR Guide can set up further 
discussion about the two RoR instruments. For example, there are over fifty countries in Africa, 
over 2000 languages spoken there and the U.S. is three-tenths the size of that continent.  

Characteristics & Authentic Musical Examples 
The Djembé has the following distinguishing characteristics: 

• Drumhead - a very tight, single drumhead made of goat traditionally, more recently made
of Mylar film. 

• Shape - a Venturi tube or goblet shape, which assists the bass tone
• Tone – excellent bass, medium and high sounds, modified at times with sesse rattles.
• Beaters – played with both hands, although some versions of goblet drums are played

with one hand and one stick.
• Stand – in the African tradition, the instrument is held between the legs with straps

around the shoulders and/or waist, making it possible to move with the dancers. The other
position is with the drum resting at an angle on the floor with the performer seated.

• Artwork – some drums have carvings with local significance while others have purely
decorative designs.

• Availability – a wide variety of Djembés are made in the U.S. based on traditional
African models. African imports and synthetic versions are now made around the world.
The drums come in two basic types a rope tension or machine screw tension. The
drumheads come in two basic types, animal skin (goat, deer or calf) and Mylar plastic
(single layer or laminated layers).

• Tuning & Maintenance – tuning Djembés is done by pulling the tension ropes or
tightening machine screws with a wrench, depending on the drum’s technology. Djembés
with skin drumheads are more susceptible to a decrease in pitch with moisture than
plastic which have almost no change in pitch. African wood in the U.S. is somewhat
susceptible to cracking because of the somewhat lower moisture content of the air in
North America as compared to the rainforests of West Africa.

The Dondo has the following distinguishing characteristics: 
• Drumhead – two variable tension drumheads that vibrate with a “coupled frequency”,

that is they work together to produce a combination of the two drumheads; the tonal 
resonance is considered best when the heads are at the same tension.    

• Shape – the hourglass shape of the drum’s body assists in giving the Dondo a pitch; this
is considered a double-headed or coupled version of the Venturi effect. 
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• Tone – the drum has a deep tone on both the lows and the highs because of the hourglass
shape

• Beaters – this drum from Ghana is played with a hooked stick; other versions are played
with the fingers and hooked stick.

• Stand – there is no mechanical stand for the Dondo, but note that when standing with the
drum, the performer should keep the bottom head free to vibrate; if the drumhead is
touched or kept from vibrating while the other head is struck the drumhead can break.

• Artwork – in some cases the drum body is decorated with Asante Kente cloth.
• Availability – the Dondo is available in African or Western versions with skin drumheads

and in Western versions with synthetic bodies, tension cords, and Mylar drumheads.
• Tuning & Maintenance – it is important to always place this drum on its side not on the

heads because of potential damage to the drumhead; there are no protective hoops as
there are on many drums.

Authentic Musical Examples 
Listen to the authentic tracks for the Djembé and Dondo. The music of Leon Mobley for the 
Djembé and the Ghanaian Dondo tracks are not at a beginner’s tempo, but remind participants 
that it is easier to learn a rhythm by starting slowly and gradually building up speed. 

Making Instruments & Play-Along Exercises 
After observing children in Ghana and many other countries around the world make drums 
with a can and rubber from a tree, RoR author, Dr. Woodson, developed some simple 
techniques for making drums. In Africa, after collecting the rubber in a can, it is poured out on 
a flat surface, dried, then peeled up and wrapped around the small can (like a condensed milk 
can). The drumstick is simply a twig with rubber wrapped around the end.  

Since raw rubber deteriorate quickly and is not readily available, Dr. Woodson created a way to 
synthesize a simple drumhead using commonly available packing tape and a woven or ‘tic-tac-
toe’ pattern. He has since applied this technology to many types of drums.  

Review the “Three Rules” for instrument making stated in the General Lesson Plan section. 

Training Tip: The trainer will usually have time in a two-hour session to make only one 
instrument from each cultural area; in the case of Africa, either the Djembé or Dondo. 
Depending on how much work is done in preparation, the projects take around 1.5 hours 
including decoration. The Djembé might go faster since it has only one drumhead and 
it’s pitch can be altered slightly with pressure as the with the Dondo.   

Refer to the information in the Instrument Making section of this Manual for step-by-step 
instructions additional suggestions.  

Play-Along Exercises 
Have attendees play along to the CD while looking at the TUBS box notation. Review how 
instruments are used in an African drum ensemble, somewhat like a family. The bell represents a 
baby in the family, or a repeating part that relates to or even controls all other parts. The small 
drums are other children and interact with the bell with steady short patterns. The biggest drums 
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are like the parents with a low tone for the father and a high tone for the mother. Sometimes 
these reversed and the lowest is considered the mother. The rhythms on parent drums crossover 
all other instruments. Thus the parent rhythm will have a little of each of the children’s rhythms. 

Supplements 
Remind the class to review the Classroom Connections, Recommended Reading, Funsheets 
and Instrument Availability supplements to gain a better understanding of how the Djembé and 
Dondo lessons can be integrated into everyday instruction in the classroom and beyond. 

Review & Concluding Drum Circle 
Refer to the final section of the General Lesson Plan for important suggestions on the content of 
your concluding remarks. If time allows, end with a drum circle. Encourage attendees to lead or 
facilitate the group. The simplest is to stand up and look around at all of the drummers then go 
back to sit down. This exercise is about connecting, eye to eye, with each one in the circle.   

Session Three Pre-Assignments 
1. Read the two Asian chapters in the RoR Guide: Kakko (#6) and Ranāt Ēk (#9).
2. Preview the lesson plans for Kakko and Ranāt Ēk at www.EthnomusicInc.com.
3. Preview the related sections of the four RoR Supplements at www.rootsofrhythm.net.
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Session Three: Asia — The Kakko and Ranāt Ēk 

Introduction 
The two Asian instruments, Kakko and Ranāt Ēk, were chosen because they represent unique 
Asian layered and free rhythms and function as the leader in their respective ensembles. One of 
the rhythms played on the Kakko is like that of a freely bouncing ball where the beats get 
progressively closer together. The instrument is placed at the front of the ensemble as the 
conductor of the group, which is not typical of percussion instruments in most cultures. The 
Ranāt Ēk represents wooden melodic percussion in the RoR curriculum; a unique rhythmic 
feature is the technique of playing in rapid parallel octaves. It is rhythm is in the context of 
layered or ‘colotomic’ rhythms, where 1, 2, 4, 8, 16, and 32 beats are all sounding at the same 
time. The smaller instruments playing the faster (16 or 32) beats and the larger instruments 
playing the slower (1 or 2) beats.  

A chart of ‘colotomic’ rhythm might look like this.  
32  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X  X 

16     X     X      X     X      X     X     X      X     X     X     X      X     X     X      X     X 
8    X X X X X X X X 

4 X X X X 
2 X  X 

1 X 
Acoustically the Kakko has more of an idiophonic sound than a larger drum; instead of a ‘boom’ 
sound it has a sharp transient ‘tak’ effect. The Ranāt Ēk has a trough resonator and is intended to 
accommodate the resonance of all pitches on the instrument. Tuning paste is used on most keys 
to lower the pitch when tuning the instrument. Small drums like the Kakko and xylophones (or 
metallophones) like the Ranāt Ēk are found in many areas of South East Asia. 

Background 
Sharing information about Asia from the RoR Guide can set up further discussion about the two 
RoR instruments. For example, there are many island countries in Asia, especially Southeast 
Asia. Many Asians belong to the Muslim religion, a religion that was brought to the area by 
traders from India in the 13th and 14th century. 

Characteristics & Authentic Musical Examples 
The Kakko has the following distinguishing characteristics: 

• Drumheads – The two drumheads are very small and tight, mostly tensioned before being
placed on the drum. The W-shaped lacing has cords going from head to head. The two 
fixed tension drumheads vibrate with a “coupled frequency” as with the Dondo, that is, 
they work together to produce a combination of the two drumheads, and function best if 
they are at the same tension. The African Dondo is intended to have a variable pitch, 
whereas the Kakko has a constant, sharp transient sound.     

• Body – The drum is cylindrical with a slight barrel exterior shape; there is almost no bass
tone because of the drumhead’s tightness and drum’s small overall size. The drumhead 
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hoops on the Kakko extend far over the drum body to accommodate the oversized 
drumheads.  

• Tone – The sound is a sharp transient with very high tones that are produced with drum
roll techniques.

• Beaters – Played with two long sticks, one in each hand, the drum is positioned on a
stand horizontally in front of the performer.

• Position – The Kakko is placed on an ornate stand and positioned on the floor in front of
the performer who kneels behind the drum. As the RoR photo shows all percussion
instruments in the ensemble are in front of the Gagaku ensemble, rather than in back as in
European orchestras and other musical groups.

• Artwork – The drum has ornate artwork reflecting the refinement of the Japanese
Imperial Court.

• Availability – Since the Kakko is restricted mainly to use in the Gagaku ensemble, it is
difficult to obtain these instruments. However, substitutes can be used, for example, a
very small African Djun-Djun or other small double-headed tom-tom. The Dondo can be
used as a substitute as well since it has two heads and is tightened by cords running
between.

• Tuning & Maintenance – When using the Dondo as a substitute for the Kakko, tuning the
drum to sound more like a Kakko requires simply wrapping a cord or strapping tape
around the middle, and pulling it tight. This fixes and raises the pitch of the drum.

The Ranāt Ēk has the following distinguishing characteristics: 
• Pitched keys – The notes of the Ranāt Ēk are pitched pieces of wood, tuned by hollowing

out the wood and adding a heavy wax paste at the end of each note underneath. This paste 
can be seen in the RoR photograph of the instrument as a small black bump at the end of 
each bar or key.

• Shape – the low keys of the Ranāt Ēk are to the left of the performer and spaced very
close together, this is needed because of the rapid melodic movement in parallel octaves.
Like the Kakko, the performer sits on the floor to perform.

• Tone – The 22 notes are in eight note scales. Remind teachers that the distance between
notes is equidistant, different from the European scale of a diatonic scale with whole
steps and half steps in an eight-note scale. Point to the diagram in the RoR Guide that
demonstrates this idea graphically.

• Beaters – There are two mallets for this drum that consist of a hard rubber or woven
wheel-type striking end with a long slender handle.

• Position – The instrument sits on a curved box resonator.
• Artwork – Typically the stand is decorated with traditional ornate Thai designs.
• Availability – The Ranāt Ēk is only available from Thailand, and while the typical

classroom mallet instruments like xylophone or marimba are convenient wooden
substitutes, it should be noted that the tuning is western (with whole and half steps) and
not Thai (equidistant notes in a scale). It is easier to tune the homemade Ranāt Ēk to the
authentic scale.

• Tuning & Maintenance – The notes of a Ranāt Ēk or any wooden xylophone/marimba
should be struck with the correct mallets, since dents or cracks in the wooden keys can
change the pitch. The instrument should be kept at room temperature for the same reason.
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Authentic Musical Examples 
Listen to the authentic tracks for the Kakko and Ranāt Ēk. Note that this music and photographs 
were donated by Reigakusha Gagaku, one of the finest Gagaku ensembles in Japan. If possible 
play along with this music or clap the rhythm.  

Making Instruments & Play-Along Exercises 
For background, children in some Asian countries make xylophones with sticks of wood placed 
on the lap. The homemade Ranāt Ēk is based on this simple idea. 

NOTE: The trainer will have time in this session to make a Ranāt Ēk but to tune the instrument 
properly it will take considerable time by the trainer in advance of the class. Also finding the 
authentic equidistant tuning is difficult so it is easier to use the European piano or xylophone as a 
model. 

Hints for making the Kakko and Ranāt Ēk: 
• The Kakko is best made by adapting the Dondo. In this case, simply tighten the drum by

wrapping a piece of tape or cord around the center of the drum to get the highest possible 
pitch. Place it sideways on an open shoebox and hit it on both drumheads. 

• The homemade Ranāt Ēk can be constructed with inexpensive wood furring strips
available at any home improvement store such as Home Depot or a lumberyard. Knots in 
the wood are unavoidable in the least expensive type, but they do not interfere with the 
sound. Cracks however are a problem, and should be avoided.  

• Strapping tape for both instruments can be purchased through any office supply store like
Office Max, Staples, or Office Depot. 

• Supplies are available as described in the General Lesson Plan section and teachers
should be reminded about cleaning gummed up scissors. 

Review the “Three Rules” for instrument making stated in the General Lesson Plan section. 

Training Tip: The trainer will usually have time in a two-hour session to make only one 
instrument from each culture.   

Refer to the information in the Instrument Making section of this Manual for step-by-step 
instructions additional suggestions.  

Play-Along Exercises 
Have attendees play along to the Kakko and Ranāt Ēk examples on the CD while looking at the 
box notation.  Review how instruments are used in an Asian drum ensemble. Note that the Ranāt 
Ēk rhythm is called ‘colotomic’ or layered in the relationship of 1, 2, 4, 8, 16, and 32, typical of 
South East Asian gamelan music. The Kakko on the other hand has seemingly an amorphous 
rhythm.   

Supplements 
Remind the class to review the Classroom Connections, Recommended Reading, Funsheets and 
Instrument Availability supplements to gain a better understanding of how the Kakko and 
Ranāt Ēk lessons can be integrated into everyday instruction in the classroom and beyond. 
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Review & Concluding Drum Circle 
Refer to the final section of the General Lesson Plan for important suggestions on the content of 
your concluding remarks. If time allows, end with a drum circle. By the third session, attendees 
should be able to lead or facilitate the group and try some technical maneuvers. For example, 
have them try to break the group into two halves and facilitate loud on one side and soft on the 
other, then switch; or try ‘play and silence’ in this configuration.  

Session Four Pre-Assignments 
1. Read the two European chapters in the RoR Guide: Buhai (#3) and Adufe (#1).
2. Preview the lesson plans for Buhai and Adufe at www.EthnomusicInc.com.
3. Preview the related sections of the four RoR Supplements at www.rootsofrhythm.net.
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Session Four: Europe — The Buhai and Adufe 

Introduction 
The two European instruments, Buhai and Adufe, were chosen because they represent unique 
rhythms with special acoustic features in their respective ensembles. The rhythm played on the 
Buhai is a friction sound that imitates the sound of an ox. The Adufe has a modified sound with 
rattles inside the drum.  

Friction can be introduced by have teachers rub their hands together, creating heat and sound. 
Point out that the rattle or buzz effect in drums often refers to a spiritual or ancestral story about 
the instrument.  

Background 
Sharing information about the European continent from the RoR Guide can set up further 
discussion about the two RoR instruments. Introduce the Buhai and Adufe through their cultural 
and historical stories presented in the curriculum. For example, in Romania the instrument’s 
cultural context goes back to Roman times. In Portugal, the cultural heritage of the Arab world 
had a major influence; the Adufe came from the occupying Moors. 

Characteristics & Authentic Musical Examples 
The Buhai has the following distinguishing characteristics: 

• Drumhead – The single drumhead is fastened somewhat loosely and tensioned as the
drum is played. A thick collection of horsehair knotted at one end extends through a hole 
in the center of the drumhead. 

• Shape – The drum is cylindrical or conical and closed at the bottom.
• Tone – The sound is low pitched and sustained by the pulling technique
• Beaters – Played by rubbing down the horsehair with the fingers.
• Position – The instrument is played standing up.
• Artwork – It has little artwork on the instrument.
• Availability – Since the drum has limited use it is not readily available. However,

substitutes such as a homemade Cuica can be made easily.
• Tuning & Maintenance – Horsehair on the traditional Buhai, can easily break so it should

not be pulled too tightly when rubbing for the friction sound.

The Adufe has the following distinguishing characteristics: 
• Drumhead – there are two drumheads sewn to the frame with various objects placed

inside to rattle when the drum is struck. 
• Body – Unlike most drums, the Adufe is rectangular or square.
• Tone – The two drumheads vibrate with a coupled frequency, but these two heads are

only a few inches apart so the coupling is very quick, much faster than drums with long
bodies.

• Beaters – The drum is struck with the fingers and palms of both hands.
• Position – It is held by resting the instrument in the pocket between the thumbs and index

finger of the hands.
• Artwork – Small ribbons are attached to the corners of the finished drum.
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• Availability – Since the drum is mainly found only in Portugal—some also in Peru—it is
easier to make a substitute with simple tools and materials.

• Tuning & Maintenance – The drumhead on the traditional Adufe is sewn on to the frame
and the cord can tear the drumhead if the skin becomes too hot or dry.

Authentic Musical Examples 
Listen to the authentic tracks for the Buhai and Adufe on the RoR CD. Note that this music was 
donated from field recordings of an ethnomusicologist, for the Buhai, and Smithsonian Folkways 
recordings, for the Adufe.   

Making Instruments & Play-Along Exercises 
Making the homemade Buhai requires collecting the #10 cans that are similar to coffee cans but 
widely available in school kitchens and pizza restaurants. The drumhead can be made with PVC 
tape or the plastic lid that comes with the can.  

Hints for making the Buhai and Adufe: 
• For the Buhai, the trainer needs to remind teachers to check each end of the can for sharp

metal shards that might remain after removing the can’s lids. Use a pair of pliers to 
flatten any protruding points.  

• As with the Ranāt Ēk, wood for the Adufe can be inexpensive furring strips. One nail can
be used in each corner to fasten the frame together, but be sure to begin wrapping the tape 
over one of the nail heads, this to keep the connector pieces from twisting as you wrap.  
The first layer does not need to be tight but the second layer does. Talcum powder and 
beads are best added just before finishing the first layer. The second layer of tape needs 
to be stretched very tightly.   

Review the “Three Rules” for instrument making stated in the General Lesson Plan section. 

Training Tip: The trainer will usually have time in a two-hour session to make only one 
instrument from each cultural area.   

Refer to the information in the Instrument Making section of this Manual for step-by-step 
instructions additional suggestions.  

Play-Along Exercises 
Have attendees play along to the CD while looking at the box notation. Review how the Buhai is 
used as a substitute for an ox sound during the New Year’s festival.  

Supplements 
Remind the class to review the Classroom Connections, Recommended Reading, Funsheets and 
Instrument Availability supplements to gain a better understanding of how the Buhai and Adufe 
lessons can be integrated into everyday instruction in the classroom and beyond. 

Review & Concluding Drum Circle 
Refer to the final section of the General Lesson Plan for important suggestions on the content of 
your concluding remarks. If time allows, end with a drum circle. By the fourth session, attendees 
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should be able to try some technical maneuvers that include simple instrument variation. For 
example, have the group begin with just bells, wood sounds, and shakers. Then switch the 
rhythm to drums and back to the idiophones.  

Session Five Pre-Assignments 
1. Read the two Americas chapters in the RoR Guide: Lakota Drum (#7) and Bongos (#2).
2. Preview the lesson plans for Lakota Drum and Bongos at www.EthnomusicInc.com.
3. Preview the related sections of the four RoR Supplements at www.rootsofrhythm.net.
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Session Five: Americas — The Lakota Drum and Bongos 

Introduction 
The two instruments for the Americas, the North American Lakota Drum and Cuban Bongos, 
were chosen because they represent important rhythms for a frame drum and drum set 
respectively. The heartbeat rhythm played on the Lakota Drum is a unique expression of a 
connection to energy of human life and spirit. Dance rhythms played on the bongos express the 
outer human desire to move through dance.  

Introduce the Lakota Drum by having teachers feel the rhythm of their pulse on the wrist or neck. 
Point out that the drum is considered a gift of the Great Spirit. On the other hand, the Bongos 
were created to provide a high-pitched sound for Cuban dance music that would contrast with the 
lower conga drums of the ensemble.  

Background 
Sharing information about North America and the Caribbean from the RoR Guide can set up 
further discussion about the two RoR instruments. Introduce the Lakota Drum and the Bongos 
through their cultural and historical stories presented in the curriculum. For example, the 
Lakota Drum is often played in South Dakota by those who sing during special religious or 
social events. In Cuba, the Bongos are used primarily for festive, social events.  

Characteristics & Authentic Musical Examples 
The Lakota Drum has the following distinguishing characteristics: 

• Drumhead – The single deerskin drumhead is fastened and tensioned as one unit with
cords of skin sewn under the frame to form the handle. 

• Body – The drum is a shallow cylindrical frame.
• Tone – The sound is medium to low, sustained pitched and sustained.
• Beaters – Played using sticks or dowels with leather padded ends.
• Position – The drum is played standing up holding the spoke handle at the bottom of the

frame.
• Artwork – This drum can be decorated with one or more circles representing the earth

and cross of four lines representing the four directions of North, Sound East and West.
• Availability – The traditional instruments are owned and played by Lakotas, but

imitations are available on the market made by craft people and large manufacturers.
• Tuning & Maintenance – The drum should not be placed on a surface head side down.

The Bongos have the following distinguishing characteristics: 
• Drumhead – There are two thick, natural or synthetic drumheads, each attached to the

drum body with tacks or a system of hoops, counter-hoops and machine screws. 
• Body – These drums are cylindrical or more often conical and usually made with barrel

technology. 
• Tone – One drum has a high pitch, the other a low pitch, each drum having rim tones,

edge tones and slaps. 
• Beaters – The drum is struck with the fingers of both hands with wrist, cupped palm and

arm motion. 
• Position – It is held between the legs at the knees, often with the high drum to the left.
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• Artwork – Artwork consists of many different finishes from natural wood to high gloss
paint or plastic materials.

• Availability – Bongos are readily available around the U.S.
• Tuning & Maintenance – Because the drumheads are best played very tight, it is common

to reduce the tension when the drums are being stored.

Authentic Musical Examples 
Listen to the authentic tracks for the Lakota Drum and Bongos. Note that this music was donated 
by Smithsonian Folkways. As with all of the authentic tracks, the trainer should encourage 
teachers to play along if possible even though the speed is at the professional level. This exercise 
helps them gain an understanding of the authentic performance techniques.  

Making Instruments & Play-Along Exercises 
Making the homemade Lakota Drum requires a specific size of hoop described in the notes. The 
Bongos require a coffee can and a smaller juice can. 

Hints for making the Lakota Drum and Bongos: 
• For both drums, the trainer needs to remind teachers to pull the tape very tight on the

second layer if using the weave pattern. 
• The Bongos might have sharp metal shards that remain after removing the cans’ lids. Use

a pair of pliers to flatten any of these protruding points. 

Review the “Three Rules” for instrument making stated in the General Lesson Plan section. 

Training Tip: The trainer will usually have time in a two-hour session to make only one 
instrument from each cultural area.  

Refer to the information in the Instrument Making section of this Manual for step-by-step 
instructions additional suggestions.  

Play-Along Exercises 
Have attendees play along to the CD while looking at the box notation. Review the dot notation 
and how the Lakota Drum is used to imitate the heartbeat. Note that in the Pow Wow, many 
drummers will play and sing. Have teachers make up their own nonsense syllables and sing in 
the Lakota style, a high-pitched voice. If possible have teachers try the dance in a circle as they 
play the drum, dancing with toe-heel, toe-heel. Have them express various moves as they dance. 

For the Bongos, have teachers practice the standard clave first, and then the guaguanco clave 
with the third beat delayed one count. Since the Bongos are played in the context of many 
percussion parts, have all participants practice the various parts then build the ensemble with 
several teachers on each part if possible. Switch parts after a short time so that all teachers 
experience the various parts.  

Supplements 
Remind the class to review the Classroom Connections, Recommended Reading, Funsheets and 
Instrument Availability supplements to gain a better understanding of how the Lakota Drums and 
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Bongo lessons can be integrated into everyday instruction in the classroom and beyond. If you 
make the bongos, have the teacher try the composition exercise from the Funsheet, then have 
them perform what they have written. 

Review & Concluding Drum Circle 
Refer to the final section of the General Lesson Plan for important suggestions on the content of 
your concluding remarks. If time allows, end with a drum circle. At the fifth session have 
attendees continue with technical maneuvers but add a new level of orchestration. For example, 
pass out a mixture of drums and bells, then after the group establishes a beat, divide them into 
two parts; hold up the bells for just those instruments to play. Then stop the drums and listen to 
the bells. Bring the drums in, listen then have the bells stop and listen to the drums. Bring the 
bells back in and after some time stop the group. Intersperse homemade instruments as 
appropriate.  

Session Six Pre-Assignments 
1. Read the two Middle Eastern chapters in the RoR Guide: Naqqāra (#8) and Sājāt (#10).
2. Preview the lesson plans for Naqqāra and Sājāt at www.EthnomusicInc.com.
3. Preview the related sections of the four RoR Supplements at www.rootsofrhythm.net.
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Session Six: Middle East — The Naqqāra and Sājāt 

Introduction 
The two instruments for the Middle East, the Naqqāra from Turkey and the Sājāt from Egypt, 
were chosen because they represent important types of kettledrums and concussion idiophones 
respectively. Their rhythms show considerable similarity with the additive counts of 3 plus 3 
plus 2, a common feature of Arabic music.  Like the Bongos, the Naqqāra are a set of two drums 
but in all other respects they are very different. The Sājāt represent some of the earliest types of 
cymbals. Note that these instruments started out very small and got larger over the centuries in 
other countries. 

Background 
Introduce the Naqqāra and Sājāt through their cultural and historical stories presented in the 
RoR curriculum. For example, to honor the first Sultan in the early Ottoman Empire, he was 
given a large set of Naqqāra. These drums were part of a large percussion ensemble that was 
part of the large Mehter band that went with soldiers into battle.  

The Sājāt or small cymbals are found in ancient Egypt and are used today primarily in 
association with modern belly dancing. The technology expanded to become larger cymbals in 
other countries including Turkey in the 17th century.   

It should be noted that both instruments are closely related to food technology. For example, the 
Naqqāra probably came from covered food containers and the Sājāt from spoon or plate 
technology  

Characteristics & Authentic Musical Examples 
The Naqqāra has the following distinguishing characteristics: 

• Drumheads – The two drumheads are sewn to the body with strips of skin and tensioned
as one unit when the drum is made. 

• Body – The drums are kettle or bowl shaped and made of ceramic or metal.
• Tone – The sound is low and high pitched.
• Beaters – Played by striking with two mallet tipped beaters.
• Position – The drum is played by carrying the drums at the waist as a marching drum or

on the floor when stationary.
• Artwork – The body of this drum set can be highly decorated with designs and ceramic

glaze. The drumhead-lacing pattern can also be considered an art form.
• Availability – These instruments are available though many websites.
• Tuning & Maintenance – When the drums are made of ceramic or fired clay care should

be taken to avoid breaking the drum’s body.

The Sājāt have the following distinguishing characteristics: 
• Drumhead – As these are cymbals there is no drum body.
• Body – The concave body is made from brass, bronze, or stamped metal. They come in

light, medium and heavy weights.
• Tone – The instruments come in sets of four, two for each hand, and each set has a

slightly different pitch.
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• Beaters – The instruments are struck against each other.
• Position – They are fastened to the thumb and middle finger with elastic cords.
• Artwork – On some instruments there is elaborate artwork while on others there is none.
• Availability – The Sājāt are readily available throughout the U.S.
• Tuning & Maintenance – The elastic cords need to be kept tight and securely fastened

around the fingers.

Authentic Musical Examples 
When listening to the authentic tracks for Naqqāra note that these examples are of small Mehter 
ensembles and that there are few of these bands left in Turkey. Those still around perform 
primarily for tourists. This music was donated by Smithsonian Folkways.  

The Sājāt examples came from a dance ethnologist, Aisha Ali, who conducted research in Egypt 
and made these recordings.  

Again the trainer should encourage teachers to play along with these tracks. 

Making Instruments & Play-Along Exercises 
These are the easiest instruments to make since the Bongos from Session Five can easily be 
converted into Naqqāra and commonly available household spoons can be used to make Sājāt. 

Hints for making the Naqqāra and Sājāt: 
• Making the homemade Naqqāra requires simply placing the bongos on the ground to

cover the bottom opening. By doing this, the pitch of the drums is raised and the bass 
tone is suppressed. To get some bass tone back, extra weight is added the heads in the 
form of a gum material. Chewing gum spread out in a one-inch circle works best for this 
effect.  

• The homemade Sājāt can easily be made with plastic or metal spoons, two types, soup
and tea, give two different sounds. It is best to have two sounds a low sound in one hand 
and a higher sound in the other.  

Review the “Three Rules” for instrument making stated in the General Lesson Plan section. 

Training Tip:  Although the trainer will usually only have time in a two-hour session to 
make only one instrument from each cultural area, there should be plenty of time to make 
both the homemade Naqqāra and Sājāt.   

Refer to the information in the Instrument Making section of this Manual for step-by-step 
instructions additional suggestions.  

Play-Along Exercises 
The play along exercises for the Naqqāra include parts for the entire Mehter percussion section. 
Have attendees play each part along to the CD while reading the box notation. Use any drums 
and percussion available including homemade instruments.  
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For the Sājāt have teachers play the rhythms with a cupped clap for the low sound and a flat clap 
for the high sound. After making the musical spoons in two pitches, play the rhythms on those 
instruments. If there is time have teachers try the play-along rhythms on goblet drum. A small 
Djembé or the homemade version from Session Two will work in place of the Darabouka.  

Supplements 
Remind the class to review the Classroom Connections, Recommended Reading, Funsheets and 
Instrument Availability supplements to gain a better understanding of how the Naqqāra and Sājāt 
lessons can be integrated into everyday instruction in the classroom and beyond. With the Sājāt 
Funsheet students have an opportunity to make their own instruments and compose music. Note 
that there are many ways to make the two different sounds for the Sājāt with two sizes of plastic 
spoons, metal spoons, or hinged plastic trays. Have teachers come up with other ideas for the two 
sounds, too. 

Review & Concluding Drum Circle 
Refer to the final section of the General Lesson Plan for important suggestions on the content of 
your concluding remarks. If time allows, end with a drum circle. At the sixth session have 
attendees continue with technical maneuvers but add a new level of orchestration. For example, 
pass out a mixture of drums and bells, then after the group establishes a beat, divide them into 
two parts; the facilitator holds up the bells for just those instruments to play. Then stop the drums 
and listen to the bells. Bring the drums in, listen then have the bells stop and listen to the drums. 
Bring the bells back in and after some time stop the group. Intersperse homemade instruments as 
appropriate.  

Session Seven Pre-Assignments 
1. Read the two Extension chapters in the RoR Guide: Pandeiro (#11) and Snare Drum (#12).
2. Preview the lesson plans for Pandeiro and Snare Drums at www.EthnomusicInc.com.
3. Preview the related sections of the four RoR Supplements at www.rootsofrhythm.net.
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Session Seven: Brazil and Switzerland— 
The Pandeiro and the Snare Drum 

Introduction 
The next two instruments begin the Extensions chapters. The Pandeiro from Brazil represents a 
cultural extension of the Adufe and it has some physical similarity to the Lakota Drum single-
headed frame drum. The rattle effect of the Adufe is carried on in the Pandeiro. This modified 
sound is also part of the signature sound of a Swiss Snare Drum, which is an extension of 
Turkish double-headed frame drums such as the Duval. Remind teachers that the percussion 
section in today’s orchestra as well as the drum set in jazz and rock came from Turkish Janissary 
bands to Switzerland then into Europe and finally to the U.S. and around the world.   

Background 
Introduce the Pandeiro and Snare Drum through their connections to their recent common 
European heritage and through their older Middle Eastern heritage. For example, the Pandeiro 
came to Brazil from Portugal but it originally came to the latter via Arabic invasions from North 
Africa. Likewise the Snare Drum that developed in Switzerland came from Arabic invasions by 
the Ottoman Empire in present day Turkey.    

Both drums have a rattle or buzz effect characteristic of Middle Eastern drums. In the case of the 
Snare Drum, technical effort during its development was made to enable the drummer the option 
of disabling the snares as a way to expand its versatility and musical application.  

Characteristics & Authentic Musical Examples 
The Pandeiro has the following distinguishing characteristics: 

• Drumhead – The skin or plastic drumhead is attached to the body with hoops, counter-
hoops and a screw tension rod system. It has only medium tension. 

• Body – The two-inch deep frame is made of wood or metal.
• Tone – The tone ranges from a deep bass to a high slap.
• Beaters – One hand hits the drum with thumb, fingers palm, while the other damps the

head underneath the head and shakes the drum for the jingle effect.
• Position – The drum is held with one hand and carried while playing. Note that expert

performers will also juggle with this instrument as a parade street performer.
• Artwork – This drumhead is often decorated with designs from Brazil like the flag.
• Availability – These instruments are available through many websites.
• Tuning & Maintenance – There is minimal maintenance required for the Pandeiro. The

drum is designed for relatively rough treatment, such as juggling and throwing.

The Snare Drum has the following distinguishing characteristics: 
• Drumhead – Typically a Snare Drum has a thin head on the bottom (snare head) and a

thick on one on top (batter head). The coiled wire or gut snares go across the diameter of 
the bottom head. 

• Body – This drum can have a shallow (concert drum) or deep (field drum) body that can
range from ten to fifteen inches in diameter. 
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• Tone – The instrument’s tone has two settings, a snare sound and a tom-tom sound,
adjusted by the snare strainer: a lever and screw adjusting system.

• Beaters – The two drumsticks are more sophisticated than they may initially appear;
having several distinct parts: bead end for most hitting, narrow neck for bounce, wider
shoulder area for strength, body or main handle and butt, the rounded end of the stick
occasionally used for hitting.

• Position – The drum sits on a stand or is carried with a strap or harness.
• Artwork – Decorative art ranges from simple wood finish to elaborate and colorful

designs.
• Availability – These are readily available around the U.S.
• Tuning & Maintenance – The drums are typically very durable and require very little

special care. It is best to keep the drumheads at a tight, even tension around the
circumference.

Authentic Musical Examples 
Note that these examples are from different musical environments including capoeira and social 
samba dance music as recorded by Smithsonian Folkways. The trainer should encourage teachers 
to play along with these tracks even though they are at the professional speed.  

Making Instruments & Play-Along Exercises 
The Pandeiro can be made with a sturdy pie tin, paper fasteners, nail, and hammer. It is best not 
to use an aluminum foil pie tin. Simple Snare Drums can be made with a coffee can, PVC taped 
heads, dowel beaters and rubber band snares.   

Hints for making the Pandeiro and Snare Drum: 
• To make holes in the pie tin’s rim, place the tin upside down on thick pile carpet or on a

roll of tape so that when the nail goes through the tin it will not damage the underlying 
surface.  

• The snare drums drumheads need to be pulled as tight as possible to get a good snare
sound. Remind teachers that one piece of PVC tape can be pulled across the diameter of 
any drum to tighten it. And to keep from ruining any designs already on the drumhead, 
clear tape should be used. More tightening pieces of tape should go on either side of the 
first diametric piece with very little overlap of the tape.  

Review the “Three Rules” for instrument making stated in the General Lesson Plan section. 

Training Tip: The trainer will usually have time in a two-hour session to make only one 
instrument from each culture.   

Refer to the information in the Instrument Making section of this Manual for step-by-step 
instructions additional suggestions.  

Play-Along Exercises 
The play-along exercises for the Pandeiro begin with simple patterns then progress into more 
difficult rhythms. The photographs in the RoR Guide will help with the hand positions, which 
are very important to follow.  
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For the Snare Drum exercises have teachers play the ‘rudiments’ with snare drum sticks if 
available or with two dowel sticks.  

Supplements 
Remind the class to review the Classroom Connections, Recommended Reading, Funsheets and 
Instrument Availability supplements to gain a better understanding of how the Pandeiro and 
Snare Drum lessons can be integrated into everyday instruction in the classroom and beyond. 

Review & Concluding Drum Circle 
Refer to the final section of the General Lesson Plan for important suggestions on the content of 
your concluding remarks. If time allows, end with a drum circle. For the seventh session 
attendees should continue with techniques and now add a signal to increase the speed and slow 
down. This can be done with a cowbell or other metal instrument. Once a slightly faster or 
slower speed is reached, the facilitator should move out of the circle and let the new rhythmic 
speed settle.   

Session Eight Pre-Assignments 
1. Read the two Extension chapters in the RoR Guide: Steel Drums (#13) and Tabla (#14).
2. Preview the lesson plans for Steel Drums and Tabla at www.EthnomusicInc.com.
3. Preview the related sections of the four RoR Supplements at www.rootsofrhythm.net.
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Session Eight: Trinidad & Tobago and India — 
The Steel Drums and the Tabla 

Introduction 
The Steel Drums from Trinidad and Tobago represent a unique extension of several instruments 
and rhythms in the RoR curriculum while the Tabla from India demonstrates a direct link to and 
extension of the Naqqāra from Turkey. As a twentieth century invention by very young people, 
Steel Drums were born from a need to make use of scrap material in a melodic and rhythmic 
way. The Tabla came about as a mixture of several drums and rhythmic cultures both Asian and 
Middle Eastern and represent some of the most complicated rhythms in the world.   

Background 
Introduce the Steel Drums and Tabla through their connections to their culturally contrasting 
heritages. For example, Steel Drums came about as an invention by young boys on a small island 
in the Caribbean during World War II, while the Tabla came about as a slow transformation of 
several instruments and technologies by professionals over several centuries. In both cases the 
evolution went from simple to complex changes in terms of technology and rhythm.  

Characteristics & Authentic Musical Examples 
The Steel Drums have the following distinguishing characteristics: 

• Drumhead – The top of a steel drum is metal that is tuned to specific pitches in a
European scale. The sequence of those pitches varies considerably but is slowly 
becoming standardized. 

• Body – The ‘pans’ come in a variety of sizes from full sized fifty-five gallon drums to
shallow sopranos. The top of the instrument is heated and cooled to ring when struck. 

• Tone – The tone ranges from a deep bass to high pitches in a chromatic scale, or the
white and black notes in a piano scale. 

• Beaters – The smaller pans are played with short rubber-tipped mallets, while the bass
pans are played with larger mallets. 

• Position – While one solo pan can be carried with straps around the neck, typically the
instrument is mounted on a frame. 

• Artwork – These drums are often chromed or painted with a band’s logo or other print
art. 

• Availability – These instruments are now available in many price ranges in many stores
and websites. 

• Tuning & Maintenance – The pans must be handled with care, since notes can go out of
tune, requiring an expert to retune the instrument. 

The Tabla have the following distinguishing characteristics: 
• Drumhead – The two small kettledrums in the Tabla set have thin drumheads, each with a

round central paste that adds bass and pitch to the instrument. They are tensioned with 
rawhide straps and wood dowels hammered into position against the body.  

• Body – The Tabla’s bodies are often made from two different materials wood (Tabla -
drum to the right) and metal (Bayan - drum to the left). 

34



ROOTS OF RHYTHM: TRAINER’S MANUAL - SESSIONS 

• Tone – The drums are pitched because of the central paste that adds mass to each
drumhead. The pitch of the lower Bayan drum can be changed with pressing into the head
with the heel of the hand as it is struck. The Tabla’s various strokes have specific
onomatopoetic names. For example, ‘tin’ and ‘na’.

• Beaters – The drums are played almost exclusively with the fingers and palms of both
hands.

• Position – The drums sit on cloth donuts on the floor.
• Artwork – Art on the drums ranges from a simple wood finish to elaborate and highly

buffed metallic and relief finishes.
• Availability – These drums are increasingly available through websites and in some

music and specialty stores.
• Tuning & Maintenance – The central paste is susceptible to moisture so talcum powder is

used to keep the heads dry. Covers are placed on top to protect the drumheads when
stored. They are best stored in a felt lined container.

Authentic Musical Examples 
The Steel Drums musical examples are from a Cleveland-based group of musicians from 
Trinidad and Tobago called Panic, while the Tabla examples come from Smithsonian Folkways. 

The trainer should encourage teachers to play along with these tracks. 

Making Instruments & Play-Along Exercises 
The Steel Drums can be made with a number ten can (usually available in school kitchens or 
pizza stores), two dowels, a nail and hammer.  

Hints for making the Steel Drums and Tabla: 
• It would be advisable to wear earplugs when making Steel Drums.
• Be sure to ask those preparing the cans in the school kitchen or pizza stores to leave on

one lid and clean out the can. Reason: if they had prepared the Dondo cans they might
think that you want both lids taken off.

• For the Bayan or left Tabla, you can use either the metal end or plastic lid end of a #10
can. The idea is to get a very low sound on the Bayan side and a high sound on the Tabla
side.

• The new plastic coffee ‘cans’ work for the Bayan played on either end.

Review the “Three Rules” for instrument making stated in the General Lesson Plan section. 

Training Tip: The trainer will usually have time in a two-hour session to make only one 
instrument from each cultural area.   

Refer to the information in the Instrument Making section of this Manual for step-by-step 
instructions additional suggestions.  
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Play-Along Exercises 
Play-along exercises for the Steel Drums consist of a short segment for the entire steel drum 
ensemble, including non-melodic percussion parts. The Tabla exercises are performed by master 
musician Abhiman Kushal. 

Supplements 
Remind the class to review the Classroom Connections, Recommended Reading, Funsheets and 
Instrument Availability supplements to gain a better understanding of how the Steel Drums and 
Tabla lessons can be integrated into everyday instruction in the classroom and beyond. 

Review & Concluding Drum Circle 
Refer to the final section of the General Lesson Plan for important suggestions on the content of 
your concluding remarks. If time allows, end with a drum circle. For the eighth session attendees 
should experiment with orchestrating a group of sounds within the larger ensemble. This means 
asking a few players to continue playing when the rest are stopped. After a short time, the larger 
group is brought back in with a count down.  

Session Nine Pre-Assignments 
1. Read the Extension chapter in the RoR Guide: Turntable (#15).
2. Preview the lesson plans for Turntable at www.EthnomusicInc.com.
3. Preview the related sections of the four RoR Supplements at www.rootsofrhythm.net.
4. Teachers should begin writing a three to five-page lesson plan on the implementation the RoR
curriculum in the classroom. This lesson will be presented to the group during Sessions Eleven 
and Twelve. It should be based on the format used at www.EthnomusicInc.com.  
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Session Nine/A: United States — The Turntable 

Introduction 
The Turntable from the United States represent a unique twentieth century extension of ancient 
friction instruments and rhythms described in the RoR curriculum. Like the Steel Drums, this is 
a recent invention of young people. Like the Buhai from Romania, it is a friction instrument. 
Unlike any of the RoR instruments it is an electric or electronically amplified idiophone or 
percussion instrument. It developed in the context of Hip Hop culture, which includes break 
dancing (B-Boying), rapping (DJing), Spray Art (Graffiti) and scratching (Turntablism).  

The concept of scratching on a record is antithetical to the original idea of playing a record. It 
was designed to turn in one direction at a precise speed. Scratching instead has the performer 
control the turntable speed, placing the needle in a particular groove or area on the record and 
moving the record back and forth creating the amplified scratching sound in time to music 
played on a second turntable or to the poetry of a rapper. A skilled turntablist can produce a large 
variety of sounds with the instrument at times approaching speech.   

Background 
Introduce the Turntable in the context of the history of electricity, amplification, recording 
technology, the phonograph, high fidelity and finally turntables as they developed mainly in the 
U.S. Continue with the story and evolution of Hip-Hop culture that began in the Bronx in New 
York City, and spread around the United States and the world. The music industry responded to 
the need for high-end turntable equipment including the latest digital forms.   

Characteristics & Authentic Musical Examples 
The Turntable has the following distinguishing characteristics: 

• Drumhead – In this case the drumhead is the record itself. Usually there are two
turntables in a set. 

• Body – The body which is usually considered the resonator might be considered the
amplifier and speakers. 

• Tone – The Turntable is intended to produce amplified scratching sounds, but the effect
at times is a pitch. The tone can be controlled by a mixer that is positioned in between the 
two turntables. 

• Beaters – The beaters would be considered the needle and cartridge, fingers, and hands
that work together to produce the scratch. 

• Position – The performer stands behind the turntables in between the set of two.
• Artwork – The artwork in the case of Hip Hop is the element of graffiti art. However,

there is artwork on the album cover and on the record itself to be considered.
• Availability – Turntables for scratching are widely available.
• Tuning & Maintenance – This equipment requires care in moving and storage, however,

since the records are not always played as records, they tend not to be handled with care.

Authentic Musical Examples 
Turntable examples in the Roots of Rhythm come from nationally known Hip-Hop artists and 
show how the technique of scratching is integrated into several forms of contemporary music. 
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The trainer should encourage teachers to play along with these tracks. 

Making Instruments & Play-Along Exercises 
Creating the Turntable effect by using homemade turntables can be as simple as scratching on 
the textured surface of a plastic take-home container. 

Hints for making a homemade Turntable: 
• The bottom surface of a certain types of plastic take-home containers has a tight

crisscross texture that when rubbed with the fingernails or pads produces a scratch effect. 
• Remind teachers that a slow motion produces a low pitch and visa versa.
• Teachers should look around for other types of friction sounds or good scratching

surfaces.
• There is an example of the homemade turntable in the RoR curriculum.

Review the “Three Rules” for instrument making stated in the General Lesson Plan section. 

Training Tip: The trainer will usually have time in a two-hour session to make only one 
instrument from each cultural area.   

Refer to the hints and rules for instrument making in the Instrument Building section of 
the General Lesson Plan for additional suggestions.  

Play-Along Exercises 
Play-along exercises come from a publication used in teaching turntablism at the college level. 
The notation is designed to simplify some of the techniques.   

Supplements 
Remind the class to review the Classroom Connections, Recommended Reading, and 
Funsheets supplements to gain a better understanding of how the Turntable lesson can be 
integrated into everyday instruction in the classroom and beyond. 

38



ROOTS OF RHYTHM: TRAINER’S MANUAL - SESSIONS 

Session Nine/B: Iraq — The Daf 
Introduction 
The Iraqi Daf is one of the oldest instruments in the world and certainly the oldest covered in 
the Roots of Rhythm curriculum. It was chosen because of its age and unique geographic 
location at the crossroads of civilization, its heritage as the traditional drum of the Kurdish 
people and its use as an instrument of peace—a relatively recent development in the diverse 
history of drumming. All these aspects of the instrument can be explored in this lesson, while 
incorporating comparisons to the struggles, conflicts and progress of American Indians, 
Africans, and Hispanic-Americans in the United States.

The study of the Daf also provides many opportunities to discuss the math and science of the 
design and tonal qualities produced by the drum and its sound modifying rings.   

Background 
Sharing information about the conflicts, both ancient and modern, in the Middle East can set up 
further discussion about the underlying causes and resolution of territorial, political, social, 
religious, ethnic and cultural disputes. The Daf can also be compared with frame drums that 
developed in other cultures, such as the Lakota Drum, the Portuguese Adufe and the Brazilian 
Pandeiro.

Characteristics & Authentic Musical Examples 
The Daf has the following distinguishing characteristics: 

• Drumhead – The single drumhead is traditionally made of goatskin and attached to the
frame with tacks and staples. More recently, the drumheads are made from Mylar.

• Shape – The drum is large (21-22.5") with a shallow (2") wooden frame.

• Tone – Due to its size, the drum has a very low tone when played near the center but also
a high tone when played near the edge.

• Beaters – Both hands hold the drum while it is played with the fingers. It can also be shaken to
activate the sound of the rings on the drumhead.

• Position – The instrument is played standing up and held in front of the performer.

• Artwork – There is often artwork on the drumhead, such as images of women or historic figures
and sometimes spiretual phrases.

• Availability – While variations of the Daf are available throughout the Middle East, the instrument
is not generally found outside of the region. The tambourine is perhaps the closest, commonly
available relative of the Daf.

• Tuning & Maintenance – The drumis not tunable and relatively little maintenance is required.

Authentic Musical Examples 
Listen to the authentic tracks for the Daf. Note that this music was donated from field 
recordings of an ethnomusicologist, traditional performers and Smithsonian Folkways 
recordings.

Making Instruments & Play-Along Exercises
Small versions of the Daf can be made using 9-10" cardboard hoops, PVC tape and two sizes 
of paperclips. Kleenex and pizza boxes can be used for simpler forms of the instrument. 
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Hints for making the Daf. 
• Wrap tape around one end of the hacksaw blade to form a handle.
• Wrap tape around the outside fo the frame to hold the paperclips in place and form an

anchor for the drumhead.
• The tape for the second layer of the drumhead needs to be pulled as tightly as possible to get

a good sound. Remind teachers that one piece of PVC tape can be pulled across the diameter
of any drum to tighten it. To keep from ruining any designs already on the drumhead, clear
tape should be used. More tightening pieces of tape should go on either side of the first
diametric piece with very little overlap of the tape.

• Sprinkle talcum or baby powder around the sticky side of the head so that the paperclips won't
stick to it during performance.

Review the "Three Rules" for instrument making stated in the General Lesson Plan section 
of the Roots of Rhythm Teacher Training Manual.

Training Tip: The trainer will usually have time in a two-hour session to make only one 
instrument from each cultural area.

Refer to the information in the Instrument Making page of this Manual for step-by-step 
instructions and additional suggestions.

Play-Along Exercises
Have attendees play along to the musical examples while looking at the box notation. 
Discuss the application of uncommon rhythmic patterns and longer 10, 12, 14, 16 and 37 
note pulses in non-western music.

Supplements
Remind the class to review the Classroom Connections, Recommended Reading and 
Funsheets supplements to gain a better understanding of how the Daf lessons can be 
integrated into everyday instruction in the classroom and beyond.

Review & Concluding Drum Circle
Refer to the final section of the General Lesson Plan for important suggestions on the 
content of your concluding remarks. If time allows, end with a drum circle. Trainers should 
teach attendees/teachers how to facilitate loud and soft, stop and go, echo, "rumble to 
rhythm" and "rumble to stop." Additional ideas would be to "sculpt" different halves or 
quadrants of the drum circle using these techniques or various combinations of 
instruments, for example the five basic categories of drum circle sounds: wood, bells, 
shakers, bass drums, hand drums.

The drum circle, along with many other aspect of the Daf lesson, can also be used to 
teach the theoretical and practical application of conflict mediation and peace-
building to the group. The concepts of teamwork, cooperation, discipline, 
collaboration, consideration of others (aka "the golden rule"), community service and 
the importance of individual contributions toward a common goal should also be 
included in discussions and activities for this chapter.
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 Section Ten/A: Making RoR Connections 
Group Discussion: How to make connections within the RoR curriculum. 

Rhythms - Review the ten rhythmic categories in Chapters 1-10, then discuss their extensions in 
chapters 11-15. Some possible questions might be: 
1. Which rhythms are easiest and why? Discuss the difference between stick and hand
techniques. 
2. Which are the most difficult and why? How can you get assistance teaching the difficult
rhythms? 
3. How would you teach your beginning rhythm?
4. How do any of the rhythms connect to other subjects? Discuss, for example, speech rhythm
and language arts. 
5. Could you teach one country’s rhythm on another country’s drum? Discuss, for example,
teaching Djembé African rhythms on the Portuguese Adufe.   

Cultural connections -Discuss how the fifteen RoR percussion instruments represent a variety of 

1. How does the Dondo’s use by chiefs in Ghana compare to the use of the Kakko by imperial
musicians in Japan? 
2. What is the social context of the two friction drums, the Buhai and Turntable? Compare what
each expresses in their respective societies. 
3. In what cultural context were the RoR instruments invented? Compare how the Steel Drums
and Snare Drum came into existence. 
4. What is the context of parade drums? Compare cultures for the Pandeiro, the Adufe and the
Naqqāra. 
5. What is the connection between drums and the military? Discuss how drums were used by the
Ottomans. 

Science connections - Discuss various scientific principles in the RoR curriculum. 
1. Venturi effect – How is the sound affected on an open vs. closed goblet drum?
2. Coupled frequency – What is difference in resonance between one and two drumheads?
3. Snare modification – Why add snares to a drum?
4. Loaded vibration – What effect does the black paste have on the drumhead?
5. Pitch variation – What devices are used to vary the pitch of a drum? Discuss the Dondo, the
Tabla, and the Pandeiro as compare with the Steel Drums and Ranāt Ēk.  

Art connections - Discuss how art on drums reflects various aspects of music and society. 
1. Kakko - What the significance of highly decorated art?
2. Pandeiro – Why print an image of the Brazilian flag on a drum?
3. Lakota – What is the spiritual connection to lines on the drumhead?
4. Ranāt Ēk – Why is the box resonator so highly ornate?
5. Steel Drums - Why did pan decoration go from the simple, raw oil can appearance (with
almost no art) to a polished chrome finish available today 

social and cultural contexts. 
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Geography connections - Discuss how musical instruments and music might be affected by 
various geographic locations. 
1. Forest regions – How are skin drumheads affected by moisture in the rain forest?
2. Deserts – When caravans move across the desert, which instruments would likely be used and
why? 
3. Urban areas – What allowed young people to devise the new instrument called the Turntable
in the Bronx? Compare that geography with the island nation of Trinidad and Tobago. 
4. Oceans – What was the instrument of choice for traveling on long ocean voyages? Discuss
why other RoR instruments would or would not be suitable? 
5. Plains areas – What effect did living on the plains have on drum making?

Historical connections - Discuss the histories of small countries/areas and large empires in the 
RoR curriculum. 
1. Portugal – How did drumming in the Portuguese empire influence Africa and South America?
2. Japan – How was Japan’s musical history influenced by China and Korea?
3. Ottoman – How did this empire influence percussion in Europe and Asia?
4. Trinidad and Tobago – Despite its size, what led to the invention of Steel Drums on this small
island nation? 
5. Pine Ridge Reservation – What is the relationship of Native Americans and their drumming
to North America? 

Review & Concluding Drum Circle 
Refer to the final section of the General Lesson Plan for important suggestions on the content 
of your concluding remarks. If time allows, end with a drum circle. Have a 'jump in' drum 
circle, where anyone can facilitate the circle.  

Session Eleven Pre-Assignments 
Teachers should continue working on their three to five-page lesson plan describing how 
they will implement the RoR curriculum in their classrooms. The format is shown on 
www.EthnomusicInc.com. It can include diagrams, photos, graphs and activity sheets. 
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Session Ten/B: Using RoR In The Classroom 

Introduction 
In session ten attendees will work in small groups for the first hour to plan strategies for 
implementing the curriculum in their classrooms. In the second hour, they will meet back as the 
whole group to share their ideas.   

Group Discussion: RoR implementation through Lesson Plans. 
Have the teachers break into groups of five to eight to work on ways that they might 
implement the RoR curriculum in their respective classrooms. In these groups they will refine 
their lesson plan assignment. 

Lesson Plans 
1. Teachers should present their lesson plan drafts to the small group for a critical discussion.
2. Describe how the lesson fits the Academic Content Standards in a particular area.
3. Present the rationale for using the particular instrument.
4. Show how the lesson can be cross curricular.
5. Be prepared to give a critical analysis of the lesson.

Group Discussion: Using the RoR curriculum in cross-disciplinary ways. 

By Subject 
1. Music – Discuss how the lesson can be used as a music lesson in a typical music classroom.
Describe resources available in a variety of classroom possibilities, for example, from being on a 
cart to having a fully equipped music room. In addition, describe how homemade instruments 
form part of the lesson. 
2. Geography – The presentation could focus on how instruments come from particular
geographic region. For example, drums used for communication come from the forest regions of 
West Africa because of the difficulty of moving through the jungle terrain. Add to this how 
sound easily travels in damp air. 
3. History – Lessons in history might show how musical instruments came from China to Korea
and later over to Japan ending up in the Imperial Court. Another subject might have to do with 
the U.S. naval station on Trinidad and storage of oil drums during World War II and how these 
cans became resources for the invention and development of Steel Drums.  
4. Social Studies – A presentation on the urban conditions in the Bronx area of New York City
in the 1970s, could lay the groundwork for a discussion of Hip Hop culture. This movement 
could then be traced to musical developments of this genre in other countries around the world. 
5. Science – A lesson plan for science might consider comparisons of loaded (Tabla) and
unloaded membranes on drums (Naqqāra) and loads on vibrating bars or xylophones (Ranāt Ēk). 
The addition of white noise to a drum with snares could be analyzed with an oscilloscope and 
compared to an un-snared drum sound.  
6. Art – The subject of decorative art on drums such as the Lakota Drum, the Kakko and the
Adufe might be addressed through a craft project. 

43



ROOTS OF RHYTHM: TRAINER’S MANUAL - SESSIONS 

7. Math – As the focus of a math presentation, there are a great number of shapes that can be
measured in two and three dimensions. These include square and rectangular boxes, goblet and 
hourglass shapes, as well as cones and cylinders.  
8. Cross-disciplinary – Any two or three disciplines could be combined for a cross-disciplinary
lesson. For example, discuss the social difficulties that the Lakota people had as they settled in 
South Dakota. Look up the geography of their current habitat on Pine Ridge Reservation. Find 
out if famous Lakota singers, like Kevin Locke sing songs about their heritage. 

By Age 
Discuss how the RoR curriculum might be adapted to a variety of ages. 
1. K-3 – Make musical spoons for the Sājāt chapter, play the rhythms, and discuss how music
and tools for getting food (spoons) are connected. Note the original spoon—cupped hands—can 
be used to make a low sound (cupped hands) and a high sound (flat hands).     
2. 4-6 – While these are the intended grades for the RoR curriculum, extend the lesson, for
example, to Physical Education, like the activity of break dancing for the turntable chapter. 
3. 7-8 – Use RoR to discuss the social conditions of Native Americans after reading the
historical information and listening to the music. 
4. 10-12 – Have students find ways of tuning the keys on their homemade Ranāt Ēk, and then
describe the effect of their idea. Try to raise and lower the pitch. 

Sharing Discussion 
Teachers come back together in the second hour to share their ideas. During this time, each 
teacher will have an opportunity to present an informal trial run of her or his ideas to the group in 
advance of the next session.  

Presenting Rules  
In advance of Session Eleven, teachers should be reminded that each presentation: 
1. Should not be over ten minutes in total.
2. Will have five minutes afterward for discussion by the group.
3. Can involve ‘audience participation”
4. Can have props, recordings, video, etc.
5. Should be educational but entertaining if possible.
6. Should be accompanied by a 3-5 page lesson plan
7. Should have copies of the lesson plan available for each attendee

Training Tip: If an attendee is unable to get copies, the trainer should try to assist with other 
resources.   

Review & Concluding Drum Circle 
Refer to the final section of the General Lesson Plan for important suggestions on the content of
your concluding remarks. If time allows, end with a jump-in drum circle, where anyone can 
facilitate the group.   
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Session Eleven Pre-Assignments 
Teachers should complete their three to five-page lesson plans describing how they 
will implement the RoR curriculum in their classrooms. The format is shown on 
www.EthnomusicInc.com. It can include diagrams, photos, graphs and activity sheets. 
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Session Eleven: Project Presentations 

Introduction 
In session eleven attendees will begin presenting the lessons that they have been developing 
over the past ten sessions. Here the teachers will present their ideas on how to implement the 
RoR curriculum in their classroom. 

Presenter’s Responsibilities 
1. Each presenter should have copies for every member of the group. If the trainer has assisted
with providing these copies, the material should be checked for problems before handing out to 
attendees.  
2. Each presentation will last around ten minutes with five minutes for feedback from the group.
3. Under these time constraints the group will get an abbreviated version, but it should contain all
of the important elements of the lesson. 
4. If the presenter has collaborated with another teacher, both need to participate in the
presentation. 
5. The presenter might invite an outside artist as an example of a particular musical tradition.
6. The presenter should advise the group what age the lesson is intended to reach and whether or
not the group should respond as that grade level. 
7. The group should be advised by the presenter if any homemade instruments or items will be
needed for the presentation. 

The Group’s Responsibilities 
1. The group should be prepared to comment on their colleagues’ presentation in a constructive
way, providing helpful suggestions and feedback. 
2. Ask the group to be ready to respond to the presenter as if they were a class if the presenter so
wishes. The presenter will advise the group of the grade level. 
3. The group should be willing to dance or move as needed by the presenter.
4. The group should have all instruments made during the session available for use during the
presentation. 
5. If there is to be a ‘ringer’ in the group, someone playing the part of a non-cooperative student,
he or she should be selected without the presenters’ knowledge. 

The Trainer’s Responsibilities 
1. It is advisable for the trainer not to participate so that you can observe the whole group. The
group should be told that you will not participate for that reason. 
2. As much as possible, let the attendees do the critique and ‘self-lead’ the group.
3. If one person in the group takes too much time in commenting, try to move the conversation
along. 
4. Remind the presenter to limit the time.
5. If no one wants to critique their colleague, help them to do so by asking questions like, “How
would you do this differently in your classroom?” 
6. The trainer might ask the group if it is OK to have a ‘plant,’ someone who would not
cooperate with the presenter. This provides an opportunity to consider issues of class 
management.  
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Session Twelve Pre-Assignments 
1. Prepare Final Evaluation forms.
2. Prepare Completion Certificates.
3. Review the Resources section of this Manual.
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Session Twelve: Final Project Presentations and Graduation 

Drum Circle 
Unlike previous Sessions, start this one with a last-day, jump-in drum circle, where anyone can 
facilitate the group.  

Final Presentations 
If all attendees did not complete their presentations in Session Eleven, time should be taken to 
complete them during Session Twelve. 

Program Resources 
To complete the training, the Trainer should take time to present the appropriate information on 
the availability of additional support for implementing the RoR curriculum (contained in the 
Resources section of this Manual) to the class.  

Presentation of Awards and Certificates 
Any donated drums, books, DVDs and end-of-session awards will be passed out to teachers at 
this time. A drawing can also be held with Teachers writing their names on small pieces of paper 
that are put into a drum, and drawn; allowing the chosen teacher to select a free instrument of 
their choice.  

Every teacher who has completed the course should receive a certificate of completion. 

A sample “Certificate of Completion” is included with this Manual and also available 
online at rootsofrhythm.net. 

Additional “end-of-term” celebrations and festivities are at the discretion of the Trainer and the 
class. 

Acknowledgements 
Thanks should be given to all attendees, local sponsors and the PMC for their support. 
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RESOURCES
Promoting the Promotion

Drumming Up Awareness and Support for Your Training Workshops
One of the most fundamental goals of marketing is to maximize the visibility and success of an 
activity or event by raising public awareness of it. And, one of the most effective ways to achieve 
this goal is to apply a simple concept known as "promoting the promotion." Although this is not a 
precisely defined formula, it generally means to incorporate all the available marketing elements 
you can into your promotion to make sure that every potential participant is aware of your activity 
and has a positive perception of it. 

By employing the proper promotional techniques and materials, when 25 or 30 teachers sign up 
for your training seminar, you can be sure that hundreds more will have heard or read about it. 
Therefore, to reach the widest possible audience, it is essential that you promote your Training 
Workshops in the widest possible way. 

Step 1: Get Involved In Public Relations. 
When it comes to successful marketing, there are many forms of promotion available. And, 
although it's often the most expensive form, that means that traditional advertising isn't always 
the most effective. On the other hand, publicity can have a much lower cost and a much higher 
return than other forms of promotion, including advertising. 

Here are some of the benefits of incorporating Public Relations into your marketing plan: 
1. Publicity is virtually free.
2. People tend to pay more attention to publicity than advertising.
3. Positive publicity will create goodwill in your community.
4. Publicity adds visibility and credibility to your activities.
5. Publicity can lead to new participants and volunteers.

Creating good publicity is well within your grasp as a Roots of Rhythm Trainer. There's no 
reason why you can't produce and distribute publicity materials without necessarily being an 
expert in the field. With a little effort you can quickly learn how to do basic public relations and 
work with the local media. 

First, compose a clear, concise, comprehensive press release. The release should be included 
along with other relevant promotional materials such as posters, flyers and promotional cards in a 
media kit. Once it's complete, the media kit will become a tool for promoting the promotion and 
for soliciting support from local teachers, businesses, the media and others. This support can be 
logistical, promotional and, in some circumstances, financial. 

Also include some photographs of yourself or your classes in your media kit. Good quality photos 
are must, not just for the local newspaper, but for your own publicity, marketing, newsletter or 
website. Submitting a photo with your press release may help get it published. When submitting 
photos for print and electronic publications, send high quality print or hi-res (300 dpi) digital 
files. Lo-res (72 dpi) images are fine for websites and Internet publications. 

ROOTS OF RHYTHM: TRAINER’S MANUAL - RESOURCES
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Remember that your promotion shouldn't begin or end when your classes do. Send out press 
releases and continue your public relations and promotional efforts before, during and after each 
series of workshops. Through consistent public relations and promotional efforts you can support 
a successful event now and establish a solid foundation for the future. Even though your classes 
may be a singular event, promoting the promotion is an ongoing process. 

Training Tip: Use the sample Media Alert, poster/flyer and promotional card templates for 
your press release and marketing materials. These materials can be easily modified to 
include your name, contact info and other pertinent iriformation and can be printed at a 
neighborhood Kinko's, Staples or independent print shop. 

Step 2: Cultivate Support from the Local Media. 
In planning for successful training activities you need, want and deserve media exposure. But 
even when you have a great story to tell, your message won't be seen or heard if you wait for the 
media to come to you. You have to bring your story to the media's attention. 

Your local print and electronic media can include: 
• Newspapers
• Magazines
• Radio
• TV (Broadcast and Cable)
• Internet Websites and Bulletin Boards such as Google, Yahoo and Craig's List

Beyond approaching them to publish or broadcast your press release, most local media have 
community affairs as well as arts/entertainment reporters who might be interested in reporting on 
your activities. 

Also keep in mind that you'll need to develop an ongoing relationship with your media contacts 
to get the increased exposure you seek for your activities. Rather than cold-calling and trying to 
start a relationship with an editor at the last minute, develop a network of media contacts. This 
can create promotional opportunities far faster than calling them to introduce yourself and your 
event at the same time. 

Step 3: Promote the Benefits of Music Participation. 
You can and should include information on the recreational, developmental, social and 
therapeutic benefits of drumming in your local promotion wherever and whenever it is 
appropriate. This will give your target audience a number of positive reasons to consider 
attending and participating in the Roots of Rhythm program. Among these benefits are: 

A. Increased self-esteem, self-confidence, self-discipline. 
B. Improved social skills and teamwork abilities. 
C. Mental, social and physical development in young children. 
D. Physical Therapy and Stress Relief. 
E. Wellness and simple recreation for all ages and abilities.
F. Multi-cultural and Arts Appreciation.  
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Step 4: Offer Opportunities to Other Local Businesses.
Because teachers are also consumers of other goods and services, a variety of local businesses 
may see as much benefit in supporting your training activities as they do in supporting the local 
Little League team, Boy and Girl Scout troops and other groups. Drop off your media kit and 
follow-up with businesses such as:

• Independent Music Teachers
• Record Stores
• Charities/Community Organizations
• Service Companies & Non-Music Retailers

Training Tip: Allow at least six weeks  of planning time for the promotion  of your workshops.  
You have to allow for production  time,  media  lead  time, mailings, etc. Typically, initial 
planning should be completed from  six to four  weeks ahead of time; invitations and media alerts 
should  be mailed four to three weeks ahead; and final preparations for you and your affiliated 
businesses (putting up signage, place point-ofsale items and train staff) should be done in the 
final two weeks.
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MEDIA ALERT (A) 

For Immediate release! 

Contact: [Trainer Name and Phone Number] 

Date: [Day, Month, Year] 

LOCAL TEACHER TRAINING CLASSES OFFERED FOR INNOVATIVE 

“ROOTS OF RHYTHM” WORLD DRUMMING CURRICULUM. 

Who: Open to elementary classroom and music teachers 

What: Roots of Rhythm Teacher Training Workshops 

Where: [Workshop Address, Contact Info] 

When: [Days, Months, Year and Times] 

Why: Roots of Rhythm combines drums and music from around the world with lessons in core 

subjects to integrate arts and academics, achieve state and national education standards and 

support global education goals. 

The Roots of Rhythm: World Drumming for All Ages is written by professional drummer

and ethnomusicologist Dr. Woodson with supplemental contributions from top music 

educators Jessica Baron and Anne Fennell. The program was developed by the Percussion 

Marketing Council (PMC) with support from NAMM (the International Music Products 

Association).  

For additional information please contact [trainer name and contact info] or go to 

www.rootsofrhythm.net 

### 

Roots of Rhythm is sponsored by: 
The Percussion Marketing Council • The NAMM Foundation

www.rootsofrhythm.net



MEDIA ALERT (B) 

For Immediate release! 

Contact: [Trainer Name and Phone Number] 

Date: [Day, Month, Year] 

LOCAL TEACHER TRAINING CLASSES OFFERED FOR INNOVATIVE 

“ROOTS OF RHYTHM” WORLD DRUMMING CURRICULUM. 

Enrollment is now being accepted in a 12-week series of teacher training workshops for Roots of 

Rhythm: World Drumming for All Ages. This exciting, innovative, hands-on curriculum is

designed to help upper elementary school students achieve state and federally mandated 

standards in core subjects such as Social Studies, Language Arts, Science, Math and the Arts by 

introducing a variety of drums and drumming into the general classroom.  

With it’s cross-curricular, multi-cultural, arts and academics approach, Roots of Rhythm feeds 

the needs of the whole child— adding deeper meaning to the fundamentals and bringing essential 

developmental skills like creative thinking and problem solving, art appreciation, tolerance, 

teamwork, self-discipline and positive self-expression to students, classrooms, schools and 

communities in an innovative, intuitive and influential new way. 

Students benefit from Roots of Rhythm’s inter-disciplinary method by: 

• Learning about cultural diversity through its similarities and differences.

• Working cooperatively and communicating with others.

• Analyzing, interpreting and connecting ideas from different academic disciplines.

• Learning academic concepts through hands-on music participation.

• Discovering the social, cultural and historical roles of music and rhythm.
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The classes are taught by Roots-certified trainer [Trainer name and credentials] and are 

supported by leading local community music teachers and dealers, including [promotional 

partners]. The workshops also qualify for in service credit and may be used to obtain college 

credit in some cases. 

The Roots of Rhythm: World Drumming for All Ages is written by professional drummer

and ethnomusicologist Dr. Craig Woodson with supplemental contributions from  top 

music educators Jessica Baron and Anne Fennell. The program was developed by the 

Percussion Marketing Council (PMC) with support from NAMM (the International Music 

Products Association).  

For additional information please contact [trainer name and contact info] or go to 

www.rootsofrhythm.net 

### 

Roots of Rhythm is sponsored by: 
The Percussion Marketing Council • The NAMM Foundation

www.rootsofrhythm.net
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 Reaching Out To Local Music Dealers 
It is essential that Roots of Rhythm Trainers form a strong partnership with one or more of their 
local music dealers. You’ll need the involvement of local dealers, not just to sell drums and 
percussion to teachers and students, but as an important resource, as well. Music dealers can 
support the Roots of Rhythm program by providing: 

- Instruments for training classes and demonstrations 
- Training Facilities 
- Funding/Sponsorships 
- Discounts and Sales Promotions 
- Promotional and Marketing support 
- “Field Trips” 
- Guest Faculty and Artists 
- Individual and Group Lessons for teachers and students 

Working with your local music dealers will add benefit and value to your training activities. 
Plus, besides making learning more fun and effective for elementary school teachers and 
students, it will also help you to achieve two more of the central goals of the Roots of Rhythm 
program: expanding the number of active music makers while creating more customers for music 
retailers. 

Step 1: Identify Music Dealers 
Ultimately you will want to establish a relationship with the store manager, drum department 
manager or drum teachers at your local music stores and drumshops. You may find one dealer 
who will work with you exclusively or multiple dealers that can all work together. There is no 
“rule” on this subject but keep in mind that as your program grows your need for dealer support 
will grow with it. An exclusive deal may seem a great idea in the beginning, but may work 
against you down the road— so plan ahead. 

If you are unfamiliar with the music stores in your area, consider one or a combination of the 
following approaches: 

• Log on to the Roots of Rhythm website— www.rootsofrhythm.net—and check out the
Roots of Rhythm participant database to see if any dealers in your area have registered. 

• Log on to the NAMM website— www.namm.org/locator— to find a listing of music
dealers. 

• Look in your local Yellow Pages under Musical Instruments or log on to
www.yellowpages.com and enter “musical instruments” and your zip code. 

Another suggestion is to focus on stores that are either drum specialty shops or full-line music 
dealers. It will be counter-productive to get involved with a piano or sheet music dealer that 
doesn’t even carry drums and drum accessories.  

After you’ve identified potential dealers, make a contact list and keep it current. 
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Step 2: Connect With Dealers 
Once you have a list of the dealers in your area who may be interested in supporting your Roots 
of Rhythm workshops, provide them with some basic information on the program and let them 
know where they go to can find out more about it. Roots of Rhythm has created a special Dealer 
Activity Workbook to help dealers learn more about the Roots program and how they can benefit 
from it. The Guide is automatically sent to dealers that register in the RoR dealer database and is
also available as a free download from the rootsofrhythm.net website. 

Additional resources for learning more about the Roots of Rhythm program include: 
• The Roots of Rhythm brochure and one-sheet (available on the Training Manual CD

and from the rootsof rhythm.net website) introduce the program and explain 
how Roots of Rhythm meets current education standards. 

• The Roots of Rhythm website (www.rootsofrhythm.net) is where dealers can download
all Roots of Rhythm content and support materials, including the Dealer Activity 
Guide, 12-page, full-color promotional brochure and single-sheet flyer. 

Next, send an invitation letter to the perspective dealers outlining who you are, what you’re 
offering and how you will be able to help them create new customers and business opportunities 
by partnering with them to implement the Roots of Rhythm curriculum in local schools. 

Training Tip: Use the sample Dealer Invitation template for your invitation. 

Step 3: Follow Up 
After you have sent your introductory/invitation letter and materials, follow up by phone or e-
mail to make sure that the dealers received it and to ask if they have any questions. Keep the 
notes from your contacts with potential Roots of Rhythm dealers for future use. 

Notes About The “Other” School Music Market… 

On of the biggest benefits of Roots of Rhythm for a music dealer is that it provides a 
conduit to reach an entirely new group of potential customers in addition to those 
already in traditional school music programs.  

This “other” school music market has huge potential…
• The National Center for Education Statistics indicates that there are more than 119,150
   public schools in the US, with a total student population of more than 49.8 million students.
  This figure does not include private, parochial, magnet, and charter schools.
• Of these 119,150 public schools, approximately 87,190 are traditional public schools.
• The Council for American Private Education indicates that there are more than 33,400
private schools in the US with a total enrollment of more than 5.3 million students.

• The average number of students in elementary and middle schools is between 400 and
600. Thus the average number of students at any grade level is around 100.

• The average student-teacher ratio in the US is 16 to 1. Thus, the 5th or 6th grade level
will be served by six teachers in an average public school district.

• Taking these averages (your schools may differ significantly from them), if you work
with just six teachers in one semester, you will reach roughly 100 students and 200
parents, for a total of more than 300 potential new customers. If you work with the same
teachers for a whole year, the numbers double.
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[Month, Date, Year] 

[Contact’s Name] 
[Store Name] 
[Street Address] 
[City, State, Zip Code] 

Dear [Contact’s Name]: 

As a certified Roots of Rhythm Trainer, allow me to introduce you to the Roots of Rhythm: 
World Drumming for All Ages. This exciting, innovative school program introduces drums
and world drumming into the general classroom, helping upper elementary school teachers 
and students achieve essential curriculum goals while creating more music makers. 

Created by the Percussion Marketing Council and supported by NAMM (the International Music 
Products Association), Roots is a unique and fun-filled way to help students learn the concepts in 
social studies, language arts, science, math and the arts they’ll need to succeed at school and in 
life, as well as introduce them to the enjoyment and benefits of drumming and making music. 

I am currently accepting enrollment in a 12-week series of Roots Teacher Training Workshops 
that are scheduled to take place at [location] from [dates] and I am seeking to form a partnership 
with a local music dealer. Through such an alliance, your store would become a designated 
“Roots of Rhythm World Drumming Center”; providing a variety of support such as loaner 
instruments, facilities, sponsorships, sales promotions, marketing support, “field trips”, guest 
faculty and private lessons in exchange for promotional consideration and access to an entirely 
new group of potential customers. 

If you have any questions about Roots of Rhythm and how you can help support it, please give
me a call at [Direct Phone Number]. I look forward to speaking with you at the earliest 
opportunity. 

Sincerely, 

[Name & Title] 
[Contact Information] 

Roots of Rhythm is sponsored by: 
The Percussion Marketing Council • The NAMM Foundation

www.rootsofrhythm.net
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Reaching Out To Local Schools & Teachers 

As discussed in the Introduction section of this Manual, Roots of Rhythm has been designed to 
support standards-based teaching and deeper learning in a variety of core subjects, including 
Social Studies, Language Arts, Science, Math and the Arts. This alone makes Roots of Rhythm 
an incredibly valuable tool for classroom teachers.  

But, the hands-on nature of drumming, music making and instrument building also fosters 
cultural diversity, awareness and tolerance as well as teamwork, self-discipline and creative 
problem solving in the classroom, too. Taken together, these are the fundamental reasons that the 
Roots curriculum is so beneficial to elementary school classrooms and they should be 
communicated to potential teachers at every opportunity. 

Step 1: Identify Schools and Teachers 
There are several ways to approach area schools and teachers in order to spread the word about 
Roots of Rhythm and encourage elementary school teachers to integrate the curriculum in their 
classrooms by signing up for your training sessions. 

Consider one or a combination of the following approaches: 
• Log on to the PMC website—www.playdrums.com—and check out the Roots of

Rhythm participant database to see if any teachers in your area have been to a Roots of Rhythm 
Teacher Workshop. 

• Talk to administrators at the school and district levels. Visual/performing arts
coordinators and elementary/middle school administrators may also be able to provide you with 
a list of teachers and administrators to contact. Try the local PTA or PTO, too. 

• Talk to your own school contacts—band leaders, choral directors, general music
teachers. They will be able to identify the schools and teachers most likely to be interested in the 
Roots of Rhythm program. 

• Spread interest in Roots of Rhythm via other centers of influence. Do you know any
elementary or middle school teachers? Do you have kids in elementary schools or know other 
parents who do? Do any of your local music stores’ sales people and teachers have connections 
to area schools?  

• Local child, family and community support organizations (such as the YMCA, the Boys
& Girls Clubs or Boy and Girl Scouts) can help. Often, these organizations already have 
relationships with the schools and will be able to identify which schools and teachers might be 
most open to incorporating Roots of Rhythms. Approach your local arts organizations to connect 
with arts-in-education groups. 

• Go Grass-Roots. Raising awareness of Roots of Rhythm through word-of-mouth is one
of the most effective promotion methods. Post your posters, flyers and promotional cards at local 
businesses. Choose teacher-friendly locations like office supply, photocopy and book stores and 
libraries as well as not so obvious businesses such as grocery stores, cleaners, pharmacies and 
others. 

After you’ve identified schools and teachers, create a contact list of upper elementary school 
teachers in your local area. Depending on your location, you may want to start with a small 
group of schools (within a few miles of your workshops) or you may want to reach out to every 
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elementary/middle school in the community. Don’t limit yourself to public schools; also consider 
parochial (i.e. religious) and private schools. 

Step 2: Connect With Teachers 
Once you have identified teachers and schools who may be interested in incorporating Roots of 
Rhythm, give them some basic information on the program and let them know where they can 
find out more about the curriculum. 

Additional resources for learning more about the Roots of Rhythm program include: 
• The Roots of Rhythm brochure and one-sheet (available on the Training Manual CD

and from the rootsof rhythm.net website) introduce the program and explain how Roots of
Rhythm meets current education standards.

• The Roots of Rhythm website (www.rootsofrhythm.net) is where teachers can
download all Roots of Rhythm content and support materials, including the 12-page, full-color
promotional brochure and single-sheet flyer.

Next, send an invitation letter to the perspective teachers outlining who you are, what you’re 
offering and how you are able to help them implement the popular and successful Roots of 
Rhythm curriculum in their classrooms. Send invitations to teachers as well as administrators, 
including principals, school board members and district superintendents. 

Training Tip: Use the sample Teacher Invitation template for your invitation. 

Step 3: Follow Up 
After you have sent your introductory/invitation letter and materials, follow up by phone or e-
mail to make sure that the teachers received it and to ask if they have any questions. Keep the 
notes from your contacts and meetings with potential Roots of Rhythm teachers for future 
reference. 

Training Tip: One creative way you can get a potential Roots of Rhythm teacher’s 
attention is to give the teacher an apple… shaker. An apple shaker can be purchased 
from most local on online music stores and is an inexpensive gift— and a clever way to 
alert a teacher to your workshops. Send it in a small box along with your promo card and 
contact information. 
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[Month, Date, Year] 

[Teacher’s Name] 
[School, Grade] 
[Street Address] 
[City, State, Zip Code] 

Dear [Teacher’s Name]: 

As a certified Roots of Rhythm Trainer, allow me to introduce you to the Roots of Rhythm: 
World Drumming for All Ages. This exciting, innovative curriculum introduces drums and
world drumming into the general classroom, helping upper elementary school teachers and 
students achieve mandated curriculum goals in core subjects such as Social Studies, Language 
Arts, Science, Math and the Arts while creating more music makers. 

Created by the Percussion Marketing Council and supported by NAMM (the International Music 
Products Association), Roots is a unique, hands-on and fun-filled way to help your students learn 
the fundamental concepts they’ll need to succeed at school and in life, as well as introduce them 
to the enjoyment and benefits of drumming and making music. 

I am currently accepting enrollment in a 12-week series of Roots Teacher Training Workshops 
that are scheduled to take place at [location] from [dates]. Please join us for these classes that 
have been pre-qualified for in-service credit and may be eligible for college credit in some 
instances. 

If you have any questions about the Roots of Rhythm program, don’t hesitate to contact me at 
[Direct Phone Number]. I look forward to meeting you and helping you implement the Roots 
curriculum in your classroom in the very near future. 

Sincerely, 

[Name & Title] 
[Contact Information] 

Roots of Rhythm is sponsored by: 
The Percussion Marketing Council • The NAMM Foundation

www.rootsofrhythm.net
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 Funding and Additional Support 

Funding 
Funding is, of course, a major concern for everyone involved in developing and teaching the 
Roots Of Rhythm curriculum. Some financial resources are available from the Percussion 
Marketing Council, music dealers and other local business and organizations but, at the end of 
the day, the teachers who take the 12-week class will be required to contribute at least a nominal 
amount to cover the costs of: 

• Training fees ($225)
• Administrative fees ($25)
• Facility fees ($50)
• Material fees ($100)

Therefore, the per teacher cost for the 12 session should be approximately $400 to $500. This 
can be applied on a sliding scale with deserving teachers receiving full or partial scholarships at 
the Trainer’s discretion. In addition some of these expenses may be reduced through 
contributions and grants from others.  

Decisions on fees and payments are ultimately made by the individual Trainer. He or she should 
expect to be compensated for their time and effort, but should also realize that this can be viewed 
as secondary income for providing a valuable community service. 

Guest Artists, Teachers and Facilitators 
Incorporating a guest artist, teacher or facilitator in your workshops can bring an exciting, new 
perspective to the lessons while keeping them fresh and creating a more professional context for 
the experience. 

Participating in your workshops will give your guests an opportunity to display their talent and 
recruit for their own music education programs while building your program at the same time. 
Although many organizations and individuals can also be approached to form an alliance with 
you and your community outreach efforts in exchange for promotional consideration, in some 
cases you may need to offer the guest a modest fee for their involvement.  

In addition to imparting his or her knowledge to the class, a guest instructor should also: 
• Make the program a positive experience for all involved.
• Encourage participation by all attendees.
• Promote the benefits of music making.

Music programs and trained music educators most likely already exist in your local community 
so finding a guest teacher or performer should not be difficult. Some may be affiliated with local 
schools, colleges and music stores and others may be private teachers and independent 
musicians.  

For additional referrals, try contacting one or more of the following industry associations: 
• Drum Circle Facilitator’s Guild (www.dcfg.net) – The DCFG is a relatively new

organization made up of professional drum circle facilitators. 
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• The Percussive Arts Society (www.pas.org) - PAS is the largest percussion organization
in the world with more than 8,000 members and is dedicated to promoting percussion education,
research, performance and appreciation throughout the world.

• The National Association for Music Education (formerly MENC) (www.menc.org) -
This group’s mission is to advance music education by encouraging the study and making of
music by all. Founded in 1907, members are active music teachers and programs include
National Standards for Music Education, Music In Our Schools Month. music education
publications and legislative support.

• The Music Teachers National Association (www.mtna.org) - The oldest professional
nonprofit music teachers association in the United States. MTNA is committed to advancing the
value of music study and music making to society and to supporting the professionalism of
music teachers.

• The American Music Therapy Association (www.musictherapy.org) - Although this
group primarily consists of licensed music therapists, many are also certified as drum
Facilitators.

National arts and music education groups can also be excellent resources for additional 
information, including; 

• SupportMusic Coalition (www.supportmusic.com) - The SupportMusic Coalition is an
ad hoc group of over 130 organization leaders united in support of a complete education that 
includes music and arts education for all children.  

• Americans for the Arts (www.artsusa.org) - Americans for the Arts is the nation's
leading nonprofit organization for advancing the arts in America. With 45 years of service, 
AFTA is dedicated to representing and serving local communities and creating opportunities for 
every American to participate in and appreciate all forms of the arts. 

• Arts Education Partnership (www.aep-arts.org) - AEP is a national coalition of arts,
education, business, philanthropic and government organizations that demonstrate and promote 
the essential role of the arts in the learning and development of every child and in the 
improvement of America's schools.  

• The Children’s Music Workshop (www.childrensmusicworkshop.com) - A free service
that enables parents, students and musicians to find music teachers, music schools and music 
lessons anywhere in the United States.  

Training Tip: Don’t limit yourself to just facilitating teacher training workshops. Your 
certification and experience also qualifies you for a variety of community service 
opportunities. Feel free to offer night and weekend drum circles, after school programs 
and summer camps as well as Roots of Rhythm birthday parties and other events, Be 
creative. 

Training Tip: Class Contact List – Teachers can choose to sign a list of attendees so that 
all can stay in touch. The list might include the following: 

Name Address 
Home 

Phone 
Home 
Cell 

Email 
Home 

School 
Name 

Address Phone 
Fax 

Grade 
Level & 
Subjects 
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Music Industry Support 
Roots of Rhythm and the Percussion Marketing Council have undertaken much of the 
responsibility for developing the Roots content, maintaining the rootsofrhythm.net website, 
creating national awareness and coordinating support from the international drum industry.  

Therefore, please avoid contacting drum manufacturers directly for contributions to local 
workshops and check with the Roots of Rhythm program director for further information on the 
availability of financial and product support.  

On the other hand, many companies in the drum industry do support the RoR program by
offering pre-packaged RoR instruments in classroom sets as well as special percussion
instruments for young children that can be used for teaching RoR in addition to the homemade
instrument described throughout this Manual. 

Percussion Industry Support 
Roots of Rhythm gratefully acknowledges the generous support of the Percussion Marketing 
Council and its members as well as the NAMM Foundation.  

Alfred Publishing www.alfred.com
The Clevelander Drum Co. www.grotro.com

Dancing Drum www.dancingdrum.com
Dream Cymbals and Gongs, Inc. www.dreamcymbals.com 

Drum Business www.moderndrummer.com
DRUM Magazine www.drummagazine.com

Ethnomusic, Inc. www.ethnomusicinc.com
Gilbraltar Hardware www.gibraltarhardware.com

GonBops www.gonbops.com
Gretsch www.gretsch.com

The Hal Leonard Corp. www.halleonard.com
HaMaR Percussion Publications www.hamarpercussion.com

Hudson Music www.hudsonmusic.com
KMC Music www.kamanmusic.com

KoSA www.kosamusic.com 
Latin Percussion Inc. www.lpmusic.com

Modern Drummer www.moderndrummer.com
Music Corp www.musicorp.com

Music with Colors www.musicwithcolors.com
National Association for Music Education www.nafme.org/

National Association of School Music Dealers www.nasmd.com/
NAMM www.namm.org

Percussive Arts Society www.pas.org
Progressive Music Center www.progressivemusic.com

Rebeats www.rebeats.com
Remo www.remo.com

Rhythm Band Instruments www.rhythmband.com
Roland www.rolandus.com

Sabian Ltd. www.sabian.com
Toca Percussion www.tocapercussion.com

Traps Drums www.trapsdrums.com
Tycoon Percussion www.tycoonpercussion.com

Universal Percussion www.universalpercussion.com
Yamaha www.usa.yamaha.com/drums

Zildjian Co. www.zildjian.com
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12-Week Teacher Training Workshop Series 
• Cross-curricular, multi-cultural, global education program
• Innovative classroom curriculum augments Social Studies,
Language Arts, Science, Math, Life Skills and the Arts
• A fun, interactive, hands-on way for students to achieve
state and federaleducation Standards
• No musical experience necessary
• In-Service Credit Available

Drumming In The Classroom Puts The World In Students’ Hands!

[trainer name and contact info]

Now AcceptiNg eNrollmeNt!

Learn more at 
www.rootsofrhythm.net
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Contact Information: 
Name ________________________________________________________________________  
Grade _________School Name ___________________________   District _________________ 
Address  ______________________________________________________________________ 
City/State/Zip __________________________________________________________________ 
Phone ___________________________________  Fax _________________________________ 
Email ________________________________________________________________________ 

Demographics: 
1. Ages you prefer to teach: � 3-5   � 6-12   � 13-18   � 19-30   � 31-50   � 50-65+
2. Ages now teaching: � 3-5   � 6-12   � 13-18   19-30   � 31-50   �50-65+
3. Number of years teaching: �Less than 5   � 5-10   � 10-20   � 20 or more
4. Discipline: Primary _________________ Secondary_______________ Other_____________
5. Current class size you are teaching: � 15-20 � 20-25 � 25-30 � 30 or more
6. Ratio of males to females: ______% Males ______% Females
7. What musical experience do you have?
� None � Past activity � Recreational � Active musician 

Program Development: 
8. How did you find out about the Roots of Rhythm program?
� Roots of Rhythm brochure � PMC website 
� Another teacher/administrator  � Arts-in-Education organization 
� Music retailer � Other _____________________________ 

9. Why are you interested in Roots of Rhythm program? (check all that apply):
� Widen learners’ world knowledge � Personal interest in music 
� Prepare learners for assessment  � Professional development 
� Cross-curriculum instruction � Other _____________________________ 

10. With whom have you discussed/planned Roots of Rhythm activities?
� Music retailer  � Arts-in-Education organization 
� Other teacher/administrator � Other _________________ 

11. What section(s) of the Roots of Rhythm curriculum do you plan to use? (check all that apply)
� Introduction � References    � Companion CD   � Student Funsheets 
� Lessons   � Notation paper � CD Notes � Instrument making 

12. Which lesson(s) will you use? (check all chapters and instruments that apply)
� 1. Adufe (Portugal)  � 2. Bongos (Cuba)  
� 3. Buhai (Romania)  � 4. Djembé (Guinea) 
� 5. Dondo (Ghana)   � 6. Kakko (Japan)  

Your Roots of Rhythm Trainer and the Percussion Marketing Council 

are working to identify and provide additional music resources, 

activities and other support for Roots of Rhythm programs by soliciting 

feedback from teachers who have attended workshops or related 

training. Please help us evaluate and improve our program by taking a 

few minutes to answer the following questions. 



13. Do you plan to visit or meet with a local music retailer? � No � Yes � If possible

14. Do you anticipate a budget for purchasing musical instrument for your class?
� $0   � Less than $100 � $100-$300 
� $300-$600  � $600 to $1,000 � More than $1,000 

15. What musical instruments do you plan to purchase for your class?
� Rattle drums (i.e. Adufe, Pandeiro, Tambourine, Maracas, Jingle Bells, Egg Shakers) 
� Melodic drums (i.e. Ranāt Ek, Steel Drums, Xylophone, Orchestra Bells, Vibraphone) 
� Friction drums (i.e. Buhai, Cuica, Guiro, Turntable) 
� Frame drums (i.e. Lakota Drum, Snare Drum, Kakko, Naqqāra, Daf, Bodhran) 
� Hand or stick drums (i.e. Dondo, Djembé, Bongos, Congas, Tabla, Djun-Djun) 

16. Where do you intend to buy these instruments?
� Independent drum shop  � Full-line music store � Online/catalog 

Evaluate the Roots of Rhythm support materials:    Easy-Difficult 
17. Program curriculum ............................................................................. 1 2 3 4 5
18. Availability of instruments ................................................................... 1 2 3 4 5
19. Support of local music retailer.............................................................. 1 2 3 4 5
20. Ease of implementation........................................................................ 1 2 3 4 5
21. PMC support........................................................................................ 1 2 3 4 5
22. www.RootsofRhythm.com website ...................................................... 1 2 3 4 5

Rate your experience with Roots of Rhythm:  Favorable-Unfavorable 
23. What is your initial impression of the Roots of Rhythm program.......... 1 2 3 4 5
24. How do you feel this will impact your classroom?................................ 1 2 3 4 5
25. What effect do you think this program will have on your teaching?...... 1 2 3 4 5
26. Will you continue to support the Roots of Rhythm program?................ 1 2 3 4 5

Please share any comments/feedback to help improve the Roots of Rhythm program: 
______________________________________________________________________________
______________________________________________________________________________
______________________________________________________________________________
______________________________________________________________________________ 
______________________________________________________________________________ 

Please mail this to Dr. Craig Woodson c/o The Percussion Marketing Council, P.O. Box 33252, 
Cleveland, Ohio 44133 or Fax (440) 582-7006, or scan and email to woodsonphd@gmail.com. 

Roots of Rhythm is sponsored by: 
The Percussion Marketing Council • The NAMM Foundation 

www.rootsofrhythm.net

� 7.  Lakota Drum (Americas)  
� 9. Pandeiro (Brazil) 
� 11. Sājāt (Egypt)  
� 13. Steel Drum (Trinidad & Tobago) 
� 15. Turntable (US)  

� 8. Naqqāra (Turkey)  
� 10. Ranāt Ēk (Thailand)   
� 12. Snare Drum (Switzerland) 
� 14. Tabla (India)  
� 16. Daf (Iraq) 



Percussion Marketing Council 
Photo & Video Release Form

I hereby consent to and authorize Roots of Rhythm and the Percussion Marketing Council to use my name and likeness in 

conjunction with its U.S. and international marketing, advertising and public relations efforts in print and electronic media, 

including advertising, press releases, catalogs, brochures, posters, collateral, merchandising, packaging, website, etc.

Name

School Grade Subject(s)

Address

School Phone Alternate Phone

School Email Alternate Email

Please return this form during your Roots of Rhythm teacher training workshop. If you are unable to 
return it at that time, please fax it to 440-725-8767, mail it to Roots of Rhythm (address below), or go 
online at www.rootsofrhythm.net to fill out and submit the form electronically.

© PMC 2013

Percussion Marketing Council • PO Box 33252 • Cleveland, OH 44133 
Tel: 440-725-8767 • Fax 440-543-2963 • www.rootsofrhythm.net 
Roots of Rhythm is also supported by NAMM • www.namm.org

Thanks for your participation and support!



Percussion Marketing Council 
Market Research & Program Consent Form

The Percussion Marketing Council (PMC), a non-profit trade organization and creator of the Roots of Rhythm curriculum, is 
seeking to identify and provide additional resources, activities and other support for Roots of Rhythm programs by soliciting 
feedback from teachers who have attended Roots of Rhythm teacher training workshops offered by PMC, International House 
of Blues Foundation, Ethnomusic, Inc. and others, and are interested in receiving additional information related to the program/
curriculum.

By checking the following boxes and providing your contact information, you are choosing to be included in the PMC’s official 
Roots of Rhythm mailing list and giving us permission to:

q 1. Contact you to request your voluntary participation in connection with PMC Roots of Rhythm program surveys
and market research.

q 2. Provide your name and contact information to PMC’s Roots of Rhythm sponsors, including percussion manufacturers
and music dealers, for the purposes of providing you with information about Roots of Rhythm related instruments,
promotions, discounts and special offers.

q 3. Include your name and contact information in a searchable, online database of Roots of Rhythm instructors, teachers,
and authorized World Drumming Centers.

Name

School Grade Subject(s)

Address

School Phone Alternate Phone

School Email Alternate Email

© PMC 2013

Thanks for your participation and support!

Percussion Marketing Council • PO Box 33252 • Cleveland, OH 44133 
Tel: 440-725-8767 • Fax 440-543-2963 • www.rootsofrhythm.net 
Roots of Rhythm is also supported by NAMM • www.namm.org

Please return this form during your Roots of Rhythm teacher training workshop. If you are unable to 
return it at that time, please fax it to 440-725-8767, mail it to Roots of Rhythm (address below), or go 
online at www.rootsofrhythm.net to fill out and submit the form electronically.
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