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Expanding Our Horizons

FROM THE
PRESIDENT
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and individuals who have given generous gifts

and contributions to PAS over the years.
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PRESIDENT’S CIRCLE

One year from now, the Percussive
Arts Society will be moving into
our new home in downtown India-

napolis, Indiana. As I mentioned in my
December 2005 and February 2006 Per-
cussive Notes messages, relocating the so-
ciety to Indianapolis provides us with
several tremendous opportunities we
have not had before. Among those are
opportunities to partner with significant
health, education, arts, and youth-ori-
ented organizations for research as well
as program development.

One such partnership is in the area of
health and wellness. The PAS Health and
Wellness Committee has been active in
making our members aware of the issues,
and the PAS Outreach Task Force has
provided and will continue to provide
drumming sessions in health facilities.
By now I hope all PAS members know
that studies have been completed that
point toward those engaged in drumming
activities as having distinct health ad-
vantages over those not involved in
drumming. But more study needs to be
undertaken, not only for the benefit of
PAS members but, perhaps more impor-
tantly, for the benefit of the general pub-
lic. The PAS will be well-positioned to

partner with any number of large, estab-
lished, and respected medical institutions
in Indianapolis to conduct research of
this kind on a significant scale.

Over the years I have found myself in
conversations related to the academic, so-
cial, and career success of students who
were engaged in organized musical ac-
tivities. This is another area in which
much more research must be conducted.
Each year we learn of more school dis-
tricts that are forced to cut funding to
their music programs. I believe the PAS
can become the major voice in providing
proof that students engaged in organized
musical activities (drumming and percus-
sion in our case, of course!) perform
higher academically, become more so-
cially aware and accepted, and ultimately
succeed in their chosen careers better
than students not engaged in these ac-
tivities. The great news for us is that the
Indianapolis Public Schools are fre-
quently looking for programs they can pi-
lot to determine how best to serve their
students. PAS will be making this kind of
research a high priority.

In recent years the most significant
amount of philanthropy and grant
awards have been awarded to organiza-

tions that are partnering. Indianapolis
arts organizations are no strangers to
partnering. In fact, PAS will be able to
participate as a member of the Indiana
Consortium of Arts Administrators. This
organization, consisting of the Executive
Directors or CEOs of the significant arts
organizations in Indiana, meets monthly
to discuss potential collaborations as well
as other issues of importance to the arts
community in general. The partnerships
we develop through the ICAA will enable
PAS to not only qualify for significantly
more grant awards than we have ever
had before, but to also provide drum and
percussion programs to a larger and
more diverse population.

Through these and other research
projects and programs, the Percussive
Arts Society can become a world leader—
perhaps the world leader—in music advo-
cacy. The PAS mission includes that we
will promote percussion throughout the
world. Our relocation to Indianapolis po-
sitions us extremely well to accept the
challenges, take advantage of the oppor-
tunities, and reap the rewards for not
only our members but for all student, rec-
reational, and professional drummers
and percussionists worldwide.
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SOCIETY
UPDATE

PAS/YAMAHA TERRY GIBBS SCHOLARSHIP
The Percussive Arts Society is pleased

to announce a new scholarship for college
vibraphonists, thanks to the generous
funding of Yamaha Corporation of
America, Band and Orchestral Division.
Created in honor of legendary vibist and
PAS Hall of Fame inductee Terry Gibbs,
the annual scholarship is a single $1,000
award to recognize and support young
jazz vibe artists. The announcement was
made at a Yamaha breakfast reception at
PASIC 2005 and was a complete surprise
to Terry, who was in attendance.

Application information and criteria
for the scholarship can be found in the
scholarship announcement on page 42 or
on the PAS Website at www.pas.org/
About/GrantSchol.cfm. The deadline for
receipt of applications at the PAS office is
June 15.

NEW COLLEGIATE COMMITTEE CHAIR
Lynn Francis has recently been ap-

pointed chair of the Collegiate Commit-
tee. Lynn is a senior at the University of
Arkansas and is president of the Univer-

sity of Arkansas Collegiate Percussive
Arts Society. She has served on the Colle-
giate Committee since 2004 and chaired
the subcommittee on Percussion Clubs.

Special thanks go to Thad Anderson,
who was instrumental in the creation of
this committee and served as the inaugu-
ral chair over the past three years. His
contributions have created an important
avenue for the collegiate student to be-
come involved and participate in the
leadership of the society.

If you are a college student and inter-
ested in participating in this committee,
please read the committee report on the
PAS Website at www.pas.org/About/
Committees.cfm.

PASIC SCHOLARSHIP APPLICATIONS NOW
AVAILABLE

The application form for the many
PASIC scholarships can be viewed in this
issue on page 85, or a form can be down-
loaded from the Website at www.pas.org/
About/GrantSchol.cfm. There are a total
of 14 scholarships available, and each
scholarship includes a $500 cash award

as well as a full one-year membership,
complimentary registration to PASIC
2006, and more. Canada and some state
chapters, including Texas, New York,
California, and Illinois, also have schol-
arships for travel to PASIC. Check your
chapter Website or contact your chapter
president for availability.

PASIC 2006 UPDATE
Planning for PASIC is still in the early

stages; however there is a lot of anticipa-
tion about PASIC returning to Texas. Al-
ready, the Marching Festival slots are
filling up quickly. Individuals and schools
interested in participating in the compe-
tition need to send in their application
and registration information as soon as
possible in order to participate. Be sure
to check the PASIC Website at
www.pasic.org for the latest information
about PASIC and to complete your online
registration. PN
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REBOUNDS

I would like to respond to the article
by Vida Chenoweth in the February
2006 issue of Percussive Notes, “What
do you mean by ‘transcribe’?” In refer-
ence to an article I wrote for the Au-
gust 2006 issue of Percussive Notes,
“The Marimba in Town Hall and
Carnegie Hall from 1935–1962,”
Chenoweth writes: “…the writer
claimed that I played a ‘transcription’
of ‘Martirio dos Insetos’ by Villa Lo-
bos on my marimba recital in Town
Hall. (Actually, the performance was
in Alice Tully Hall of Lincoln Center,
not Town Hall.)”

Because Ms Chenoweth seems to
be referring to a different concert (in
Alice Tully Hall) than the concert I
was referring to in my article, I would
like to offer the following information
as clarification.

On November 18, 1956, Chenoweth
performed her New York debut recital
in Town Hall. Ms. Chenoweth’s sec-
ond Town Hall concert was on Janu-
ary 15, 1962. Her program included
“The Martyrdom of the Insects”
(“Martirio dos Insetos”) by Heitor
Villa-Lobos. This information is from
The New York Times review of this
performance by Eric Salzman: “A Ma-
rimba Recital by Vida Chenoweth,”
published on January 16, 1962. This
is the concert I referred to in my ar-
ticle. Ms Chenoweth performed a solo
recital at Alice Tully Hall in New
York City on October 27, 1980, which
also included “The Martyrdom of the
Insects” by Villa-Lobos.

Rebecca Kite

INTERNSHIP ANNOUNCEMENT—FALL 2006

PAID INTERNSHIP OFFERS HOUSING, REAL EXPERIENCE, INDUSTRY CONNECTIONS
SPEND A SEMESTER WITH PAS & LAUNCH YOUR CAREER

The Percussive Arts Society is seeking applicants for our six-month internship program beginning in July
2006. All percussion students who wish to gain industry experience as a way of promoting career goals are
encouraged to apply. Some recent candidates for this position have either used internships at PAS as
capstone semesters to complete undergraduate music business degrees or have been recent graduates of
such programs.

PAS interns acquire broad industry experience by assisting with a variety of staff projects, including those
relating to music products, teaching, concert production, publishing, artist management, and marketing. The
fall 2006 intern will be part of the team that organizes and produces our next international convention in
Austin TX. The intern will work closely with the PAS Director of Event Production and Marketing on artist and
manufacturer relations and marketing.

We expect PASIC-related activities to occupy the greatest amount of the fall intern’s time and effort. Still,
interns are encouraged to develop projects that will put their specialized interests and skills to work for the
organization in various artistic and technical endeavors.

While PAS does not serve as a career placement service to interns, we understand that our interns need to
use their experience with us to give themselves a competitive edge in their career pursuits, and we
encourage their preparation for entering the job market or returning to graduate school. One of our recent
interns moved directly from PAS into a marketing position with the St. Paul Chamber Orchestra. Others have
entered top music and recording programs in the nation as new graduate students; our spring 2005 intern
joined the PAS staff to work in membership development and office administration.

Interns live in a furnished apartment provided by PAS, with utilities paid. In addition, interns receive a $500
stipend each month.

We invite prospective candidates to send the following information:

· a résumé of academic and work experiences;
· a digital copy of a paper submitted in an upper division course;
· a list of persons who have agreed to provide academic and work-related recommendations, along

with contact information; and
· a cover letter that both describes the applicant’s career goals and also suggests how an

internship with PAS could help to realistically promote those goals.

Completed applications can be forwarded as e-mail attachments to museum@pas.org in any standard
format. Those who prefer may send materials to our postal address: Intern Coordinator, Percussive Arts
Society, 701 NW Ferris Avenue, Lawton, OK 73507.

Priority will be given to candidates whose applications are received before April 14, 2006.

Please encourage students in your studio or music business program to consider the advantages of six months
of industry-related experience with the Percussive Arts Society.  Applicants and faculty advisors are encouraged
to contact us for additional information.

Nominations for 2007 PAS Board of Directors are
due June 2, 2006.

All PAS members are eligible for nomination. Self nominations are
acceptable. Nominations must be made in writing and should include

nominee’s name, address, telephone number, fax number (if available)
and email address (if available).

Send letters of nomination to PAS, Board of Directors Nominations
701 NW Ferris Avenue, Lawton, OK 73507-5442,

fax: (580) 353-1456

PERCUSSIVE

ARTS SOCIETY

BOARD

NOMINATIONS
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Following are highlights from a discus-
sion in the Instruments and Accessories
topic of the PAS Members Forums, under
the title “Bowing Cymbals.” To view the
entire discussion, and participate if you
like, visit the Members Only section of
the PAS Website at www.pas.org.

J. Peter Wolk-Laniewski
My attempts at bowing cymbals

haven’t worked so far. Have any of you
ever bowed a suspended cymbal?

Eric Jones
Yes. It is more difficult than bowing a

tam tam due to the fact that the cymbal
moves more freely than a tam tam. How-
ever, if you apply some pressure on the
very top of the cymbal (near the strap)
with your other hand, or tighten the cym-
bal stand nuts up significantly, you
should be able to achieve a good sound
with a bow.

Brady Spitz
Also, you can rest the side of your

hand or tip of your finger at different
places on the path between the bow and
the bell of the cymbal that will isolate dif-
ferent harmonics and make different
pitches. Plus it helps to stabilize the cym-
bal with your hand further out on the
shoulder sometimes.

Mell D Csicsila
I always stabilized the cymbal at the

dome when I was bowing. It made it a
two-hand affair, but I figured stability is
necessary.

J. Peter Wolk-Laniewski
Thanks for all the info so far. Here are

some other questions. First, what about
bow angles, resin, and direction? Sec-
ond, what kind of bow? The catch here is
that my school is fresh out of string bass
bows, so unless you know how I can get
a hold of one cheap, I need to use some-
thing else.

Brady Spitz
I usually just get a good bass bow,

resin it up and keep it tight, and then pull
it up at an angle perpendicular to the
edge of the cymbal.

Bowing Cymbals
I’ve seen cheap fiberglass bass bows for

like $50. I’m not sure about any lower than
that. I’m not sure about using any other
types of bows. The way I understand it,
bass bows are used because they provide
the most contact surface to get the cymbal
moving. You could use a violin bow, but it
would be a lot harder because there’s not
as much hair. You’d have to get the sound
started quickly and have it be right on the
money with a smaller bow.

Robert Ball
I bow the cymbal using an upward

stroke, while using the very tip of the
thumbnail of my other hand to apply as
little pressure as possible/necessary at the
edge of the cymbal near where the bow is
touching the cymbal (approx half a centi-
meter between thumbnail and bow). I try to
make sure that only the tip of my nail and
not the fleshy part of my thumb is in con-
tact; this maximizes resonance and elimi-
nates any dampening of the cymbal.

Mario Luna
Doesn’t Sabian make a cymbal that is

great for bowing?

Mike Quinn
Check out the Sabian Bob Becker

model, made especially for bowing. No
matter what cymbal you finally use, put
some rosin on the edge of the cymbal too,
not just on the bow.

Patrick Armann
That’s an excellent suggestion about the

rosin on the cymbal as well as the bow. I
would recommend cleaning the edge of the
cymbal with some rubbing alcohol first to
remove any oils and dirt, as these will
counteract the effect of the rosin. Cymbals
tend to be handled enough that there could
be considerable build-up on it.

A violin bow is longer than a bass bow
by about four inches. Since a cymbal has a
smaller mass than a gong, a violin bow
should work fine in a pinch, although you
will probably get a lighter sound. On a
gong, I would consider a bass bow pretty
necessary. Viola and ‘cello bows get pro-
gressively heavier and have more hair. If
you cannot procure a bass bow, you should
be able to make any other work for you.

Eric Jones
All of these suggestions are great. But

the real thing is experimentation. Try dif-
ferent things. Anyone can talk until they
are blue in the face about a snare drum
roll, etc., but until a person actually
spends time practicing, experimenting,
and finding what works with their equip-
ment and for their particular application,
everything else is merely a suggestion.
Spend 15 minutes in a practice room with
a bow, and two or three suspended cym-
bals!

William Trigg
It is nearly impossible to bow a cymbal

one-handed. You need to stabilize the
cymbal with the other hand. However, the
placement of the other hand will change
the harmonic. Try pinching the edge and
bowing 1/2" to 1" away from your fingers.
Try pressing your thumb exactly halfway
between the dome and the edge. Try
holding the dome. Each produces a dif-
ferent harmonic. Each cymbal is different,
but each will produce many different
tones when bowed. Yes, bass bows are
best, but I have had success with smaller
bows. Use a good coat of rosin, and use
a sticky rosin, such as Pops. Ask a bass
player about different rosins if you don’t
know what I mean. Varying the bow pres-
sure and speed will also give different
tones. As Eric said, this does take prac-
tice, but it’s fun to do!

J. Peter Wolk-Laniewski
OK, here’s an update. I’ve been mess-

ing around and found the following re-
sults: I couldn’t bow the gong with a violin
bow, but it worked fine on vibes, crotales,
and cymbals. I’m using a viola bow for
the gong. One drawback, as my teacher
pointed out, is that I’m grinding rosin off
the bow a lot faster than a string player
would, so I’ll probably have to refresh it
several times during the performance.
Thanks to everybody for your help.     PN
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by Mark Griffith

Many drummers are too humble to talk about
themselves, but if you ask them about their favorite
drummers, look out! Bring this
concept to a drummer who has
been around all of the greats,
and you have the beginnings of
an interview with drummer T.S.
Monk. He is the proud son of
the legendary Thelonious Monk.
At 55 years old, T.S. has seen it
all. He can talk about his drum
lessons with Max Roach, going
on “vacation” with Billy Higgins,
life advice from Art Blakey, and
being produced by Billy
Cobham.

MONK’S
RHYTHM

T.S. Monk recalls his father’s drummers

T.S.Monk
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T.S. Monk

bebop drumming approaches. He was play-
ing swing with his ride cymbal and bass
drum, but his left hand was playing big band
figures with a bebop mentality. I also hear
that little upbeat Elvin thing mixed in as
well. His drumming sounded completely un-
affected by the Max Roach style of bebop
playing, and leaned much more toward the
swing ride cymbal tradition like early Kenny
Clarke.

Monk: That’s a great way of explaining it.
This recording is going to be a Rosetta
Stone of recorded jazz. If you go back
and read what Coltrane was saying
about Monk at the time, he was saying
that Monk completely turned him
around, and when you listen to this
record that becomes obvious.

But while everyone is busy dissecting
the Coltrane and Monk aspects of this
recording, I have been listening to
Shadow’s playing. For a long time, the
going “rap” on playing with Thelonious
Monk was that you had to play like
Frankie Dunlop—that Frankie’s way of
bouncing and playing melodic was IT!
But when I heard these recordings, I
heard that Frankie Dunlop was really
copping Shadow Wilson.

Frankie was known best for playing
with singers, but Thelonious heard that
upbeat thing that reminded him of
Shadow. Then when John Coltrane
formed his quartet he got Elvin, and
Elvin had that upbeat thing in his swing
too. Elvin had said many times that his
favorite brush player was Shadow Wil-
son, but now when you hear Shadow’s
time feel, you can hear that Elvin was
checking out more than Shadow’s brush
playing. Elvin became the next permuta-
tion of that upbeat swing that Shadow
brought to the table.

is a drummer,
bandleader, pro-

ducer, and educator. He runs the
Thelonious Monk Jazz Institute in Wash-
ington, DC and its yearly jazz competi-
tions. He has released six successful
albums as a bandleader and can offer price-
less first-hand insight to most of the great
musicians who have shaped modern jazz.

Last year, between gigs at the Newport
Jazz Festival and tours of South Africa with
his band, most of his time was spent pro-
ducing an album that was recorded when
he was only seven years old. I first encoun-
tered that album a few months back when
I was relaxing at Cecil’s Jazz Club, and
Cecil Brooks III (the owner of the club),
T.S. Monk, and Michael Carvin (all great
jazz drummers) were listening to a CD on
the club’s PA. I recognized John Coltrane
and Thelonious Monk on the recording,
but this was a recording that I had never
heard before. That was the first time I
heard the recently released Thelonious Monk
and John Coltrane at Carnegie Hall, a record-
ing that sent the music world buzzing.

Historians are talking about how the
tapes were discovered, audiophiles are
talking about how they were mastered,
and music lovers are thrilled over the mere
existence of these priceless recordings. But
for drummers, it is the presence and the
amazing performance of the forgotten
great Shadow Wilson that has them ex-
cited. This is what T.S., Cecil, and Michael
were talking about, and rightfully so.

A month later I sat down to ask T.S.

Monk about this record-
ing, his legendary father,
and the many great drum-
mers who have played
with Thelonious Monk,
starting with the great
Shadow Wilson.

Griffith: Why do you think
Shadow Wilson has been
so ignored in jazz drum-
ming history? After all,
none other than Buddy
Rich went on record as
saying that Shadow played the most musical
and most perfect drum break ever recorded
(on Count Basie’s “Queer Street” in 1945).
Wilson played in Louis Jordan’s popular
band from 1942–44, appearing on hit songs
and in movies. Shadow also played with
Jimmy Mundy (check out the songs “All
Aboard” and “Sunday Special”) and with Il-
linois Jacquet’s and Count Basie’s popular
big bands, with pianist Errol Garner, as well
as with Coltrane and Thelonious Monk.
What else does a drummer have to do in a
career to be recognized?

Monk: Absolutely! I hope this recording
will do something to bring Shadow
some well-deserved attention. I had a lot
of great talks with my father about
drummers and drumming, and my dad
told me on several occasions that
Shadow Wilson was his favorite drum-
mer. This was in no disrespect to the
greats that he recorded with—Roy
Haynes, Ben Riley, Frankie Dunlop, Max

Roach, Art Blakey—
but after hearing this
recording I can hear
how Shadow influ-
enced them all. I
think we have all
wondered where that
little “upbeat skip”
that we hear in Elvin
and Roy Haynes
came from, because it
had to come from
somewhere. Well, we
now have the answer;
it came from Shadow.

Griffith: It sounds to me
like Shadow was an in-
teresting halfway point
between the swing and

Shadow Wilson

L–R: John Coltrane, Shadow Wilson, Thelonious Monk, Ahmed Abdul-
Malik at the Five Spot Café, New York City, 1957
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As a drummer, I could never really
connect the dots to Elvin Jones. I’ve
heard Chick Webb and Big Sid, and I can
see how that turned into Max Roach and
Tony Williams. But when I talked to
Elvin, I could never figure out exactly

what sent him in the direc-
tion that he went in. You
see, no musicians are cre-
ated in a vacuum, but no
one could ever figure out
where Elvin was coming
from; he just sort of
emerged. But Elvin was
telling us all along, we just
didn’t have well-recorded
evidence. Elvin talked
about Shadow a lot; now
we can all hear what Elvin
heard.

When you hear these re-
cordings, it becomes obvi-
ous that Shadow put the
pop in the groove. He also
custom fit the groove—for
the first time—to Monk’s
music. As opposed to Art
and Max, who created the
“new groove” for the “new

music,” bebop, which wasn’t the same
as Monk’s “new music.” What I am also
hearing is that all of the small group
drummers, including Max, Roy, Elvin,
and even Papa Jo, thought that Shadow
was the man. It was because they could

all relate to what he was
doing moreso than to
what the other swing
drummers were doing at
that time.

Griffith: And now we can
hear all of Shadow’s notes

   loud and clear. Let’s face
   it, Shadow died in 1959,
   and he was never recorded
   all that well.
   But his, and
   everyone else’s, playing
   is so well recorded on
   this record it’s amazing.
Monk: When we mas-
   tered these tapes, a
   lot of attention was
   spent in leaving the
   recordings very natu-
   ral sounding. Cecil
   Brooks hooked me
   up with an engineer
   named DST, who
   does all of Herbie
   Hancock’s electronic
   work. I told DST

that I wanted to use today’s technology
to remove the technology of 1957, be-
cause there were a lot of pops and clicks
on the recording that the technology of
1957 had added to the tape; they were
not natural sounds that were in the
room.

We spent a week doing what DST
calls “forensic restoration.” That in-
volved identifying every sound on the
tape that was an anomaly and removing
it. This was a recording of four great
musicians playing great instruments in
Carnegie Hall, and it was originally re-
corded by the U.S. government. The cir-
cumstances of this recording couldn’t
have been better, and the technological
treatment of it was superb, but it was
still 1957. This recording is setting a new
standard of recording restoration, and it
is finally allowing us to hear this band
like they really sounded in 1957.

Griffith: That brings me to another question. In
1993, the Discovery Live at the Five Spot
recordings were released from Coltrane’s own
home recordings. When it came out, there
was a good deal of debate about who the
drummer was on those recordings. The CD
says that Roy Haynes is playing drums. But
Roy has said many times that he does not re-
member playing with Monk and Trane to-
gether on the same stage. I know Roy, and he
remembers every-
thing! Therefore, I
trust his word. This
debate has never re-
ally been re-
solved. Do
you

Kenny Clarke

Buddy Rich
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think these recordings do anything to clear
that up?

Monk: They might help us, because we
know this recording is Shadow. And
truthfully, no one can be absolutely sure
who the drummer is on the Discovery
recording. It offers a unique opportunity
to compare and contrast the two record-
ings. There are some things on that
other recording that do sound like Roy
Haynes. But Roy also tells us that he
was checking out Shadow a lot back
then. And like you said, Roy doesn’t re-
member playing with both Monk and
Trane at the Five Spot! Personally, I think
Shadow is on both recordings, but that’s
just my opinion.

Griffith: Did you ever talk about drummers
with your father?

Monk: Sure, I talked about drums with
Thelonious and all of the drummers who
were around. All of the great musicians
were always spending as much time
around my father as they could. He
mentored a lot of cats: John Coltrane,
Miles Davis, Bud Powell, and tons of
drummers. So I heard him talking about
music with the all of the musicians
who were always around our house.
Thelonious Monk was a great man, a
very good teacher, and a wonderful fa-
ther. He taught us all a lot about life and
music.

Griffith: Let me ask about possibly the least
known drummer who played with him, Willie
Jones, who I believe played with your dad in
1953.

Monk: Willie was a drummer after my
own heart because he was a left-handed
drummer, like me. He was an integral
part in creating the Thelonious Monk In-
stitute Of Jazz. The reason he is reason-
ably unknown is because he was out of
the music business by 1960, then he
went into politics. He not only played
with Monk, but he recorded with
Charles Mingus, and Willie was Lester
Young’s last drummer. His son, Willie
Jones III, is also a great drummer, who
plays with Roy Hargrove today.

Griffith: How about Kenny Clarke?
Monk: I think Klook represented for the

drums what Thelonious Monk repre-
sented for the piano at the time. It all

the Brilliant Corners record, the super me-
lodic side of Max emerged. Then Max
took it from there.

Griffith: Philly Joe Jones?
Monk: Philly and Thelonious were very

close, although they didn’t record to-
gether much. Philly Joe was a drummer’s
drummer, and you hired him to be the
drummer’s drummer. I don’t think there
was the kind of space in Monk’s music
for Philly Joe to express himself. I never
really think of Philly Joe playing with
Monk. I always think of him playing

Max Roach

starts with Thelonious and
Kenny Clarke at Minton’s.
While Monk took the stride
rhythm away from the piano,
Klook took the 4/4 off of the
bass drum, and that was the be-
ginning of modern jazz. Sepa-
rately, those two freed things up
rhythmically, and it all finally
came together at Minton’s.

Griffith: Tell me about Art
Blakey.
Monk: I think Art Blakey

was the first drummer
to really frame Monk’s
music correctly. This is
no disrespect to Klook,
but Klook was older
than Monk, so he was sort of
laying down the law. But Blakey was
around the same age as Monk, and they
were sort of co-conspirators in the
groove. Blakey really helped define the
groove in Monk’s music. Unfortunately,
I think that generations of drummers are
still sleeping on Art Blakey as a drum-
mer. All the young drummers want to
sound like Elvin or Tony or Buddy, but
you never hear any young drummer
who sounds like Art Blakey.

Griffith: The recording of Thelonious Monk
with Art Blakey and the Jazz Messengers on
Atlantic is a perfect example of Art and
Monk complementing each
other. Tell me about Max
Roach.

Monk: I always think of
Max as the guy who
made us drummers into
musicians. There were
drummers before Max,
but after Max, drum-
mers became musicians.
I believe that
Thelonious’ music sup-
plied the perfect me-
dium for what Max was
going to become after
he played with Clifford
Brown. When Max
played with Clifford,
and earlier with Charlie
Parker, he was a gun-
slinger. But after he
played with Monk on

Philly Joe Jones
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“Gone Gone Gone” with Miles and Gil.
But there is a great video of Philly Joe
sitting in with Monk.

Griffith: Arthur Taylor?
Monk: A.T. was the only drum “project”

my father ever had. By that I mean that
my father hired A.T. when he was very
young and inexperienced. My father
thought that A.T. was coming right out
of Klook, and he dug that. A.T. was a
master of laying it down. He had a great
groove and a good pop, and he sounds
great on the Town Hall recordings.

Griffith: Shelly Manne?
Monk: Now I’ll tell you this, because you

well, that was exactly how he lived his
life. He had fun, with a smile on his face
and in his heart.

I believe it is Billy’s drumming that
eventually led us to smooth jazz. All of
those funky grooves that he played with
Lee Morgan eventually turned into the
smooth thing. Billy opened up the R&B
drumming approach to jazz, making him
sort of the father of “fusion” drumming.

Griffith: The first jazz records I ever owned
were Thelonious In Action and
Misterioso, both Monk recordings with Roy
Haynes. I’m not sure it gets any better than
that. How about Roy?

Monk: I just heard Roy last month, and it is
a fact that Roy is playing better today at
the age of 80 than he ever has in his en-
tire life. Roy Haynes is the guy who
makes it impossible for anyone between
the age of one and 79 to strut his or her
stuff because Roy is playing on such a
high level.

I believe that Roy grew more while
playing with Monk than he did with
anyone else up to that point in his ca-
reer. When he played with Bird it was
about playing with Bird. But when Roy
was playing with Monk, and later with
Coltrane, he saw where he could take
his own drumming with his own bands,
up until what he is doing today. I think
Roy was formed under Bird, but he saw
the infinite possibilities while playing
with Monk.

Arthur Taylor

have to speak about the
truth of the times. There
were two white drum-
mers that my father re-

ally dug: Shelly Manne and
Buddy Rich. He never said
much about them, but
Thelonious Monk was a man
of action, not words. When
he made records with Buddy
and Shelly, it was Monk try-

ing to turn the racial as-
pects of the jazz world

upside down. He was
saying through his

actions that these
guys can play,

and we are all
equal no
matter of

color. He thought that Buddy
Rich had an infectious groove, which is
something you never hear people talk
about—Buddy’s groove! My father al-
ways worked at Shelly’s club, and that
was my dad’s way of saying that Shelly
was super cool.

Truthfully, I always think of Shelly as
the guy who played on all of the TV mu-
sic I grew up hearing, but I also know
that he is among the best of the best. He
was the first white drummer that I saw
that went beyond the kit. I had seen Ed
Blackwell and Roy Brooks doing that
stuff, but Shelly was the first white cat I
saw doing it. He was playing Middle
Eastern drums and other percussion in-

struments, like the stuff
you see Bob Moses do-
ing today. Shelly Manne
deserves a lot more rec-
ognition than he has got-
ten. Like what I said
about Blakey, you never
hear young drummers
who sound like Shelly.
That’s very unfortunate.

Griffith: Billy Higgins?
Monk: My father liked
Higgins’ fire and he
loved his childlike en-
ergy. Of course, when he
played with Monk, Billy
was very young. We
have all seen Billy’s
smile when he played;

Shelly Manne

Billy Higgins
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Griffith: Frankie Dunlop?
Monk: This is how we got to Frankie

Dunlop. Blakey found the groove,
Shadow customized it, then Frankie
took Art’s groove and combined it with
Shadow’s upbeat bounce. That is what
made Frankie the “quintessential” Monk
drummer—which is how he is remem-
bered.

Griffith: I love the sense of humor Frankie
brought to the music.

Monk: Absolutely. Frankie was a hysteri-
cally funny person. He would have ev-
eryone around him cracking up
constantly, and that definitely crept into
his playing.

Griffith: Ben Riley?
Monk: Ben brought the modern dynamic

sense to the band, which I think is per-
sonified today by Al Foster—who also
played with Monk but didn’t record.
With Ben, the groove began to breathe a
little bit more. There were more subtle-
ties.

I’ll tell you something very interesting
about Ben, and I haven’t even asked Ben

about this yet. He is the
only drummer that I
have ever heard in my
life that doesn’t play
any crashes in the mu-
sic. I’m sure that
Thelonious noticed that
and loved it. I challenge
anyone to find an ex-
ample of Ben playing a
crash in the music. He
acquiesces completely
to the dynamic of the
music. You can cover up
a lot of music with a
crash sound. A crash
obliterates all of the nu-
ance, the entrances and
exits, and the connec-
tive tissue of music. But
not Ben.

Griffith: Late in your father’s
career he played with Lenny McBrowne, and
Leroy Williams. But there was another young
drummer as well.

Monk: Before I played in my father’s band
he had a young drummer named Paris

Roy Haynes

Wright. I got a late start playing drums,
and didn’t start until I was 15. I recently
found out that my dad hired Paris, who
was a great young drummer, in order to
get me off of my butt and get me serious
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Frankie Dunlop
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Ben Riley

about what I had chosen to do, which
was play drums. It worked, and I began
practicing constantly. That was how he
taught us things.

 A year later he asked me if I was
ready to play yet. I asked him if we
were going to rehearse, to which he re-
plied, “You know the music, right?” And
we were on TV playing two nights later.
Thelonius Monk did for me what he did

for a couple of genera-
tions of drummers: He
taught me to swing!

Griffith: What do you think
about what is happening in
jazz drumming today?
Monk: I think that the
drum solo is, unfortu-
nately, a dying art form. I
think a lot of guys have
spent a lot of time devel-
oping a lot of chops. But I
don’t hear guys playing a
lot of “drums.” I hear
people playing a lot of
“everything,” and I hear
people covering up a lot.
That goes back to what
we said about Ben Riley;
cymbals can cover up a lot
of stuff, and a lot of guys I
hear today are using the
cymbals to “cover up.”

I would love to hear
more drummers today
stop playing the cymbals

for a chorus and just play the drums!
Play a melody on them—something—
but just stop relying on the cymbals to
save your butt. I think young drummers
should work on setting up their sets
without the cymbals, and work on just
playing the drums. You know the most
famous drum solo in the history of the
world is “Wipeout,” and it was a drum

melody. There were no crashes in that
melody, it was just drums. You know, I
hate to say it like this, but when Blakey,
Buddy, Max, or Roy take solos, they are
playing their ideas on the drums, not on
the cymbals.

There is something else I want to
mention. In 1984 I stopped playing
drums for a little while for personal rea-
sons. At that time, every young drum-
mer was in pursuit of Buddy Rich, Elvin
Jones, Max Roach, Roy Haynes, and
Tony Williams. And today, all the young
drummers are still in pursuit of those
very same guys. That is why many
young drummers sound alike. As I said,
Art Blakey and Shelly Manne and many
others are seemingly forgotten as major
influences.

Mark Griffith is a bandleader, educator,
author, and drumming historian. He has
written features for Percussive Notes, Modern
Drummer, Stick It, Batteur, and Not So Mod-
ern Drummer. His most recent recording is
entitled Drumatic (on Blue Jay records), and
he co-leads the jam band Sound Circus. PN
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L et’s kill three birds with one stone: give our little-used left
foot a workout; increase our four-way independence; and
learn some great new Latin grooves!

Here are a few ways to add left-foot patterns (on either the
hi-hat, or a gajate bracket-mounted cowbell or JamBlock) to a
standard cha-cha drumset rhythm.

We’ll start off by playing the basic cha-cha without the left
foot—just ride cymbal, snare drum cross-sticks, and bass drum.

Next play a 2–3 son clave rhythm with your left foot.

Now we can combine the left-foot clave with our basic cha-
cha.

While not changing the tempo of our basic rhythm (Ex. 1), we
can diminish the note values of our left-foot rhythm, condensing
the clave into one measure and essentially increasing its speed.

Left Foot Clave for the Cha-Cha
BY MARK D. POWERS
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Notation Key:

Ride Cymbal
(right hand)

Snare Drum
cross-stick
(left hand)

Bass Drum
(right foot)

Hi-Hat or Gajate
(left foot)
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Add it to the cha-cha.

Another clave we can use in the left foot is the partido alto.

Combined with our basic rhythm, the partido alto adds even
more interesting interplay between the feet.

As with the son clave, we can condense the partido alto into
one measure and add it to our basic cha-cha.

There are a multitude of possible left foot patterns and they
can, of course, be played in combination with an endless num-
ber of drumset rhythms. Working left foot hi-hat or cowbell into
your already favorite grooves is a great way to breathe new life
into old patterns and create fun independence exercises for
yourself.

Mark Powers has studied and/or performed throughout the
United States, China, Thailand, and West Africa. Mark is a
freelance percussionist and educator, an adjudicator for the
Wisconsin School Music Association, and co-holder of the
Guinness World Record for longest drum roll by a group. He can
be found online at: www.powerspercussion.com.            PN
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F or the better part of the 1980s, a
prominent name in the area of
marching percussion was Mike

Back. Mike was percussion arranger and
caption head for the Spirit of Atlanta
drum and bugle corps from 1982–90,
when the corps enjoyed the most success
and stability. Along the way, hundreds of
percussionists were fortunate to fall un-
der his guidance, in turn sharing his
teaching methods with thousands of high
school and college students throughout
many parts of the country.

Even under the rigors of summer tour-
ing, Mike remained one thing above all
else: a teacher. There were certainly
times when the percussion section
needed to be pushed, but he always did
so using the most constructive methods
possible. One thing that impressed me
was at some point during a tour, he
would pull a week or two of marathon
practice sessions on the bus (after the
shows), just to make sure his hands were
in shape. He was intent on being a model
player for all of his students. Earning his
undergraduate degree in Music Educa-
tion from Morehead State University, he
was one of the true teachers in the activ-
ity and an inspiration to those who knew
him.

To be sure, many of his former stu-
dents who are now teachers themselves
have modeled their curriculum in part
through his influence. As a member of
the Spirit of Atlanta percussion section
under Mike Back, all members received a
copy of “The Book”—a compilation of ex-
ercises that would challenge anyone both
physically and mentally. Parts of the
92-page manuscript still find their way
into my own studio class from time to
time. He also found time to experiment
with electronic percussion and MIDI trig-
gering with his high school drumline—
certainly a unique approach in the late
’80s and early ’90s.

Mike’s highest achievement with the
Spirit of Atlanta percussion section came

BY GENE FAMBROUGH

A Look Back
An interview with former Spirit of Atlanta
caption head Mike Back

in 1984 at DCI finals, when the line came
in third place in field percussion and
fourth place in total percussion. This suc-
cess did not go unnoticed; his line was
featured in the summer 1987 issue of
Modern Percussionist (Vol. III, No. 3) in
an 8-page article by Lauren Vogel, and he
was selected as the featured marching
percussion clinician at PASIC ’89 in
Nashville.

Mike has been teaching at Walton
High School in Marietta, Georgia for 20
years. He was hired as the assistant
band director in 1985 and became band
director in 1999. His involvement with
Spirit started in 1979 as a marching
member, followed by two years on percus-
sion staff under Tom Float before serving
as caption head for nine seasons. These
two career paths further demonstrate
Mike’s character: stability and loyalty.

Gene Fambrough: Why did you decide to
join Spirit of Atlanta?

Mike Back: I was marching in a small
corps from my hometown, the Golden
Knights [from Southgate, Kentucky]. I
had marched there for three years, but
I really wanted to march in a top corps.
A friend of mine was going to Atlanta
to audition for Spirit, and I decided to
go with him.

GF: What do you remember most about
marching under Tom Float?

MB: I have a lot of great memories from
the year that I marched [1979]. Tom
was a great teacher; he pushed us to
work very hard and he made drum-
ming a lot of fun. Another thing I
learned from him was to get a deeper
understanding of playing; it wasn’t just
about the physical aspects of playing,
but the mental aspect of learning and
understanding the way rhythms are
constructed and put together. Of
course, having a better understanding
of these aspects helped us to play bet-
ter as a line.

GF: What were your thoughts when you
were first hired as caption head?

MB: Like anybody going into a job for the
first time, I was apprehensive, but ex-
cited as well. I had taught with Tom for
two years [1980–81] and was excited
for the opportunity to carry on what he
had started with the Spirit of Atlanta
percussion section. My first year, I
tried not to make too many changes; I
tried to do things the way they had
been set up under Tom’s leadership for
the past several years.

GF: Of all the years you taught, which
line was the most talented?

MB: That is hard to say. We had a lot of
great players in the percussion section
the years I was teaching Spirit. Per-
haps the highest achieving might have
been the ’84 line. Many of those guys
had been together for three years, and
they had really learned how to play

Mike Back
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well together and did a great job at
1984 Finals.

GF: What was your favorite Spirit show
from your perspective as percussion ar-
ranger?

MB: It would be hard to pick an absolute
favorite. One that stands out, though,
from a writing standpoint is the year
we did Gershwin’s “Concerto in F”
[1985]. It was a complete departure
from what we were used to doing. It re-
ally challenged me as a writer but I re-
ally enjoyed doing something different.

GF: What was the best overall perfor-
mance by Spirit during your tenure?

MB: I think 1986 was probably our finest
show during my tenure teaching Spirit.

GF: During your time as caption head,
who were some other percussion ar-
rangers whose work you enjoyed?

MB: I continue to enjoy Tom [Float]’s
work, I’ve always felt that he did a
great job with writing, and I love what
he did with the Blue Devils once he
went out there. I always enjoyed the
work of Fred Sanford as well; even be-
fore I started marching with Spirit, I
followed the Santa Clara Vanguard
and really enjoyed what Fred did. In
fact, my first year as caption head, our
corps director, Freddie Martin, allowed

me to have Fred come in as a consult-
ant. He spent some time with us in the
early part of that year and I was able
to learn quite a lot from him. I also re-
ally enjoyed what Thom Hannum did
during his years with the Cadets. He
always did a great job of writing and
helped expand the role of the pit,
bringing more concert instruments
onto the field.

GF: What were your thoughts on the
change from the “tick” system to the
current judging setup of rewarding
positive achievement?

MB: I remember when this change was
going into effect, and a lot of people
were very worried. I have to say that I
don’t see any ill effects of not having
the tick system. The performances
these days are just incredible and the
players just keep getting better and
better, so I don’t think there has been a
downside to not having the tick sys-
tem.

GF: Did the change from plastic to Kevlar
heads affect writing at all?

MB: I don’t think the Kevlar head
changed my writing that much. It obvi-
ously changed the playing a great deal.

GF: What was the impetus behind devel-
oping “The Book” of exercises?

Spirit of Atlanta, 1989: “The Interstellar Suite” by Amin Bhatia. Notice the “pony” bass drums
with tom mounted on top.



PERCUSSIVE NOTES 22 APRIL 2006

MB: We had a fairly large book that we
gave the students that included all the
exercises from our technique program.
When I first came to audition for Spirit,
I was introduced to many new exercises
that I had never seen or heard before. I
immediately wrote them down so I
would remember them. When I became
caption head, I felt that if the students
had these exercises written down, they
could learn them more effectively. Also,

relating back to some things I learned
from Tom, many of the exercises were
intended to help students with the
mental aspects of playing, rather than
just focusing on the physical aspect of
drumming.

GF: Since leaving DCI, what changes in
the activity have you noticed?

MB: One of the biggest changes is show
construction; the show concepts seem to

MIKE BACK’S INFLUENCE ON THOSE HE
TAUGHT

As one of my earliest teachers, Mike
Back had a very strong influence over
my early development as a performer,
future teacher, and as a person. My two
years performing with the Spirit of At-
lanta gave me a strong foundation as a
percussionist and greatly aided me in
my future studies. As I have gotten
older, I realize how much my current
teaching style comes from Mike’s influ-
ence. I still use many of the same ap-
proaches, exercises, and concepts we
used in Spirit.

One particular lesson comes to mind.
Mike taught me that dwelling on mis-
takes during a performance will not
help you; evaluating them afterwards
will. I can’t offer enough thanks to Mike
for his great teaching and the role
model he offered to all of us.

Brian West, DMA
Assistant Professor of Percussion

Texas Christian University

When I joined Spirit of Atlanta in
1987 I was obviously a “weak link.”
Mike understood my unrealized poten-
tial. He pushed me to the edge, but al-
ways knew when to pull back. Mike
taught me a responsibility to myself,
my fellow musicians, and to the audi-
ence. His positive influence will always
be a part of me and I will always be
grateful for his leadership, patience,
and kindness.

Blake Tyson, DMA
Assistant Professor of Percussion

The University of Central Arkansas

Mike Back exemplifies everything
truly wonderful about experiencing a
great teacher. Mike was my instructor
for the 1982 drum corps season when I
was a member of the Spirit of Atlanta

playing snare. The one constant and con-
sistent element of that season was Mike’s
firm, gentle, supportive, and persistent
guidance in compelling that percussion
section to achieve what it ultimately did.
We all became better players and per-
formed better as an ensemble. And along
the way we had a gentleman model for us
the very highest levels of character and
integrity. Beyond the rudiments, beats,
and whatever it was we did as drum-
mers, seeing such a great teacher teach
well and in such a positive and construc-
tive way was what I remember most
about Mike Back.

Neal Flum
Assistant Director of Athletic Bands

The University of Alabama

I was greatly influenced by Mike
Back’s dedication to teaching, at Spirit as
well as in his public school positions.
Mike communicated his ideas to students
of many levels, and got great results from
his groups. My experience with Mike at
Spirit helped me greatly in my first col-
lege jobs—dealing with drumlines—and
beyond.

Ken Broadway, DMA
Associate Professor of

Percussion Studies
The University of Florida

It is difficult to say in just a few short
sentences how Mike Back has influenced
my life. I first met Mike when I was audi-
tioning for Spirit in 1980. I played in the
Spirit drumline under Mike from 1981–
85. I would have to say first and fore-
most, Mike Back is a great person. Mike
was always positive and supportive dur-
ing my days with the corps, and I learned
a lot from him. But that was not Mike’s
only influence on me and my career. In
1992 I had the fortune of student teach-
ing at Walton High School. I once again
learned so much from Mike, both musi-

cally and personally. I have been fortu-
nate to have a long personal relation-
ship with Mike, from my early days in
drum corps through my college career
and beyond. I have learned more from
Mike by just watching him teach and
deal with others than I have from any
other person. He has always been one
of my greatest role models in life, and I
will always look upon my studies and
personal experiences with him fondly.

Tony Sawyer
Director of Bands

Elon University

To me, Mike is the consummate
educator. I don’t think I have ever re-
spected a teacher more. As a matter of
fact, I chose Spirit of Atlanta because of
Mike. He taught both of my high school
percussion instructors, and was always
the percussion “guru” that I heard so
many stories about. It always sounded
to me like he was a brilliant teacher
who knew how to have fun, too. When I
had the opportunity to drum with him,
he always knew exactly what he
wanted to achieve in every rehearsal.
He never belittled or demoralized a
member, which had a major impact on
my current teaching. We teach people
“through” the vehicle of music; Mike
never forgot that.

Matt Henley
Assistant Director of Bands

Western Carolina University

Mike taught me the art of being pa-
tient while expecting performance per-
fection. His attention to detail in
performance was rarely overshadowed
by his care of his students’ well-being.

Chris Moore
Director of Athletic Bands

Director of Percussion Studies
Georgia Institute of Technology

be a lot more involved. When I was in-
volved with the activity, we would just
put together some tunes that we liked;
the songs didn’t have to have too much
of a connection. These days, the themes
of the shows are a lot stronger.

In terms of percussion, the playing
just keeps getting better and better. It’s
amazing to me the types of rhythms
that the lines are playing these days.
The level of musicianship is also much
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higher and the arrangements are quite
impressive.

GF: What advice do you give students
thinking about marching in a corps?

MB: Obviously, make sure you have a lot
of time to devote to it. I think drum
corps is a great activity, but you have to
be very dedicated and willing to work
very hard to perform at that level. In
the end, it is a very rewarding and
worthwhile activity.

GF: Any thoughts on the WGI percussion
activity?

MB: I attended the WGI finals in San Di-
ego two years ago. I was very impressed
with what I saw happening with the
percussion units. It certainly has
evolved over the last few years.

GF: How was your use of MIDI percussion
advantageous to your students and your
program?

MB: Back in the mid- to late-’80s, we
started using a lot of MIDI applications
in our percussion section at Walton. It

was a lot of fun; there weren’t a lot of
people doing it at that time, so it was
something new and somewhat innova-
tive and it gave us the opportunity to
do some different things. It turned out
to be a tremendous amount of work, but
it was also a lot of fun for the students.

GF: What advice would you give someone
considering adding MIDI percussion to
his or her program?

MB: Do your homework! And be prepared
for some challenges and headaches.
Learn as much as possible about elec-
tronic instruments and sound amplifi-
cation. On the musical side, spend a lot
of time making sure the balance be-
tween electronic and acoustic sounds is
satisfactory. In the end, adding elec-
tronic sounds can be very rewarding
and a lot of fun.

From all of us who had the privilege of
marching in the Spirit of Atlanta percus-
sion section under the leadership of Mike
Back, a huge “thank you” to Mike for
teaching us how to drum, how to teach,

and how to be a role model in life. Words
can only begin to express the impact that
he had on so many of us.

Gene Fambrough, DMA, is Assistant Di-
rector of Bands and Percussion Instructor
at the University of Alabama at Birming-
ham. He holds degrees from the Univer-
sity of Georgia, East Carolina University,
and the University of Alabama, and has
served as marching percussion instructor
and arranger at each institution. He di-
rects the UAB Percussion Ensemble and
Steel Band, and serves as percussion ar-
ranger/instructor for the Marching Blaz-
ers. A published composer, he has written
works for solo marimba, percussion en-
semble, and rudimental percussion.
Fambrough served as percussion coordi-
nator/arranger for the Spirit of Atlanta in
1997 and has twice been on the staff of
Southwind drum and bugle corps. As a
performer, he appeared with the Spirit of
Atlanta drum and bugle corps in 1989
and 1990.     PN
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BY SERGIO BORRERO AND CHRIS MICHAEL

Bunde, or El Bunde, belongs to the same musical genre as
the Currulao, both being from the southwestern portion of
Colombia. Bunde differs from Currulao in several aspects,

however. First, Bunde is played in a moderate 4/4 feel (quarter
note = 118–136 bpm), unlike the more rapid, triple-based
Currulao. Second, the instrumentation for Bunde may or may
not contain a marimba, and it may also use a pair of small hand
cymbals doubling the guasás (bamboo shakers).

Functionally, the two pieces differ as well. Bunde songs are
traditionally performed for children’s funerals, called “little an-
gels’ wakes,” but may also accompany children’s games. When
used, the marimba will typically double the melody or provide a
simple accompaniment with improvisation.

Following the traditional Bunde transcription are some
drumset variations, with and without the percussion instru-
ments. The drumset parts may be used by themselves in other
musical contexts (such as rock or straight eighth-note jazz), left
to the discretion and imagination of the individual performer.

The following transcriptions are based on our performances
with Grupo Naydí in New York.

Bunde
Folkloric Music from the Pacific Coast of
Colombia

The authors (far left) with Grupo Naydí in August, 2003.
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SUGGESTED LISTENING
Grupo Naidy: Cosechando una Semilla (2002); Tributo a Nuestros

Ancestros (2001), www.gruponaidy.cjb.net
Grupo Buscajá: Homenaje a Don Aquino (2002); Al Rescate de

Nuestras Raíces
Grupo Bahía: Cantaré (2001); Con el Corazón… Cerca a las Raíces,

grupobahia@uniweb.net.co
Grupo Socavón: En Memoria a Nuestros Ancestros (2002)
Various Artists: Salud! En Convite por la Vida (UNICEF Colom-

bia) (2000)
Various Artists: Afro-Hispanic Music from Western Colombia and

Ecuador (1967), Folkways Records FE 4376
Various Artists: Black Music in Praise of Oxala and Other Gods

(2003), Nonesuch 79729-2
Various Artists: Ecuador and Colombia Marimba Masters and Sa-

cred Songs (1998), Multicultural Media MCM3015

Sergio Borrero is a freelance percussionist in the New York met-
ropolitan area. In addition to Grupo Naydí, he has performed
with La Cumbiamba Eneyé, Pablo Mayor y Folklore Urbano,
and Lucía Pulido. He has studied Colombian percussion with
Irlando “Maky” López, José Antonio Torres (Maestro Gualajo),
and with members of Los Bajeros de la Montaña. He was born
in Cali, Colombia, and received his BA and MS from the Uni-
versity of Bridgeport. Contact: sergiob_msn@msn.com.

Chris Michael is a drumset/percussion artist in the New York
metropolitan area. He has performed and/or recorded with vari-
ous Colombian artists including Coba, Pablo Mayor y Folklore

Urbano, Iván Benavides, Lucía Pulido, and La Cumbiamba
Eneyé. He received his BM from Capital University and his
MM from the University of North Texas. He has also studied
with Jafet "Yiyo" Andrade, "Maky" López, Maestro "Gualajo",
and in Bogota, Colombia. Contact: cmichael1970@hotmail.com.

           PN

NOW AVAILABLE
ON DVD!
Historic Drummer’s Heritage Concert
Celebrating the power, pride and
glory of field drumming
Filmed at PASIC 2002, this 2-hour DVD
features some of the most accomplished
field drum artists in the world.

Appearances by: Jim Kilpatrick, Marty Hurley,
Alfons Grieder, Jeff Queen, John Pratt, Nick Attanasio, Americlique,
Bethune-Cookman College Marching Wildcats Drum Line, Canadian
Associates Drumming Rudimental Excellence (CADRE), Camp Chase
Fifes and Drums, Colonial Williamsburg Fifes and Drums, Oak Village
Marching Percussion Ensemble, University of North Texas Drumline.

Also includes an exciting mass ensemble finale with NEXUS, and a
special interview with Artistic Director Robin Engleman.

Cost: $45 Supplies are limited
Order online: www.pas.org/shop Or call: 580-353-1455
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If you think about percussionists you
respect and admire, it is likely that
among their qualities they are self-re-

liant problem solvers. That is, they are
people who are “comfortable in their own
skin,” insofar as they can figure out a
way to handle most any musical or
technical situation that may come along.
Conversely, you probably know percus-
sionists who feel insecure about perform-
ing any major work without first being
tutored on it, and in great detail.

Is self-reliance an inherent attribute or
can it be taught? I believe it can be
taught, at least to a certain degree. How
can a percussion instructor teach stu-
dents self-reliance in performance prepa-
ration? For purposes of this discussion,
let us divide instruction into three styles:

Teaching style 1: Giving the student a
fish

a. Teacher identifies problems to the
student;

b. Teacher gives solutions to the stu-
dent.

Teaching style 2: Teaching the student to
fish

a. Teacher identifies problems to the
student;

b. Teacher assigns the student to find
solutions to the problems.

Teaching style 3: Teaching the student to
“take a letter to Garcia”

a. Teacher assigns the student to iden-
tify the problems;

b. Teacher assigns the student to solve
the problems.

Teaching style 1: This is most appro-
priate for the following student levels: el-
ementary school, junior high, senior high,
and perhaps college freshmen.

Teaching Style 2: There comes a point
in each student’s development when the
teacher could gradually switch over from
style 1 to style 2. This would ordinarily
be some time during the college under-
graduate years.

Following is an example of the differ-
ence in approach of the first two styles,
using, as an illustration, “Concerto for
Percussion and Small Orchestra” by
Darius Milhaud.

Style 1: the teacher assigns the work
to the student, with the following direc-
tions:

• The instrument setup as dia-
grammed in the part is not as functional
as it could be. Here is a diagram of my
setup.

• There are many mistakes in the
printed percussion part. Here is a copy
with all corrections made and awkward
page turns eliminated.

• One of the instrument requirements
is a cymbal attached to the bass drum,
and a cymbal striker for it attached to
the bass drum pedal. These require spe-
cial hardware that is no longer manufac-
tured and can be very difficult to obtain.
A suitable substitute is… (teacher names
his favorite).

• Being a multiple-percussion piece, a
compromise pair of mallets must be used
for certain sections. Use… (teacher
names his favorite).

• Here is a practice exercise I devel-
oped for a technical issue encountered at
rehearsal number 20.

Style 2: the teacher assigns the work
to the student, with the following direc-
tions:

• You may want to improve on the
setup as diagrammed in the part. Start
with it, but feel free to change it to make
it more comfortable for you.

• There are many mistakes in the
printed percussion part. Check the part
with the score, and also take care of awk-
ward page turns.

• One of the instrument requirements
is a cymbal attached to the bass drum,
and a cymbal striker for it attached to
the bass drum pedal. These require spe-
cial hardware that is no longer manufac-
tured and can be very difficult to obtain.
Come up with a suitable substitute.

• Being a multiple-percussion piece, a
compromise pair of mallets must be used
for certain sections. Experiment with
many different mallets and decide on a
compromise pair.

• There is a technical issue at re-
hearsal number 20. Create a practice ex-
ercise that will help resolve it.

When teachers use teaching style 2
they are open to the accusation that they
are either unknowledgeable or lazy—or
both. This comes with the territory. I’m
thinking of a longtime, well-known col-
lege percussion instructor who has many
fine students playing professionally all
around the United States. Two of his
former students both told me they were
disappointed in their lessons with him.
They said he hardly taught at all, didn’t
say much in lessons, and mostly just as-
signed material. Both former students
were self-reliant problem solvers. Was
their teacher lazy, or was he using teach-
ing style 2?

Style 3: Once a student can handle
teaching style 2, the teacher can go on to
teaching style 3. It should be attained by
the graduate level, if not before. Using
the previous example of the Milhaud
work, in this style the teacher would sim-
ply say, “I want you to learn the Milhaud
concerto for percussion and orchestra.
Bring it in to your next lesson, and let me
hear what you’ve done with it.”

When students can successfully handle
teaching style 3, they will feel ready to
take on the world. Again, the teacher will
likely be criticized for not really teaching
the student because of lack of knowledge,
laziness, or whatever. But teachers can
be comforted in the knowledge that the
self-reliance and self-assurance they
have given the students will contribute
immeasurably to their pursuit of success-
ful careers in music.

To summarize, an important question
for college instructors is, “How can a mu-
sic student be taught to prepare any
piece, untutored, and then perform it
with conviction and authority?”

Teaching College Students
to Teach Themselves

BY AL PAYSON
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In answer, it can be argued that ac-
quiring this ability requires self-confi-
dence borne of a sense of self-reliance; in
turn, self-reliance is borne of a sense of
self-sufficiency. It can further be argued
that a sense of self-sufficiency can be
nurtured by moving from teaching style
1, through style 2, and into style 3.

Incidentally, the phrase “take a letter
to Garcia” comes from a true story, which
was required reading for every student at
my high school. If you are not familiar
with the tale, here is a brief account:

At the outbreak of the Spanish-Ameri-
can War in 1898 it was of the utmost
importance for President McKinley to
communicate as soon as all possible with
General Garcia, leader of the guerilla
movement in Cuba. In 1899 Elbert
Hubbard wrote:

Garcia was somewhere in the mountain
vastness of Cuba—no one knew where. No
mail nor telegraph message could reach
him. The President must secure his coop-
eration, and quickly. What to do! Someone
said to the President, “There’s a fellow by
the name of Rowan who will find Garcia
for you, if anybody can.”

Rowan was sent for and given a letter
to be delivered to Garcia. How “the fellow
by the name of Rowan” took the letter,
sealed it up in an oil-skin pouch, strapped
it over his heart, in four days landed by
night off the coast of Cuba from an open
boat, disappeared into the jungle, and in
three weeks came out on the other side of
the island having traversed a hostile
country on foot, and delivered his letter to
Garcia, are things I have no special desire
now to tell in detail.

The “moral” of this story is that Rowan
did not ask the President, “Where is Gen-
eral Garcia?” or “How do I find him?” or
“How do I get there?” or any other ques-
tion. He simply planned and executed, in
a timely fashion, his mission. So here
was a classic story about the value to so-
ciety of a person possessing extraordi-
nary self-reliance.

Hubbard concluded his article on the
story with these words: “Civilization is
one long anxious search for just such in-
dividuals. Anything such a man asks
shall be granted; his kind is so rare that
no employer can afford to let him go. He
is wanted in every city, town and vil-

lage—in every office, shop, store and fac-
tory. The world cries out for such: he is
needed, and needed badly—the man who
can carry a message to Garcia.”

ENDNOTE
“A Message to Garcia” by Elbert Hubbard

was published in the Feb., 1899 issue of The
Philistine.

Al Payson is a retired percussionist with
the Chicago Symphony Orchestra, a posi-
tion he held for 40 years. He was elected
to the PAS Hall of Fame in 2001 and is a
member of the faculty of DePaul Univer-
sity, where his duties include teaching a
graduate level course in percussion peda-
gogy.     PN
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The following method introduces improvisation to students
in a blues style. By gradually introducing improvisation in
a melodic context, students can learn each note’s sound in

melodic expressions rather than rambling up and down a scale
in search of music. The “vocabulary method” can be accom-
plished in a single 30-minute lesson, after which the student
can spend a lifetime mastering the more creative and harmonic
aspects of the blues in all keys.

STEP 1
The blues vocabulary method begins with the three most de-

fining notes of the Blues: 5, flat 7, and 1. In the key of B-flat,
those notes are (beginning with the lowest note first) F, A-flat,
and B-flat. The objective is to learn to improvise creating
simple melodies successfully first while being accompanied by a
teacher or using an accompaniment CD such as Jamey
Aebersold’s Blues in All Keys.

The only rules are: 1. The notes should be played in rhythm
with the accompaniment; 2. The created melodies must make
musical sense. In other words, it shouldn’t just be random “hit
and run” button pushing.

It’s also helpful for the teacher to trade choruses with the
student—especially if the student is having difficulty getting
started or is struggling to create sensible melodies. After the
first three notes are firmly in the student’s vocabulary, one note
at a time is added in a natural melodic evolution. This concept
helps students learn the meaning of each note before adding
new sounds to their vocabulary. Before advancing to new notes,
they must be able to use current ones in an expressive melody,
similar to learning a new word in a sentence when expanding
one’s language.

The following is a sample of an improvised statement over
B-flat blues using F, A-flat, and B-flat. (Play all examples with
“swung” eighth notes.)

The Blues Vocabulary
An Instructor’s Guide for Teaching Beginning
Blues Improvisation

BY JOHN MARK PIPER
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New note: Memorize the sound and learn to use it in a musical statement

Step 1

Step 2
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STEP 2
After the student is able to use the first three notes cre-

atively in a melody, the flat 3 (D-flat in the key of B-flat) may
be added.

It is important for students to understand that it is often nec-
essary and desirable to play through chord changes linearly,
even if some of the melody notes aren’t perfectly harmonious
with the chord tones. The blues vocabulary method stresses me-
lodic continuity, strong enough to carry it through the chord
changes in a “compare and contrast” expressiveness. As the stu-
dent progresses, more detailed options will emerge that will of-
fer other harmonious options for their melodies. But in the
beginning, it is important to emphasize linear thinking.

STEP 3
After the sound of the flat 3 is clear and useable, adding the

4th degree (aka the 11th) is a very natural, linear next step.

STEP 4
Adding the flatted 5th to your vocabulary is fun, but requires

a bit more thought to make it work well in improvisations. Take
note of which measures it works best in and how to use it in
various ways. Think of different examples of popular songs that
use this distinctive sound, such as “Smoke On The Water.”
Singers are notorious for its overuse in popular songs.

STEP 5
Now let’s add the 9th.

Step 3

Step 4

Step 5



PERCUSSIVE NOTES 32 APRIL 2006

STEP 6
The following example adds the 13th, or 6th, degree.

STEP 7
Some notes in the blues require adjustment as the harmony

changes. One of the most common adjustments is the major 3rd
(D in the key of B-flat). When the chord changes from I7 to IV7,
the D will sound incorrect if it is played on the E-flat 7 chord in
the wrong context. This is because the D (major third of the
B-flat chord) conflicts strongly with the D-flat (flat 7 on the
E-flat 7 chord). However, the reverse (playing the D-flat over
the B-flat chord) is expressive sounding most of the time and is
easier to make sound “correct.” This is because the D-flat works
within the structure of the B-flat 7 harmony, functioning as a
sharp 9 color tone or tension in the upper structure, but the D
in the harmonic context of the E-flat can only function as a ma-
jor 7, which directly conflicts with the dominant 7th or flat 7
functionality of the chord.

STEP 8
The eighth bar in a blues is most often simply setting up the

cadence played in the last four bars that lead back to the begin-
ning of the form. This is most often done using the VI7, also
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Guide tones adjusting to accommodate changing harmony.

known as V7/II– (pronounced “five-seven-of-two”). It’s called the
“five-seven-of-two” because it is the dominant chord of II–. In
the key of B-flat, that is the G7 going to C–7. This is typical
dominant motion because the leading tone (the note B) is
“dominating” the harmonic movement toward C–7. The note B
in the eighth bar of the B-flat blues is an important and expres-
sively defining sound of the G7. Many of the notes already
added to the blues vocabulary take on a different personality or
expression in the eighth bar because of the changing harmony.
This bar should be examined methodically, and possibly used as
a teacher’s aid introducing more sophisticated jazz harmony to
come.

Chords can be outlined with the left hand simply by playing
the thirds and sevenths. With practice, left-hand thirds and
sevenths become effortless.

John Mark Piper is a vibraphonist/drummer/composer and
teacher residing in the Dallas, Texas area. Piper served as art-
ist, clinician, endorsee and consultant for Ludwig/Musser from
1996–2002 and is the designer and creator of the Musser/Piper
vibraphone. A collection of John’s original vibraphone pieces is
published by Studio 4 Music (distributed by Alfred Music Pub-
lishing). John is author of the sight/reading and music series

Step 7

Step 6
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books The Shapes and Patterns of Music – Volumes I, and II,
The Shapes and Patterns of Rhythm, and The Shapes and Pat-
terns of Rhythm with Melody. He has also released a CD, Just a

Step Away. John’s current focus is Piper’s Loft, Inc. which spe-
cializes in educating beginning and intermediate students. For
information, visit www.PipersLoft.com.            PN

Step 8



PERCUSSIVE NOTES 34 APRIL 2006

practice
room

From the book Impressions on Wood

By Julie Davila

Published by Row-Loff Productions

Copyright © 2006 by Julie Davila

Used by Permission

Sound Enhanced
Sound Enhanced: Hear a recording of this piece in the Members Only section of the PAS Website: www.pas.org

Jonathan’s Light
By Julie Davila
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RETURN TO: ATTN: PASIC 2006,  ADVENTURE TRAVEL, P.O. BOX 889, LAWTON, OK 73502-0089
FAX (580) 353-5393 • PH (800) 540-9030 OR REGISTER ONLINE: WWW.PASIC.ORG

All early registrations must be received by September 29. Please note: a 20% cancellation fee will be charged on any cancellation on or before September 29.

After September 29, NO refunds will be issued. Please print clearly to insure prompt processing. Photocopy this page as needed.

❑ I DO NOT WISH TO HAVE MY NAME MADE AVAILABLE FOR INDUSTRY MAILINGS.
❑ I DO NOT WISH TO HAVE MY E-MAIL MADE AVAILABLE FOR INDUSTRY MAILINGS.

PASIC 2006 REGISTRATION FORM
PERCUSSIVE ARTS SOCIETY INTERNATIONAL CONVENTION • PASIC 2006 • 31ST ANNUAL CONVENTION • NOVEMBER 8–11, 2006

AUSTIN CONVENTION CENTER  • AUSTIN, TEXAS

❑ Check or money order (drawn on a U.S. bank in U.S. funds) Payable to Adventure Travel Enclosed

❑ Charge my  ❑ VISA   ❑ MasterCard  #_______________________________________ Exp Date _________ 3 Digit Code _________

Name on credit card (please print) ___________________________________   Signature ______________________________________

Name __________________________________________________

City ____________________________________________________

Country ________________________________________________

Telephone ______________________________________________

E-mail address __________________________________________

Address ___________________________________________________________________________________________________________

YOU MUST BE A CURRENT MEMBER OF PAS THROUGH CONVENTION DATES TO REGISTER FOR THE CONVENTION.  PAS MEMBER # __________

Today’s date ____________________________________________

State/Province __________________________________________

Zip/Postal Code _________________________________________

Fax______________________________________________________

$145

$180

$80

$65

$40

free

EARLY REGISTRATION by September 29 (badge will be mailed to address above)

REGISTRATION after September 29 (badge pickup onsite)

ONE-DAY REGISTRATION ❑ Wednesday ❑ Thursday ❑ Friday ❑ Saturday (badge pickup onsite)

ACCOMPANYING FAMILY MEMBER Name of family member attending ________________________________________

ONE-DAY ACCOMPANYING FAMILY MEMBER Name of family member attending _________________________

CHILDREN 12 AND UNDER onsite registration only

REGISTRATION FAMILY MEMBERS MUST BE ACCOMPANIED BY A REGISTERED MEMBER
FULL-TIME
STUDENT

W/ID
$100

$130

$55

OTHER
HALL OF FAME BANQUET TICKETS Advance purchase only

Total number of meals ______   Number of vegetarian meals ______

PASIC 2006 T-SHIRT Adult Qty/Size  _____ S   _____ M  _____ L  _____ XL  _____XXL

PASIC 2006 LONG SLEEVE T-SHIRT Adult Qty/Size  _____ S   _____ M  _____ L  _____ XL  _____XXL

$55
$550

table of ten

$15

ONE-DAY ADMISSION TO INTERNATIONAL DRUM AND PERCUSSION EXPO & MARCHING PERCUSSION
FESTIVAL ONLY Onsite purchase only ($10)

$15

PAYMENT TOTAL

DRUM CIRCLE FACILITATION WORKSHOP REGISTRATION
SUNDAY, NOVEMBER 12, 2006

$55

EPAS STUDENT online Full member access to website ❑ Junior High School   ❑ Senior High School   ❑ College

EPAS PROFESSIONAL online Full member access to website ❑ Educator  ❑ Performer/Artist  ❑ Enthusiast

FULL-TIME STUDENT MEMBER ❑ Junior High School   ❑ Senior High School   ❑ College

SENIOR CITIZEN MEMBER (65+) ❑ Educator  ❑ Performer/Artist  ❑ Enthusiast

PROFESSIONAL MEMBER  ❑ Educator  ❑ Performer/Artist  ❑ Enthusiast

INDIVIDUAL FRIEND your name will be listed in each issue of Percussive Notes

$28

$50

$60

$60

$90

$150

Countries other than U.S., Canada or Mexico must select either Standard Shipping ($10) or Priority Air ($30)
INTERNATIONAL MEMBER SHIPPING $10/$30
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All hotel rates are per room, per night, and do not include 15% tax.  Note: Room rates cannot be guaranteed after September 29, 2006.

Name:  _____________________________________________________________________

Address:  ___________________________________________________________________

City: ________________________________ State/Province: ______________________

Country:_____________________________ Zip/PostalCode:_______________________

Telephone: __________________________ Fax: ________________________________

E-mail: ______________________________ Today’s Date: ________________________

Hotel Preference ____________________________________________________________

Check-in Date: _______________________ Check-out Date: ______________________

Number of Nights: ____________________ Number of Rooms: ___________________

Number of People in Room: ____________

Bed Preference:   ❑ King  ❑ Double Smoking Preference ❑ Non-smoking  ❑ Smoking

I authorize Adventure Travel to guarantee my room(s) with the following credit card. I understand that I am liable for cancellation
penalties described herein should I cancel my room(s) reservations, and I authorize such charges as appropriate to same account.

Credit Card  ❑ VISA  ❑ Mastercard  ❑ American Express ❑ Discover ❑ Diners Club

Card Number _________________________3 digit code __________ Exp. Date ________

Cardholder’s Name __________________________________________________________

Signature ___________________________________________________________________

One Night Deposit $ ______________  + 15% tax =  Total Deposit $ ________________

(Please Note: Bed and Smoking Preferences are a request only and cannot be guaranteed)

PASIC 2006 HOTEL
RESERVATION FORM

RETURN TO ADVENTURE TRAVEL BY SEPTEMBER 29, 2006

31ST ANNUAL CONVENTION . NOVEMBER 8–11, 2006
EXHIBIT HALL: NOVEMBER 9–11, 2006 . AUSTIN CONVENTION CENTER

1. Reservations must be guaran-
teed with one night’s advance
deposit. You may guarantee your
reservations by using one of these
methods:

A. Credit Card: use American
Express, Diners Club, Visa,
MasterCard or Discover (mail,
telephone or fax)
B. Check or Money Order: mail
this reservation form with one
night’s deposit including 15%
tax. Make check, money order
or cashier’s check payable to:
Adventure Travel. Checks
payable in U.S. funds drawn on
a U.S. bank only.

2. Check-in time is 3:00 P.M.
Check-out time is noon.
3. Cancellations, no-shows, or
early departures without advance
notice (72 hours prior to arrival)
will result in a forfeiture of full
deposit.
4. Room Block Cancellation
Penalty: In addition to the hotel
policy listed in item three,
cancelling rooms after Septem-
ber 29 will result in a $50 per
room cancellation penalty.

RETURN TO: ADVENTURE TRAVEL, ATTN: PASIC 2006
P.O. BOX 889, LAWTON, OK 73502 • FAX: (580) 353-5393 • PH: (800) 540-9030 • WEB: WWW.ADV-TRAVEL.COM

Hilton Austin
HOTEL

ACCOMMODATIONS
Single Price

Double Price

Triple Price

Quad Price

Suites Available

Distance to Convention Center

Complimentary Breakfast

Room Service

Parking

Holiday Inn
Austin Town LakeCapitol Place HotelHampton Inn & Suites

Austin–Downtown

$139

$149

$159

$169

Yes

Across Street

No

Yes
Valet $18/day
Self $13/day

$129

$129

$139

$139

Yes

2 Blocks

Yes

Yes

Valet $14/day

$129

$129

$134

$139

Yes

4 Blocks

No

Yes

Valet $15/day + tax

$99

$99

$99

$99

No

8 Blocks

No

Yes

Free
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‘Tales from the Center of the Earth’
An interview with Benjamin Toth

BY JEFF GRANT

On November 6, 2004, Ben Toth per-
formed a new piece called “Tales
from the Center of the Earth” by

composer Nebojsa Jovan Zivkovic with
the University of Louisville Wind En-
semble conducted by Dr. Frederick Speck.
In the days leading up to the perfor-
mance, Toth presented several clinics on
hand drumming, world percussion, and
marimba pedagogy. He was also kind
enough to sit down with me and discuss
this new piece, his relationship with
Zivkovic, and his love for world percus-
sion.

Grant: Tomorrow night you will
be performing “Tales from the
Center of the Earth,” a con-
certo for percussion soloist
with wind ensemble, for the
University of Louisville New
Music Festival. The piece was
composed by Nebojsa Jovan
Zivkovic (pronounced
Neboysha Yovan Chivkovich)
and is dedicated to you. Many
of us would be interested to
know more about the piece
and its premiere.

Toth: The whole thing would not
have been possible if not for
the Director of Bands at The
Hartt School, Glen Adsit. He
invited me to play a concerto
with the Hartt Wind En-
semble—a new work that we
would help generate by orga-
nizing a consortium [see end
of article for list of schools] to
commission the piece, and by
presenting the premiere per-
formance. He also allowed me
to select the composer.

I liked the idea of a percus-
sion concerto being written by
a percussionist because I
wanted the solo part to feel
comfortable and logical on the
instruments. I also wanted to
feel like I had earned the
right to be standing in front

of the ensemble; in other words, the
solo part should require some virtuos-
ity, and not just serve as a busy accom-
paniment part. Nebojsa was the clear
choice for me, for several reasons.
First, because I have always admired
his writing. In addition, I have worked
with him, played lots of his music, and
feel as though I have a good under-
standing of his compositional style. I
also knew that Nebojsa would be open
to feedback during the compositional
process. Finally, I was impressed by
the three concerti he had previously

written for percussion. He has one con-
certo for percussion soloist and orches-
tra, called “Concerto of the Mad
Queen,” commissioned by Evelyn
Glennie, and two marimba concerti
with full symphony orchestra.

I premiered “Tales” in April of 2003
with the Hartt Wind Ensemble, Glen
Adsit conducting. Nebojsa attended
our final rehearsals and the premiere
performance. Since then it has been
played by at least half of the consor-
tium schools. Having had the opportu-
nity to tour a bit with the piece, I have
found it to be very attractive and

rewarding for all those in-
volved—the soloist, ensemble
members, and, of course, the
audience.

I consider “Tales” to be a
welcome addition to our reper-
toire, and one that I think will
grow in popularity, like much
of Nebojsa’s music.

Grant: When did you meet
   Nebojsa and how did your
   collaboration begin?
Toth: I met Nebojsa when I was
   a member of Percussion
   Group Cincinnati. We were
   appearing at the Fifth Inter-
   national Percussion Work-
   shop in Bydgoszcz, Poland
   during the summer of 1991. I
   was immediately impressed
   with his playing, his teach-
   ing, and his music. I think he
   was interested in and taken
   by what he saw from the Per-
   cussion Group. So we became
   buddies. At the time he was
   really interested in improv-
   ing his English. Nebojsa
   speaks five or six languages,
   so when we tour we have no
   problems; he can talk to any
   body [laughs]. English is
   maybe his third language. At
   the time he was interested in
   polishing up his English, soBen Toth
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we spent a lot of our free time working
on that and just hanging out. It
evolved from there very gradually.

Our collaborations have been an im-
portant part of my own education, be-
cause I feel that the ten years or so
that I’ve worked with Nebojsa in the
Jovan Percussion Group and occasion-
ally as a duo partner have had an ef-
fect on my musicianship, and more
specifically my marimba playing. I sort
of consider him to be my unofficial ma-
rimba teacher; every time we play to-
gether I carefully observe what he is
doing and try to glean what I can. Also,
musically speaking, I have a lot of re-
spect for his writing; his pieces are fun
and challenging to play, audiences like
them, and they’re well constructed. I
think that reflects the fact that he has
graduate degrees in composition,
theory, and performance. He really has
put as much energy into developing his
composing “chops” as he has into his
playing “chops.” Nebojsa began com-
posing “Tales” during the fall of 2002
and called me almost daily while he
was composing the piece.

Grant: It sounds like a collaborative effort.
Toth: I didn’t really contribute any com-

positional ideas, but I did have some
specific requests. I wanted the solo

part to include both marimba and a
multiple-percussion setup. He was
open to that idea, and after a few dis-
cussions he settled on the exact instru-
mentation and configuration for the
multiple-percussion setup. The soloist
plays marimba during the first move-
ment and the multiple percussion
setup during the second movement. I
also wanted to include an interlude in
the middle of the piece where the per-
cussion section would be featured with
the soloist; the winds, at that point,
would basically be tacet. There is some
pretty intense writing in there for per-
cussion ensemble with the soloist, so
he did let me contribute a bit in terms
of the form of the piece.

Other than that he was really open
to sharing his compositional ideas—
generally looking for some feedback.
He would call me up at like 10:00 or
11:00 P.M.—which was 4:00 or 5:00 A.M.
at his home in Germany—and would
play riffs or themes over the phone! He
seemed to compose this piece nightly,
from eleven at night to four in the
morning! He had the soloist’s whole
multiple-percussion setup constructed
in his home studio because he tends to
compose at the instruments, with a
marimba and piano handy as well.

Figure 1
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Grant: It is very interesting the way he
composed this piece. The two of you fig-
ured out what instruments were going
to be used and then he composed from
the setup.

Toth: That’s true. In fact, it served as a
point of departure for the second move-
ment. The soloist’s percussion setup for
“Tales” includes a kick drum, five
tom-toms, bongos, a snare drum, four
cymbals of various sizes, two ribbon
crashers, two Jam Blocks, two cow-
bells, one octave of crotales, and a
“thunder tube,” though I’ve been using
a Zildjian gong sheet instead (see Fig-
ure 1).

Actually, Nebojsa and I don’t use the
exact same setup for the percussion in-
struments; he originally set it up as an
exact mirror image of the way you see
me playing the piece. So when he be-
gan sending me sketches of the solo
part, I started to realize that the
stickings were very left-hand oriented,
with lots of left-hand double-stickings
and left-hand leads. That didn’t feel so
comfortable, or even necessary. I tend
to set the larger instruments on the
left, just like we set up the timpani,
but he’s more used to a German ar-
rangement with the larger instru-
ments on the right. He also relates the
setup to a modified drumset, with the
floor tom on the right. So, on a whim, I
set up everything backwards, as an ex-
act mirror image, and I modified all
the stickings. It felt much more com-
fortable. I called him up and said,
“Hey, is it okay with you if I reverse
the entire setup?” He said, “Sure.” If
you visit his Website [www.zivkovic.de]
you will see photos of each of our set-
ups, allowing performers to select their
own preference.

Grant: I understand that you encouraged
Nebojsa to include various world per-
cussion instruments for the wind en-
semble percussion parts—specifically,
some hand drums. When did you de-
velop your interest in world percussion?

Toth: I have always been interested in
world percussion, and have been intro-
duced to various drumming traditions
by attending clinics or workshops, in-
cluding several PASIC clinics. These
experiences prompted me to initiate a
program at The Hartt School in which
we rotate guest percussion teachers.
Each teacher is in residence for one or

two semesters. The guest teachers pro-
vide weekly private lessons, and some-
times master classes, as a complement
to the weekly lessons that the students
have with me. Through this guest
teacher program, the students and I
have been able to study with some fan-
tastic musicians, including Glen Velez,
who is our frame drum teacher, and Jo-
seph Galeota, who is our African drum-

ming teacher. We have had two Latin
percussion teachers, Johnny Almendra
and John Amira, whose lessons focused
on folkloric music from Cuba and
Haiti. Our most recent guest teacher
was Dave Samuels, who taught impro-
visation, and this year [2004] we will
have PAS Hall of Fame member Al
Lepak and a Brazilian percussionist
named Rogerio Boccato.
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One $1,000 scholarship will be awarded.

Eligibility: The scholarship open to any full time student registered in an accredited college or university school of

music during the 2006–2007 academic year.  Applicant must be a current member of the Percussive Arts Society.

Application Materials: All applicants must submit a completed application, a letter of recommendation verifying age

and school attendance, and a DVD/video.

Criteria: The DVD should be no longer than ten minutes in length. Additional time will not be considered and may

negatively affect evaluation of the application.

The selection(s) within the DVD should represent live jazz vibraphone performance and not be edited.

The applicant must be visible throughout the submitted performance(s).

The ability of the applicant to perform on additional percussion or other instruments is not a consideration for this

scholarship.

Download and application: www.pas.org/news/contests/index.cfm

Deadline: All materials must be received in the PAS offices no later than June 15, 2006

For More Information Contact Percussive Arts Society 580.353.1455

FOR MORE INFORMATION CONTACT PERCUSSIVE ARTS SOCIETY 580.353.1455

PAS/Yamaha Terry Gibbs
Vibraphone Scholarship
Legendary vibraphonist Terry Gibbs began his career at

the age of 12 after winning the Major Bowes Amateur

Hour Contest and subsequently began touring

professionally. He performed for many years as a

drummer and percussionist until his affinity for

bebop motivated him to return to the vibes and

subsequently become recognized as one of the

best ever to grace the genre of bop.

After World War II, Gibbs toured with Buddy

Rich, Woody Herman, Louie Bellson, Benny

Goodman and formed his own band for the

Mel Torme television show. Gibbs led his own bands in the 50’s and in 1957 formed the critically acclaimed big

band “The Dream Band”. Throughout his career he has enjoyed world acclaim playing with jazz luminaries, Buddy

DeFranco, Charlie Parker, Dizzie Gillespie, Horace Silver, Max Roach, Art Blakey, Elvin Jones and Tito Puente.

Terry Gibbs is a Percussive Arts Society Hall of Fame member with 65 albums to his credit, winner of three major

jazz polls and creator of over 300 compositions. This scholarship is in honor of the indelible mark Gibbs has left on

the world of vibes.
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Grant: I think we are all interested in how
world percussion instruments were in-
corporated into this piece. For example,
some of the instruments in the percus-
sion section include “large frame drum”
and an Egyptian tambourine, or riq. Is
this something Zivkovic was interested
in?

Toth: Yeah. When we tour I get a chance
to play my frame drums with him; lots
of his Serbian folk music works well
with frame drums. So he is familiar
with the drums and he knows that my
students play frame drums, so he
didn’t hesitate to include them in the
piece. As it turns out, the main theme
of the first movement has sort of an
Arabic sound, and like all of his music,
a hint of Balkan folk melodies. But
“Tales” is more Arabic sounding than
Balkan.

I think we both immediately realized
that some frame drums would be a
good fit. In addition to the riq, he also
incorporates a dumbek and a Glen
Velez-style bodhran; he likes that low
frame drum sound. Those instruments
are well integrated into the piece, and
really add to the exotic nature of the
marimba movement. The hand drum-
mers sit right next to the marimba so-
loist, up front, and the audiences seem
to really enjoy seeing these instru-
ments played.

Grant: Zivkovic’s music is very melodic,
and that holds true with this piece.

Toth: That’s true. He is the master at
writing pieces based on Serbian/
Balkan folk music with very distinct
melodies, and of course he’s very com-
fortable in odd-time signatures because
Serbian folk music is typically uneven.
Although much of his music is in odd
meters, it flows in a very dance-like
way, including the second movement of
“Tales,” which alternates between 5/4
and 9/8. In this particular piece, I
think the colors and textures of a wind
ensemble, as opposed to a symphony
orchestra, made him think and com-
pose in a certain way.

Generally, one of the most interest-
ing things about Nebojsa’s work is that
you can always hear at least a hint of
his Balkan roots in the music, whether
you are listening to his most tonal,
pedagogical pieces—like in the Funny
Marimba books—or whether you are
listening to his more contemporary

“TALES FROM THE CENTER OF THE EARTH”
CONSORTIUM SCHOOLS

INITIATING MEMBERS INITIATING SCHOOL
Glen Adsit and Ben Toth The Hartt School

PARTICIPATING MEMBERS PARTICIPATING SCHOOLS
Joseph H. Allison Eastern Kentucky University
Steve Bolstad The University of Montana
Anthony DiSanza The University of Wisconsin – Madison
Thomas Duffy Yale School of Music
Frank Epstein New England Conservatory
Doug Hill Mercer University
Ray Lichtenwalter University of Texas at Arlington
Jim McKinney South Dakota State University
Dwight Oltman Baldwin-Wallace Conservatory
Eric Rombach-Kendall The University of New Mexico
Gary Speck Miami University (Ohio)

pieces, like “Tensio” or “Ultimatum I.”
That is what I love most about his mu-
sic.

Nebojsa Jovan Zivkovic will be releas-
ing a CD in fall 2006 that will feature
percussion concerti that he has composed,
including “Tales From the Center of the
Earth,” Nebojsa Jovan Zivkovic, soloist,
with the Slovenian Army Band; and
“Castle of the Mad Queen,” Nebojsa
Jovan Zivkovic, soloist, with the
Slovenian Radio Symphony Orchestra.
For more information, visit
www.zivkovic.de

Jeff Grant is pursuing his Doctor of Musi-
cal Arts degree as a graduate teaching
assistant under Dr. John Wooton at the
University of Southern Mississippi. He
holds bachelors and masters degrees in
performance from Columbus State Uni-
versity and the University of Louisville,
respectively. He is active throughout the
Southeast and Midwest as an instructor,
arranger, adjudicator, and performer, and
has been selected as a presenter for the
2006 National Conference on Percussion
Pedagogy.     PN
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TERMS USED IN
PERCUSSION

BY MICHAEL ROSEN

Q. I have heard some recordings of
“Histoire du Soldat” and I find only two
that I like: the one with Columbia Cham-
ber Orchestra with Stravinsky conduct-
ing and other with London Sinfonietta
conducted by K. Nagano. In other record-
ings they play the notes high and low re-
versed. I guess that is because of the
confusion with notation. What do you
think about it? How do you make your
layout? How do you perform it?

A. When I perform the piece I use very
small, high-pitched drums with calf
heads. The smallest drum is 12" x 3", the
next is 14" x 4" and the next (Stravinsky
asks for a military drum for this drum) is
also 14" x 4" but is tuned lower. The bass
drum I use is only 18" x 14"  and also has
a calf head. I use a tambourine attached
to a cymbal stand with a small piece of
cloth attached to cut down on the ring a
bit. For the cymbal I use a hi-hat with
the cymbals close together so that when I
hit it with a snare drum stick it emulates
the sound of one percussionist playing a
cymbal attached to a bass drum. For the
cymbal in the “Tango” I use an old Chi-
nese cymbal played with a special stick I
made for it. The triangle is attached to a
cymbal stand and is in front of the sec-
ond drum with the tambourine in front of
the third drum.

The drums are arranged from low to
high from left to right (American style
timpani setup)—not like Stravinsky asks
for in the score. I use an extra snare
drum with gut snares (so it doesn’t vi-
brate sympathetically during the piece)
that I set up near the bass drum so I can
get to the bass drum quickly with a
softer stick right after the snare drum
solo. I also re-wrote the entire part so it
is easier to read with the high drum on
the top space, the lowest drum on the
lowest space, and the bass drum below
the staff.

The mallets are old capoc mallets from
the 1920s with very flexible shafts,
which is what Stravinsky asks for. One
of the capoc mallets is large and sounds

Stravinsky, Respighi, Varese and
John Williams

very good on the bass drum. I play in a
seated position.

A colleague of mine wrote to Stra-
vinsky in 1965 and asked him about this
piece. The reply he received from
Stravinsky was, “I wrote ‘Histoire du
Soldat’ almost 50 years ago. I don’t re-
member what I wanted!” This statement
gives me license to make the changes I
did to suit my taste. Remember that this
is just my interpretation and there are
many possibilities. And there have been
numerous interpretations in concert and
on recordings—many of them under the
supervision of Stravinsky, and each
claiming to be the one authorized by the
composer.

It might also interest you to know that
the recorded performance that Stra-
vinsky conducted was not actually con-
ducted by him. As I heard the story, he
was having a great deal of difficulty with
the piece because he was rather old and
never was a very good conductor. The re-
cording session was going very badly and
they took a lunch break. Stravinsky left
and the performers stayed and recorded
a few takes without the Maestro. These
are the ones that were used on the re-
cording; Stravinsky never knew!!

Q. I am playing the tambor de basque
part in “The Pines of Rome” by Respighi.
The part looks more like a snare drum
part than a tambourine part. Should I
play the part with sticks, and what kind
of a tambourine should I use?

Jill Lichtenwalner
Oberlin Conservatory

A. This part appears in the first move-
ment, “The Pine Trees of the Villa
Borghese.” In the score Respighi has the
following explanation of this movement:
“Children are at play in the pine groves
of the Villa Borghese; they dance around
in circles, they play at soldiers, marching
and fighting, they are wrought up by
their own cries like swallows at evening,
they come and go in swarms.” For us, the
key to which instrument to use lies in
the phrase “they play soldiers, marching
and fighting.” For this reason, I use a toy
drum for this part instead of a tambou-
rine, which is what a tambor de basque
is. A toy drum played with light snare
drum sticks sounds better and is more
characteristic of what the composer in-
tended.

I have two such toy drums that I
bought at antique shops that have a
tinny, child-like sound (see photo). One is
12 x 3 1/2 inches and has wire-wound
silk snares, while the other is only 9 x
3 1/2 inches and has springs for snares.

Toy Drums
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Of course, I would be sure to show the
drum to the conductor before the first re-
hearsal so it wouldn’t be a surprise (con-
ductors hate surprises!), but I am sure he
or she will like it.

If not, you can always play it with
snare drum sticks on a tambourine, as it
is often played. In that case, place the
edge of the tambourine on a rolled-up
towel so that it sounds free and at the
same time gives you some articulation.

Q. Our symphony is playing a John Will-
iams piece from Amistad that calls for
Pulli Sticks. Nobody seems to know what
the heck they are or where we can get
them.

Janis Bruyer
Principal Percussionist

Dakota Valley Symphony
Burnsville, Minnesota

A. Pulli sticks (see photo) are long pieces
of bamboo about two inches thick and
three feet long. They originate from the
South Sea Islands. The bamboo is split
into about six strips up to about four
inches from the end, which is used to
hold the instrument.

The Pulli-Pulli is used in pairs; one is
hit against the other by dancers in grass
skirts. The dancers are in a line, and in
the course of the dance they hit one of
the sticks held by the dancers next to
them. I use one of them for the rute part
in Mahler sometimes for a very loud
sound. They also sound very good when
used as the cricket callers in the music of
John Cage, where they sound exceptional
when played on Chinese tom-toms.

Q. We are playing “Déserts” by Edgard
Varese, and the part calls for a lathe.
What is a lathe and what does it sound
like?

Bonnie Whiting
Oberlin Conservatory

A. A lathe is a thin piece of wood about
1/4 inch think by about two inches wide.
It can be very long when used for its pri-
mary purpose, which is to serve as sup-
port for plaster on walls. Lathes run
horizontally and are nailed to the studs
of a frame house, leaving about a half-
inch gap between each. Plaster is then
attached to the lathes in layers, with a
drying period of a day or so between each
layer until a thickness of about 3/8 of an
inch is reached. Of course, lathes have

not been used in house construction since
the invention of drywall to accommodate
the housing boom after World War II. You
can imagine how much faster it is to put
up a sheetrock wall than to plaster a wall
with lathes.

What does all this have to do with
Varese, you ask? Varese wants you to use
two pieces of lathing, cut to about 20
inches long, and to strike it on either a
soft surface (at one point he calls it a
leather cushion) or a hard surface. Lath-

Pulli-Pulli

ing is difficult to find, so I suggest just
cutting pieces of wood to the above di-
mensions. The sound is somewhat like a
slapstick when struck on a hard surface
(an unlined trap table, perhaps), and dis-
cernibly softer when struck on a leather
cushion, both of which Varese calls for in
“Déserts.”

However, Varese also calls for a slap-
stick in the piece, so be sure to make a
clear distinction between the two. The
lathe struck on a hard surface will be a
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One $1,000 scholarship will be awarded.
ELIGIBILITY: The first of these scholarships is open to any full time student registered in an accredited
college or university school of music during the 2006–2007 academic year. Applicant must be a current
member of the Percussive Arts Society

APPLICATION MATERIALS: All applicants must submit a completed application, a letter of recommendation
verifying age and school attendance, and a DVD/video.

CRITERIA:
• The DVD should be no longer than ten minutes in length. Additional time will not be considered and may

negatively affect evaluation of the application.
• The selection(s) within the DVD should represent live performance segments and not be edited.
• The applicant must be visible throughout the submitted performance(s).
• The DVD must be an ensemble performance.
• The performance may be in any musical style.
• Applicants will be judged on musicality, ability to contribute to the group performance and overall

quality of tempo, time, style and musical interaction.
• The ability of the applicant to perform on additional percussion or other instruments is not a

consideration for this scholarship.
• Soloing is not required and any submission with only solo performance will not be considered.

Download an application: www.pas.org/news/contests/index.cfm

Deadline: All materials must be received in the PAS offices no later than April 15, 2006.

FOR MORE INFORMATION CONTACT PERCUSSIVE ARTS SOCIETY 580.353.1455

PAS Hudson Music
Drumset Scholarship
Hudson Music, founded in 1998,

is a leading force in the development

of multimedia educational products

for musicians. The PAS Hudson

Music Drumset Scholarship is

funded through proceeds from sales of Hudson Music’s “Classic Jazz” DVD

series. The founding of this collegiate scholarship is a continuation of Hudson’s

commitment to music education and to the support of student drummers.
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bit less biting and softer than the sound
of a slapstick.

While we are in “Déserts”-land, it
might be helpful to mention that
cencerros are cowbells, not almglocken.
For the wood drums I use wooden-headed
drums (see photo), but I could imagine
using a log drum or even large
woodblocks, too. It is not clear which to
use.

Q. I would like to know what a “Devil’s
Whistle” is. This whistle is called for in a
1920s arrangement entitled “Moan.” The
same arrangement calls for a thunder
sheet. Could they be the same instru-
ment? I know that the thunder sheet is
sometimes used in reference to the devil.

Gary J. Spellissey
Boston. MA

A. This could be a waldteufel (see photo),
which is a friction drum about the size of
a small tin can with a head on the top
and a hole through the head where a
string is affixed. The string is attached to
a small stick, and when the can is swung
around while holding the stick it makes a
friction drum sound. It looks like a small
cuica with a string instead of a stick. It is
often used by children in Germany as
noisemakers. By the way, waldteufel
means “forest devil” in German.

Perhaps readers can help with this
one. Does anybody have an idea what a
Devil’s Whistle is? Let me know and I
will include your suggestion in a future
column. In addition, if readers have a
term used in percussion that you are not
sure of, please write and I will try to get
to the bottom of the issue. Write to me at
Oberlin Conservatory of Music, Oberlin,

Waldteufel
OH 44074, or e-mail me at
michaelrosen@oberlin.net.

Michael Rosen is Professor of Percussion
at Oberlin Conservatory of Music and is
Director of the Oberlin Percussion Insti-
tute. He was Principal Percussionist with
the Milwaukee Symphony from 1966 to
1972 and has performed with the Grand
Teton Music Festival, the Cleveland Or-
chestra, the Metropolitan Opera Orches-
tra, and the Concertgebouw Orchestra.
He was a member of the Board of Direc-
tors of PAS and is an Associate Editor of
Percussive Notes. He has recorded for
Opus One, Bayerische Rundfunk, Albany,
Lumina, and CRI labels and is a sought-
after clinician for marimba and cymbals.

    PN

Wooden-headed Drums
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Mario DeCiutiis and the Evolution
of Virtual Percussion

BY BRIAN MCNULTY

Mario DeCiutiis’s fingers were
bleeding. While playing vibes in
funk bands in the late 1970s,

Mario shredded his fingers trying to
match the volume of the rest of the group.
In an attempt to literally save his skin,
DeCiutiis started to look into ways to am-
plify his vibraphone.

Early vibraphone pickup systems, such
as the Deagan Electravibe, proved erratic
and susceptible to malfunctioning. The
only available vibraphone amplification
system at the time, the Oliver pickup sys-
tem, wasn’t any more reliable. Further-
more, microphones in the late ’70s proved
inadequate to amplify the whole range of
a mallet instrument. At the time, no one
was mass-producing a successful voltage-
controlled analog or digital synthesizer
that could be played like a mallet instru-
ment. Thus, Mario’s interest in designing
a better electronic mallet instrument was
born.

Although his career path has led him to
become president of Alternate Mode,
Mario’s early musical experiences had
little to do with electronics. While Mario
attended high school in the Bronx, there
were no DJs, so live bands were in de-
mand. As soon as DeCiutiis got his
driver’s license in 1963, he was busy play-
ing club dates as a drummer. By the time
he graduated from high school, music had
consumed him, and he realized he had to
pursue it as a career.

Mario started to study orchestral per-
cussion in college but soon realized that
orchestral playing was not for him. In-
stead, Mario fell in love with the vibes af-
ter studying with Dave Friedman in 1974.
By the late 1970s, Mario was busy play-
ing vibes in funk bands, with the unfortu-
nate side effect of tearing his fingers
apart in the process.

DEVELOPMENT OF THE KAT
In the early 1980s DeCiutiis read in

Modern Drummer about Bill Katoski, an
engineer in Massachusetts who was mak-
ing a mallet synthesizer. While DeCiutiis
was studying electronic music and

musique concrète at Queens College, he
worked with Katoski to develop the
malletKAT. Essentially, Mario would
come up with ideas for the instrument,
and Bill would make them into a reality.
Mario attributes his knowledge of elec-
tronics to working with Katoski: “When
you spend as many hours as I did with an
engineer, you start to think like one.”

That malletKAT was developed in
1986. While the instrument looks
virtually the same now as then, the
malletKAT’s software and features have
kept improving over time. Mario de-
scribes this philosophy as a “war on obso-
lescence.” In other words, while many
electronic instruments quickly become ob-
solete due to improvements in design af-
ter a couple of years, a 20-year old
malletKAT can still be used today. Mario
feels fortunate because three engineers
who left KAT in 1996 have continued to
moonlight with Alternate Mode to help
develop software. At PASIC 2005, Alter-
nate Mode presented its 20th anniversary
6.0 software chip for the malletKAT,
which can emulate features such as a ma-
rimba dead stroke.

Synthesizers such as the malletKAT
have had limited commercial application
until fairly recently. Early synths by com-
panies such as Akai, Kurzweil, E-MU,
and Ensoniq were restricted in the num-
ber of sampled sounds they could produce
because of their limited RAM storage. In
the early days, synths such as the
Yamaha DX-7 could not emulate mallet
instruments very well. The malletKAT
did not start to appear on Broadway until
the late 1980s after Kurzweil had devel-
oped a sound card that finally produced
quality mallet instrument sounds.

One of the current trends for electronic
music is the use of the computer as a
sampler. With the amount of memory
available in modern systems, it is now
possible to emulate an acoustic instru-
ment to a much higher degree of precision
than possible 20 years ago. However, the
goal of electronic music is not just acous-
tic emulation. “If you want an authentic

vibraphone sound,” Mario says, “you can
always just play a real set of vibes.”

Instead, the evolution of electronic mu-
sic is most interesting to Mario because of
the new tools and wider palette of per-
sonal expression it allows the user. Mario
much prefers playing flute and guitar
sounds on the KAT than mallet instru-
ment sounds. He finds the challenge of
controlling timbres that are completely
unlike conventional percussion instru-
ments especially rewarding.

Many musicians who use electronic
percussion in their performances also use
loops to accompany themselves, and
malletKAT now offers ways to control
loops and sounds while playing live. You
can also control a video synthesizer such
as ArChaos while playing malletKAT live.
So, it’s possible to give a complete solo
multimedia presentation using only the
malletKAT as a controller.

WHO USES KAT?
DeCiutiis says that despite of the

unique expressive elements of the
malletKAT, most users today own a KAT
instrument for convenience. Mario breaks
his clientele down into two groups: profes-
sionals who have to travel a lot with their

Mario DeCiutiis
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instruments, and students who want a
mallet instrument they can fit in their
dorm rooms.

Among professionals, Dave Samuels of-
ten travels with a malletKAT because it’s
much easier to take along on plane trips.
Roy Ayers, the jazz/funk vibraphonist/
singer popular in the 1960s and 1970s,
doesn’t play vibes anymore; instead he
now only uses the malletKAT. For Broad-
way tours, it’s more economical to bring
along a malletKAT than rent instruments
wherever the tour goes. Other traveling
groups incorporate it into their acoustic
setup too; the Boston Pops has used a
malletKAT to emulate steel pans and
even double a high trumpet part while on
tour. The Pops also will use a malletKAT
in place of a marimba because of space re-
strictions.

MalletKAT is used in the recording stu-
dio as well. Most recording studios today
are MIDI-audio hybrids. With MIDI in-
struments such as the malletKAT, engi-
neers and producers find it easier to
correct and manipulate MIDI data than
the sound files of acoustic instruments.

Also, there are many more home record-
ing studios today than there were 20
years ago, and MIDI instruments are
easier to mix than acoustic instruments
and require no microphones or isolation
booths.

MalletKATs have appeared in schools
because students can practice them in a
small space. However, according to Mario,
“most colleges haven’t even scratched the
surface of what they can do” with elec-
tronic percussion. Colleges and students
often get KATs for cost reasons, not sound
possibilities. Some exceptions include
Norman Weinberg’s electronic percussion
ensemble CrossTalk at the University of
Arizona, and Steve Wilkes’ Contemporary
Electronic Percussion class at Berklee.
Mario longs for the day when he can show
the instrument to schools as something
that can be used expressively.

Mario is always “patiently waiting for
someone to blow me away” and use KAT
instruments to their full capability. He
cites Ed Uribe’s KAT performances, and
Jeff Quay’s use of it with dance compa-
nies as particularly inspiring.

INTEGRATING A PERFORMANCE CAREER
WITH A BUSINESS CAREER

In 1979, a contractor for Radio City
Music Hall happened to see a jazz band
that Mario was playing in and decided to
hire him, the guitarist, and bassist on the
spot. Twenty-seven years later, Mario still
serves as Principal Percussionist for Ra-
dio City Music Hall.

How does he combine a performing ca-
reer with a business career? “It’s a killer,”
Mario quickly replies. However, he makes
it work for himself by only selling directly
to customers, ensuring Alternate Mode
remains a small company. Consequently,
he has more time to practice and perform.
He arranges his schedule so that he prac-
tices in the morning and comes to the of-
fice at noon. His schedule is also flexible
enough so that he can leave the company
in Chicopee, Massachusetts for New York
City when a Radio City show begins. Also,
Mario has delegated responsibility so that
he now is only in charge of testing instru-
ments before they are shipped, and mak-
ing demo videos of the malletKAT (which
he also views as a great creative outlet).
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Despite the difficulty of living in both
the business and performing world, Mario
says continuing in the manufacturing
trade gives him the economic freedom to
pick only the gigs he really wants to play.
As a result, he can concentrate his efforts
on working on the malletKAT and per-
forming with the Radio City Music Hall
Orchestra.

ELECTRONIC PERCUSSION AS AN ART
FORM

Mario acknowledges that “it’s perfectly
reasonable that acoustic musicians are
going to be prejudiced against a guy hit-
ting a bunch of rubber pads, especially
when most marimba sounds on synthesiz-
ers are cheesy.” He feels that most musi-
cians do not realize the full capabilities of
electronic instruments, and, therefore,
electronic percussion is still looked down
upon by many in the larger percussion
community. “But, over the past 20 years,
more and more Broadway shows, record-
ing sessions, tour groups, and universities
keep recognizing the malletKAT as an in-
strument in its own right,” he says. For
Mario, this is validation of his vision—
and suggests even greater days lie ahead.

“If you spend enough time with an in-
strument it becomes a part of you,” Mario
says. After 20 years, the malletKAT is
now his main instrument because it offers
nuances and expression not otherwise
available. He continues to believe he is
“one of the luckiest guys in the world. I
can dream up new features for my instru-
ment, and I can have people make them
happen. That’s really a wonderful place to
be.”

Brian McNulty is a graduate of The Ohio
State University, where he received an
MM in percussion performance and stud-
ied with Susan Powell and Joseph
Krygier. While at OSU, he received a Uni-
versity Fellowship, served as a Graduate
Teaching Associate in Percussion, and
performed as a soloist with the OSU Per-
cussion Ensemble. He earned under-
graduate degrees in percussion and math
from Penn State, where he studied with
Dan Armstrong and Giff Howarth. Now
based in Northeastern Pennsylvania,
Brian freelances and substitute teaches
in the East Stroudsburg Area School Dis-
trict.                   PN
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Lower back pain is one of the leading
injuries suffered by the percussion-
ist/drummer. It is one of our most

debilitating injuries. Think about it,
what positions take pressure off of the
lower back? Those of you who have had
severe lower back pain know that the an-
swer is NONE.

Furthermore, the back is involved in
almost all movements we make. The
spine is the anchor for the arms and legs
to attach to. Therefore, when you move
the appendages, you are using the back,
and you cannot use one area of the back
without using the entire thing. So, when
the back is injured, it presents a real cri-
sis for the player.

This five-part series of articles is writ-
ten for both the injured and those seek-
ing to prevent injury. It will address
injuries to the lower back that are most
common to the player in order of sever-
ity—least severe being the first. We will
discuss what the injury is, how it occurs,
how to prevent it, and how to take care of
it.

The articles will be in this order:
1. Muscle Spasms in the Lower Back;
2. Sprain/Strain of the Lower Back; 3.
Disc Degeneration/Herniation in the
Lower Back; 4. Types of Arthritis in the
Lower Back; 5.Rehabilitating and
Strengthening the Lower Back.

Most people just see back pain as back
pain. However, many very different
things afflict the back in various ways.
You say, “So what, pain is pain.” Not so;
each injury has different characteristics,
and most importantly, different levels of
handicap and chances of recovery. The in-
juries you see listed above are very dif-
ferent indeed, and knowing what you
have when you are in pain can make all
of the difference when dealing with it.

Each injury has various movements
that are painful and damaging, and other
movements that you can do without pain
or without making the injury worse.
Wouldn’t it be important to know that
the pain you just suffered from lifting a

Lower Back Pain
Part 1: Muscle Spasms in the Lower Back

BY DR. DARIN “DUTCH” WORKMAN

drum will not be made worse by playing
the gig? What if you could somehow tell
that by going ahead and playing, you
may end up in surgery? Knowledge is a
powerful thing; the information that fol-
lows will help you gain some very impor-
tant knowledge that could save your
career someday.

PART 1: MUSCLE SPASMS IN THE LOWER
BACK

The first type of injury we will discuss
is muscle spasms of the lower back. This
injury is usually caused during playing
by doing too much too soon and/or too of-
ten. Overuse or improper use of the lower
back might include a large increase in
marching, poor shoes, improper walking
form and/or inefficient bass drum tech-
nique.

If you have this injury, it will usually
come on over a period of days or weeks
(possibly months), getting worse and
worse until you cannot work around it or
ignore it anymore. Many times, by the
time you get to the point where you de-
cide to do something about it, you are un-
able to move the lower back at all.

The typical things you will feel are:
Knife-like pain and/or grabbing in the
lower back muscles that gets worse when
walking up stairs or hills. The lower back
area is very tender to the touch if the in-
jury is severe. However, it will show no
bruise or increased temperature in the
area.

Muscles are usually the first soft tis-
sue to be injured, because they provide
the force that moves the body. When the
muscle works, it uses up energy. When
too much energy is depleted, the muscle
becomes fatigued. You know you have fa-
tigued an area when it shakes as you try
to hold it still. It will also become weaker
and less coordinated.

A muscle’s usual response to fatigue
(overuse) or injury is to tighten up and go
into spasm (constant contraction of the fi-
bers). It does this to reduce movement of
the area in order to protect it from fur-

ther damage, acting like a splint. This
process actually protects you from you.

However, this “splint” effect causes
pressure around the blood vessels, which
reduces the flow of nutrition to the in-
jured area. Since blood is necessary to re-
vitalize the muscle, the healing process is
slowed from the reduced circulation.

Blood brings nutrients that are used to
strengthen the area. Obviously, what you
take into your body is very important in
this reconstruction process. Take in the
good things and refrain from the bad.

If something in the body doesn’t move,
the body figures it is not supposed to, and
develops fibrous tissue to solidify the
area. In muscles, the fibrous tissue forms
between the muscle fibers, preventing
them from operating. So, as soon as pos-
sible, the injured site must begin move-
ment. First, the goal is to reach normal
range of motion, and then begin adding
resistance and playing longer until the
area reaches its normal strength and en-
durance.

If an injury heals without proper reha-
bilitation, the injury will continue to
cause problems. In order to heal a
chronic muscle spasm properly, the fi-
brous tissues (adhesions) need to be bro-
ken in order to once again allow proper
movement of the muscle. This is usually
a painful process to varying degrees, but
it must be done for full healing. A certi-
fied massage therapist, chiropractor, or
trainer with experience working with
musicians or athletes should do it.

For immediate (but not long-lasting)
relief, rest and apply ice to the area of
pain, and resist movements that hurt the
area. Aspirin or other over-the-counter
pain relievers have been shown to help
decrease the pain. Massage of the tight
areas and trigger points will reduce the
pain and spasm. So we are next going to
discuss how to do a basic massage to a
typical muscle spasm.

BASIC MASSAGE
NOTE: This section is designed to
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teach the reader how to do a BASIC
massage. It in no way gives one enough
information to have the skills or knowl-
edge of a professional. It gives beginner
information that will enable one to do
useful soft tissue work in a relatively
safe way. Massage and soft tissue work
is best done by an experienced profes-
sional—certified massage therapist
(CMT), physical therapist (PT), or doctor
of chiropractic (DC)—with soft tissue
work experience.

The benefits to the body of a good
massage are not well-known to the gen-
eral public. Likewise, the ability to give
an effective soft tissue massage is highly
underestimated. Massage is an art form
requiring talent and practice, not to
mention a good knowledge of the
anatomy beneath the skin. It is impor-
tant to know where the muscles are and
the direction their fibers go. In addition,
knowing the muscles that perform vari-
ous functions that are hurting allows
one to more effectively relieve that pain.

Massage is a very simple thing to
physically do, but difficult to be effective
at. It involves all of the senses; in par-
ticular, being able to feel what is under
the skin is of great importance. The
subtle changes that happen during the
massage indicate what should be done
next. They also show where and how
hard to push. Only through focus and
constant practice can one become a great
masseuse.

Important: If the area to be massaged
has been injured, consult your physician
before working on it.

Begin by finding the area of pain.
Lightly rub the areas around it to feel all
of the spots that might be involved. Once
you have found them, begin doing a gen-
eral massage of the area by rubbing
lengthwise along the muscle fibers,
starting at one end of the muscle and
slowly moving to the other end (one inch
per second, moving toward the heart in
most cases) with moderate pressure. It is
best to use some kind of lotion in order
to guide along the skin smoothly to “iron
out” the muscle fibers.

The longer a trigger point or spasm
has been there, the more difficult it is to
remove. Static pressure on a specific
knot is one way of singling out the prob-
lem area and focusing on its removal.
Once it is gone, you can do general mas-
sage to relax the entire muscle.

While working the muscle, try to de-

termine if the knots and sore spots
smooth out. If they do, continue massag-
ing along the muscle fibers, starting at
the left side, and moving to the right ap-
proximately one-half inch after each
stroke. Once you have moved to the right
edge of the muscle, go back to the left
side and start again doing the same
thing; repeat this three to five times.

Each time you make a sweep over the
muscle, the pain should decrease slightly,
and the bumps should smooth out and
flatten.

If the bumps are too hard, and refuse
to give way after doing this each day for
two to three days, you can use a more ag-
gressive technique that specifically works
on the trigger points and spasms. Here’s

Faculty*: Aubrey Adams, Timothy K. Adams,
F. Anthony Ames, Attacca Percussion Group,
Fred Begun, Christopher Deviney, Peter Erskine, Steve Fidyk, Neil Grover,
Rebecca Kite, John Tafoya, Talujon Percussion Quartet, Tom Teasley,
Robert Van Sice, She-e Wu, and Greg Zuber.

*Faculty subject to change

John Tafoya, Director of Percussion Studies
John Kilkenny, Workshop Coordinator

This intensive 7-day workshop is offered to talented percussion students ages 15-20 (as of July
23, 2006). Master classes, clinics, and performances will be presented by internationally renowned
performers. Sessions will include: audition techniques (for college and professional auditions),
chamber music, sight reading, orchestral timpani and percussion, marimba, drum set, accessories,
world percussion, career development, and much more! Students will also perform in the UM
Summer Percussion Ensemble; presenting a “grand finale” concert at the state-of-the-art Clarice
Smith Performing Arts Center.  Scholarships and on-campus housing available.

More information and application materials can be found at:

http://www.music.umd.edu/Faculty/tafoya/summer
Email: umsummerperc@aol.com             Enrollment is limited.       Apply today!

Summer Percussion Workshop
July 23–29, 2006

UNIVERSITY OF MARYLAND

University of Maryland School of Music
2110 Clarice Smith Performing Arts Center
College Park, MD  20742
301-405-5517

“The guest artists were phenomenal and genuinely
wanted to share their knowledge with us.”

“This was the best workshop I have ever attended.
I learned so much from the faculty and I look

forward to returning next summer!”

—2005 Workshop Participants

For larger muscle areas such as the legs and back use the palms and outer
edge of the hands (left). For smaller areas, it is convenient to use the
thumbs to massage the muscles (right). It is important to move along the
skin slowly and smoothly (using lotion helps), ironing out the painful
bumps of muscle spasm.
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how it works: Massage along the muscle
area as above, and if you hit a trigger
point, immediate pain will cause the pa-
tient to jump. The trigger point will be
round and about the size of a marble
(they are various sizes). Spasms are very
different. They usually feel like a rope or
cable within the muscle, going with the
fibers. It is usually not painful unless you
apply hard pressure to it.

If it is a spasm, single it out, and work
on it as above, going along the fiber from
bottom to top and left to right. However,
you will need to apply more pressure
than usual on this area in order to get it
to “release” or relax.

While you are doing this, the hands
will probably slide off of the spasm, usu-

Low back pain is commonly caused
by pockets of lactic acid (called
trigger points) within the muscle
(“X” in the illustration). They
are tender when pressed on,
and often send pain sensation
to other “referred” areas
(shaded by directional lines).

ally causing pain. It is important that
you stay on top of it as you move along
the fibers. I call this “surfing out the
spasm.” Repeat the left-to-right process
three to five times; it should begin releas-
ing within three to five treatments if you
are doing it each day. As it releases, you
will feel less pain during the massage,
and the spasm will slowly melt, becoming
softer each time. If you are really paying
attention to your body, you will probably
notice more strength, coordination, and
endurance in that muscle.

Stubborn trigger points respond well to
static (non-moving) pressure. This tech-
nique requires more training to be really
effective, so it may take a while for you to
become good at it. Find the trigger point,

and place both thumbs on top of it.
Slowly increase pressure on the area, be-
ing careful not to roll off. It will usually
be painful, but the pain should only
reach a level that the patient can tolerate
without fighting back (tightening up).
They should be able to allow the muscle
to relax during this process, or it will not
be as effective. If they are tightening up,
you will need to reduce pressure to the
trigger point until the muscle stops fight-
ing back.

Hold the pressure on the trigger point
for 20–30 seconds. During this time, it
will usually deflate, and at the same time
the pain will fade. The key to this tech-
nique is being able to put the right
amount of pressure on the trigger point.
Too much, and it will just fight you back
to protect itself. Too little, and it will just
laugh at you without releasing. As it
starts to deflate, you can increase the
pressure slightly to accelerate the pro-
cess.

This can be repeated two to three
times if needed, but if it is not respond-
ing, you will need to do general massage
as described above for a day or two, and
then try it again. If you cannot get it to
release, or the soreness doesn’t go away
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after a day or two, see your chiropractor
or massage therapist.

Remember: Muscle spasms and trigger
points appear because you are doing
something that irritates the body—some-
thing it wasn’t designed to do, or wasn’t
ready to do as much of. Unless you
change the thing you are doing to cause
the problem, it will constantly return,
and you will be chasing muscle spasms
and trigger points the rest of your life.
Fix the problem, and remove the spasms
and trigger points. If they return, call a
doctor who works with musicians, and
have the problem corrected properly.

CONSIDER THESE THINGS
Is the problem coming from poor tech-

nique? Some of the smallest things you
do during playing can cause tightness in
the muscles to build up over months or
years, then in a seemingly short period of
time, the symptoms can begin to occur.
Here are some of the things you may
want to look into to prevent the tightness
in the muscles.

Change your seat height (usually the
drummer is sitting too high, causing the
legs to constantly hold the weight of the
body).

Shoes can have a profound effect on
the body, especially the lower back. Keep
in mind that the body should have a solid
foundation for the feet to stand on. Shoes
sit between a poor standing surface and
your feet. They can be a constant support
and comfortable surface when the ground
is not so.

Some sitting positions are better than
others. Your body will tell you through
pain and discomfort the bad sitting posi-
tions. If you are constantly shifting posi-
tions while sitting, something is wrong.
Sit on a chair or throne that is at ap-
proximately knee height, with hips and
knees at approximately 90 degrees and
feet flat on the floor. The upper body
should be balanced on the pelvis with the
back straight. Sitting with the body lean-
ing front, back, or to either side only
causes the body to work more to support
itself. It is important to choose sitting po-
sitions that decrease stress to the body.

 Take time out to rest after playing
each session. The best rule is to play for
45 minutes and rest (in a different posi-
tion) for about 15 minutes. For best re-
sults, take a walk, or lie on your back
with your knees bent and rest. Along
those lines, make rest part of your rou-

tine. It sounds odd, but if you want to
have a stronger back, give it plenty of
rest time. It is important to pick one day
a week and don’t play; let the body reju-
venate.

Keep in mind that water plays an im-
portant role in the muscles’ ability to
function. Remember to drink plenty of
water each day (about 64 ounces).

Proper lifting techniques also help pre-
vent this injury by reducing the forces
that resist the muscle movement. I have
created a list that I call “The Nevers.” It
gives things to do, and things to avoid in
order to reduce the pressure put on the
lower back.

KEY POINTS:

1. Move in long, smooth strokes, very slowly, keeping the hands on the body.
2. Find the trigger points and spasms and work them out.
3. Try to feel what the body is doing and respond to it.
4. Find out what is causing the tightness and change it.

THE “NEVERS”
1. NEVER bend forward at the waist to

pick up an object. Instead, spread your
feet to about shoulders’ width, place one
foot in front of the other, and bend at the
knees and lower yourself to the object
while keeping your back straight (see
photo 1).

2. NEVER carry an object with your
arms extended. Carry objects as close to
your body as possible. We all have a cen-
ter-of-gravity area, which is just below
our navel. Carrying items in this area
usually puts the least amount of stress
on the spine (see photo 2).

3. NEVER twist your trunk to reach
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for, move, or pick up an object. Bring the
object into your center of gravity, turn
with your feet, and keep your trunk
straight. This may seem a bit “robotic,”
but your spine was not built to twist or
tilt while holding or lifting heavy objects.

PREVENTION
As percussionists, we are responsible

for a lot of heavy equipment. If an instru-
ment appears too heavy, or a task seems
too difficult, get some help. I always carry
a piano mover to place my equipment on.
(You can get one at the local hardware
store; they are inexpensive.)

When moving equipment on wheels, it
is easier and safer for the spine to push

than pull. Push with your legs and not
with your back. Even if you’re running
late for a gig, don’t hurry while hauling
equipment. Take your time, using correct
body mechanics. It is better to be a bit
late to a gig than to suffer a debilitating
back injury and not be able to work at
all.

When practicing or playing, change

body positions often. Our bodies were not
meant to stay in one position for hours on
end. If learning a new piece at the ma-
rimba, or doing anything that requires
you to remain in one position, remember
your back and take a break. Try squat-
ting once or twice to flex your spine, or
extend your back if you were bent over.
Walk around to get the blood flowing.

A leading cause of back injury is poor
flexibility. A tight, stiff body is more
prone to injury because the required nu-
trients are not getting to the spine. More
movement equals more blood flow, and
more blood flow means more nutrients
reach the spine. A stiff body also works
much harder and cannot adequately
recover from injury. Especially bad for
the spine are tight hip and hamstring
muscles. It is good practice to gently
stretch these muscles every day. (More
will be discussed concerning the proper
ways to operate the lower back in the last
article of this series, which deals with re-
habilitation and prevention of lower back
pain.)

Mild massage to the sore muscles
should be followed by gentle stretching.
Stretching and exercise is an important
part of both prevention and rehabilita-
tion of the painful lower back. We will go
in depth on these in the last article of
this series.

This particular lower back injury
should improve fairly quickly. This prob-
lem should never become big, because it
is easy to treat and heals well. However,

 EXTRAORDINARY PERCUSSION LITERATURE
FOR THE 21ST CENTURY
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if left alone, it can become chronic (re-
quiring extensive treatment) and possi-
bly lead to more serious injuries. This
injury will affect your playing by causing
a decrease in your endurance, coordina-
tion, and power.

IN A NUTSHELL
You Will Feel: Knife-like pain and/or

grabbing in the lower back muscles.
Worse when walking up stairs or hills.
Very tender to the touch if severe. No
bruise or increased temperature.

Name of Injury: Muscle Spasms
(Lower Back)

Description: Muscle overuse causes
muscle depletion, constant contraction,
and cramps.

Cause: Doing too much too soon, and/
or too often. Overuse or improper use of
the lower back.

Treatment: Immediate relief: Rest, ice
to the area of pain, and resist movements
that hurt the area. Aspirin or other over-
the-counter pain relievers can help de-
crease the pain. Massage to the tight
areas and trigger points will reduce the
pain and spasm.

PREVENTION
Technique: Change your seat height,

shoes, or sitting positions to decrease
stress to the body. Drink plenty of water
to flush out the muscles. Take time out to
rest each session, and pick one day a
week and don’t play; let the body rejuve-
nate. Proper lifting techniques also help
prevent this injury.

Stretches: Some mild massage to the
sore muscles followed by gentle stretch-
ing. Allow pain to be your guide. Change
positions when you begin feeling tight.

Exercises: Repeat the exercises that
caused the pain, but at a lower intensity
for shorter periods of time (about half as
long). Gradually increase the time and
intensity over a period of weeks, stopping
when the pain begins. In this way you
will strengthen the injured muscles and
prevent repeated injury in the future.

If No Relief: If no improvement
within one to two weeks, consult your
doctor.

Prognosis: This problem should never
become big, because it is easy to treat
and heals well. However, if left alone, it
can become chronic (requiring extensive
treatment) and possibly lead to more se-

rious injuries. This injury will decrease
your endurance, coordination, and power.

Other Possibilities: Contusion or
bruise (usually caused by a direct hit to
the painful area and accompanied by a
red or purple mark on the skin).

Parts of this article are exerpts of Dr.
Darin Workman’s soon-to-be-published
book on injuries to the drummer/percus-
sionist (available through Taylor and
Francis), and are used by permission.

Darin “Dutch” Workman is a doctor of chi-
ropractic practicing in Kingwood (Hous-
ton), Texas. He works with performing
and sports related injuries. He has also
received his Bachelor of Human Biology
degree and is a Certified Chiropractic
Sports Practitioner. He has authored nu-
merous injury and prevention articles
and is releasing a book on prevention and

treatment of drumming injuries. Work-
man is the chair of the PAS Health and
Wellness committee, and is a member of
the Performing Arts Medical Association
(PAMA). As a drummer/percussionist of
over 30 years, he continues to be active
in performing and teaching. He can be
reached by e-mail at
docworkman@juno.com.     PN
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F or 30 years, PAS has featured
some of the finest percussion en-
sembles in the world at each Per-

cussive Arts Society International Con-
vention. PASIC audiences have been
treated to performances by ensembles at
every level, from elementary ensembles
such as The Louisville Leopard Percus-
sionists and the Elmira Elementary Per-
cussion Ensemble to professional
ensembles such as Nexus, the Percussion
Group Cincinnati, and Kroumata. In
addition to the more “traditional” percus-
sion ensembles, there have been perfor-
mances by steel drum groups, African
ensembles, marimba ensembles (and or-
chestras), gamelan ensembles, electronic
percussion ensembles, and ensembles
that defy categorization.

Over the years, PASIC audiences have
enjoyed performances of works by a wide
variety of notable composers including
John Cage, Eric Ewazen, David
Gillingham, Lynn Glassock, Lou
Harrison, Raymond Helble, Michael
Hennagin, David Hollinden, Karl Husa,
David Maslanka, Ney Rosauro, Christo-
pher Rouse, Karl Stockhausen, Toru
Takemitsu, and Edgard Varese, to name a
few. Ensembles from over 25 states and
more than a dozen foreign countries have
performed in almost 400 concerts over
the past 30 years!1

These performances, which have been
an element of every PASIC since 1976,
are significant on many levels. For regu-
lar PASIC attendees, they provide the op-
portunity to observe the evolution of the
percussion ensemble in yearly snapshots,
providing insight into the past, present,
and future of the percussion ensemble.
The showcase concerts promote perfor-
mance excellence through the PAS Inter-
national Percussion Ensemble
Competition process, provide a great per-
forming experience for student perform-
ers, create an exciting concert experience
for audience members, and are a positive
force in the creation of new literature.
The terrace concerts present additional
performance opportunities for ensembles

PASIC Percussion Ensembles:
A Historical Overview

BY SCOTT CAMERON

and are a great “added-value” component
for those attending the convention.

IN THE BEGINNING
In December 1971, the percussion en-

semble was less than 50 years old, the
first established collegiate ensemble pro-
gram was barely 20 years old, Nexus was
a brand-new percussion ensemble,2 and
the Percussive Arts Society, entering its
second decade, held the first of two na-
tional “PAS Days of Percussion.” The
event was hosted by the Illinois state
chapter and featured several college en-
sembles.3

Two new percussion ensemble pieces
were premiered at this first national PAS
event. First was “Song of Hugh Glass,” by
Arthur Lauer, premiered by the American
Conservatory Percussion Ensemble
(James Dutton, director), and the second
was Michael Udow’s “African Welcome
Piece,” which was performed by the Uni-
versity of Illinois Percussion Ensemble,
under the direction of Thomas Siwe.4

Although I found no record of premiere
performances at the second annual PAS
Day of Percussion in 1972, the event is
notable for the first high school percus-
sion ensemble appearance at a PAS-spon-
sored convention, the Maine West High
School Percussion Ensemble (Jake Jerger,
director), and the performance by a “new”
professional percussion ensemble, the
Blackearth Percussion Group (with mem-
bers Richard Kvistad, Allen Otte, Chris-
topher Braun, and Garry Kvistad). 5

When the PAS Day of Percussion
evolved into the two-day Percussive Arts
Society National Conference (PASNC) in
March 1974, attendees were treated to
performances by the Harry Partch En-
semble and William Kraft and the Los
Angeles Percussion Ensemble.6 The 1975
PASNC, held at Roosevelt University in
Chicago, was hosted by Thomas Siwe.
Only one ensemble, the York Township
High School Percussion Ensemble, per-
formed at this event.7

Three percussion ensembles were on
the program at the first PASIC in 1976:
the Jan Williams/Donald Knaack Con-
temporary Percussion Program, the
Eastman Percussion Ensemble, and the
Eastman Marimba Band. The 1977 con-
vention, held in Knoxville, Tennessee
(Michael Combs, host), is notable for be-
ing the location of the first PASIC perfor-
mance by Nexus. In addition, the
University of Tennessee Percussion En-
semble presented “Three Mayan Temples”
by Allen Johnson, marking the first of
many percussion ensemble premieres to
be presented at PAS international con-
ventions.

Throughout the history of PASIC, the
society has stimulated the evolution of
the percussion ensemble by a variety of
means. On several occasions, PAS has of-
fered events that have allowed composers
to talk about their approach to writing for
percussion. For example, during the 1978
convention, composers William Kraft,
Ronald Lo Presti, and Armand Russell

Nexus performing at PASIC 1977.
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were paired with Karen Ervin, the Ari-
zona State University Percussion En-
semble, and the Boise State University
Percussion Ensemble, respectively, in a
series of concerts and open rehearsals
that featured each composer’s work and
discussions on composing for percussion.
The Arizona State University Percussion
Ensemble performed Lo Presti’s “Dances
for Percussion” and the Boise State Uni-
versity Percussion Ensemble premiered
Russell’s “Tetra.”

The concept of allowing composers to
talk about their approaches to writing for
percussion was continued at PASIC ’79
with a series of “Composers Write for Per-
cussion” presentations. Another unique
feature of the 1979 convention was the
performance of the PAS International
Percussion Ensemble, an ensemble of col-
lege/university students chosen by taped
audition. Conductors for this Saturday
concert were Andrew Cirelle and Paul
Price.8

In the past few years, PAS has offered
additional opportunities for composers to
talk about their percussion writing. A
fairly recent example of this is the New
Music/Research Day at PASIC ’98, at
which the theme was “Percussionist as
Composer” and included the United
States premiere of Marta Ptaszynska’s
“Linear Construction in Space,” a percus-
sion trio by Nebojsa Zivkovic, and works
by composer/percussionists Michael
Bump, Christopher Deane, Bruce
Hamilton, and others.

THE PERCUSSION ENSEMBLE CONTEST
One of the most significant changes at

PASIC was the development of the per-
cussion ensemble contest in the 1980s.
This addition to the convention was the
result of several years of discussion and
planning. During the PASNC and early
PASIC years, it was the responsibility of
the convention host to select ensembles
for the convention. In some instances, the
host might recommend an ensemble
based on word of mouth and reputation;
in other instances, ensemble directors
would send a proposal to the host or one
of the PAS Officers.9 The host would
make the final decisions, with assistance
from the immediate past-president and fi-
nal approval by the PAS Executive Com-
mittee.10 For logistical and financial
reasons, first preference was given to in-
state ensembles, but ensembles from out-
side the state were also chosen, and care

was taken to select a wide variety of en-
sembles so that as many student per-
formers as possible would have the
opportunity to perform at a national con-
vention.11

PASIC Hosts, along with their many
other responsibilities, were challenged to
accommodate several ensembles within a
narrow time frame and limited facilities.
Events were programmed at the same
time, and occasionally open areas such as
hallways and atriums became perfor-
mance spaces when space was not avail-
able in a performance hall.12

Selecting in-state ensembles worked
during the early years of the convention
because as long as PAS chose a large
number of convention sites, students
from many geographical areas would get
the opportunity to perform. With PASIC
sites now reduced to a handful of cities,
such a plan would naturally favor en-
sembles in those limited geographical re-
gions.

PAS Second Vice-President John Beck
first proposed a percussion ensemble con-
test in 1983. According to Doug Wolf, the
first Chair of the PAS Percussion En-
semble Contest Committee, a spirited dis-
cussion concerning guidelines and
procedures began at this time and contin-
ued for several years.13 Slowly, a plan be-
gan to emerge, and in the July 1985 issue
of Percussive Notes, Mr. Beck (by then
PAS First Vice-President) announced that
interested PAS chapters would hold re-
gional contests at their Days of Percus-
sion and send the winning ensemble on to
be judged by a national panel of judges,
with the final winners performing at
PASIC. The initial selection process was
modeled after the procedures used at the
Midwest Clinic and other national
events.14

The motivation for having a national
percussion ensemble contest, according to
Beck, was “to promote good quality per-
cussion ensemble performance and com-
positions while helping to promote
increased membership in the Percussive
Arts Society.”15 Two ensembles, one high
school and one college, were to be selected
by judges Marta Ptaszynska, Harold
Farberman, and William Kraft.16 For
PASIC ’86, the winners of the PAS Per-
cussion Ensemble Contest were Oberlin
College and the Tulsa Union High School
Percussion Ensemble from Tulsa, Okla-
homa.

Since the first ensemble contest, the
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judging procedure has become more
formalized. Today, the PAS Percussion
Ensemble Committee selects ten adjudi-
cators (five each for the high school and
college ensembles) with diverse back-
grounds (a variety of geographical areas
and school sizes, plus a mixture of educa-
tors, professional percussionists, en-
semble directors, composers, etc.) who
remain anonymous until after the results
are announced.17

The formats for the contest and the
concerts have also evolved over the years.
In 1987 the program length was limited
to 25 minutes, but was changed to 50
minutes in 1988, and in 1989 was
changed again to 45 minutes for college
ensembles and 30 minutes for high school
ensembles. The standard became 45 min-
utes for all ensembles by the early 1990s
and today is set at 50 minutes.

PAS has also experimented with the
performance schedule of the contest win-
ners. At PASIC ’89 in Nashville, the win-
ning high school ensemble performed a
concert on Thursday afternoon, and the
winning college ensembles performed at
a single “gala winners’ concert” (which
also included performances by the win-
ners of the individuals contest) on Friday
morning.18 In 1991, the Society an-
nounced a “PAS Call for Tapes” (now
called the “PAS International Percussion
Ensemble Competition”) in which three
high school or college winners were fea-
tured in a showcase concert on separate
days of the convention.

For a number of years, three en-
sembles were selected for each PASIC,
but recently the number has increased,
with six ensembles appearing at PASIC
2004 and five at PASIC 2005. One of the
beneficial results of this increased num-
ber of winning ensembles is that it cre-
ates more opportunities for student
performers to participate in a prestigious
national convention. According to PAS
Percussion Ensemble Committee Chair
Dan Moore, “We believe that [a] student’s
performing at PASIC is a valuable part of
the total PAS experience and … we are
always trying to find ways to get more
students involved with PAS19  (see Table
1).

PREMIERES
Both professional and student en-

sembles often use PASIC performances
as opportunities to perform new works
for percussion ensemble; some are world

Table 1: High School and College Percussion Ensembles Featured at PASICS

Year High School College

1986 Union (Tulsa, OK) Oberlin College

1987 Richardson (TX) University of Utah

1988 Westfield (Houston, TX) Louisiana State Univ.

1989 McAllen (TX) Shepherd School of Music

1990 (none) James Madison Univ.
University of Oklahoma

1991 Bingham (South Jordan, Utah) University of Utah
Kent State Univ.

1992 Spring (Houston, TX) Shepherd School of Music
Central Michigan Univ.
East Carolina Univ.

1993 North Farmington Rhythmaxis (Eastman School of Music)
(Farmington Hills, MI)

1994 Westfield (Houston, TX) University of Oklahoma
U of North Carolina-Greensboro (UNCG)

1995 Union (Tulsa, OK) Lawrence Conservatory
Central Washington Univ.

1996 Plymouth-Canton Education Park Oklahoma State Univ.
Northwestern Univ.

1997 Percussion One (Houston, TX) University of Southern California (USC)
Southern Methodist Univ.

1998 Tomball (Tomball, TX) East Carolina Univ.
Western Michigan Univ.
Kroustikon (Turku Conservatory)

1999 Marcus High School Central Michigan Univ.
(Flower Mound, TX)
Pope High School (Marietta, GA)

2000 Mott Middle College Texas A&M Univ.-Commerce
USC

2001 Westfield (Houston, TX) University of Oklahoma
University of Kentucky

2002 Strike (East Kentwood and Arizona State Univ.
Caledonia, MI) Northwestern Univ.
Franklin Central (Franklin, IN)
Colleyville-Heritage (Colleyville, TX)

2003 Lewisville (Lewisville, TX) Millikin Univ.
Brazoswood (Clute, TX) University of Houston
Marcus (Flower Mound, TX) Base4 Percussion Quartet

(Northern Illinois Univ.)

2004 Haltom (Haltom, TX) University of Kentucky
Cypress Falls (Houston, TX)

2005 Timber Creek (Orlando, FL) The Ohio State Univ.
Birdville (Dallas, TX) Texas Christian Univ.

Malmoe Academy of Music (Sweden)

premieres and others have been pre-
miered just prior to the convention.20 In
fact, only a handful of PASICs have not
included at least one percussion en-

semble premiere.21 Over the 30 years of
PASICs, the significance of these perfor-
mance opportunities as generators of
new percussion ensemble literature is
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substantial. Some years produce a nota-
bly higher number of premieres than
others. For example, PASIC ’80 in San
Jose, California featured a concert of
world premieres, in which four brand
new works for percussion ensemble were
performed. More recently, programs pre-
sented by Millikin University (2003),
University of Houston (2003) and Uni-
versity of Kentucky (2004) percussion
ensembles have included the premieres
of several pieces along with pieces that
had been premiered just prior to the con-
vention (see Table 2).

Some of the pieces premiered at
PASICs have become popular with en-
semble directors and have been per-
formed numerous times following the
initial performance.22 Although the list-
ings of programs on the PAS Website can

only provide information on perfor-
mances that are reported by ensemble
directors, it gives a general idea of the
popularity of a piece. According to the
guide, the PASIC premieres performed
the most include “Past Midnight” by
Thomas Gauger and “Stained Glass” by
David Gillingham (both premiered by
the University of Utah Percussion En-
semble in 1991); “Diabolic Variations” by
Raymond Helble and “Duo Chopinesque”
by Michael Hennagin (both premiered by
the University of Oklahoma Percussion
Ensemble in 1985); and “The Phantom
Dances” by Michael Hennagin (pre-
miered by the University of Oklahoma
Percussion Ensemble in 1990).

FAVORITES
Although the available repertoire for

percussion ensembles has grown dra-
matically over the past few decades, it is
not surprising to find that with 30 years
of percussion ensemble convention per-
formances, a number of pieces have been
performed more than once. Several en-
semble pieces have been performed four
or more times. Pieces performed four
times include Varese’s “Ionisation,”
Musser’s arrangement of Rosales’
“Bolero,” Gauger’s “Portico,” Kraft’s “Mo-
mentum,” and Cage’s “Second Construc-
tion.” Those performed five times include
Helble’s “Diabolic Variations,” Gauger’s
“Gainsborough,” Rouse’s “Ogoun
Badagris,” and Westlake’s “Omphalo
Centric Lecture.” Rag tunes have also
been popular through the years, and the
most frequently performed are George
Hamilton Green’s “Log Cabin Blues” and
“Triplets” and Harry Breuer’s “Back
Talk.” But the most frequently per-
formed piece over the 30-year history of
the PASIC by far is Cage’s “Third Con-
struction,” with ten PASIC perfor-
mances.

When looking at the long list of com-
posers whose works have been performed
at PASIC over the years, it is not sur-
prising to find that certain names appear
with greater frequency than others. In
some cases, one or two pieces by a par-
ticular composer have been performed
repeatedly, while in other instances, the
composer has been represented by three
or more of his or her compositions.
Works by John Bergamo, Harry Breuer,
Ronald Lo Presti, Ney Rosauro, and
Nigel Westlake have been performed five
times at a PASIC. Michael Udow and
Raymond Helble have been represented
six times. Compositions by Bob Becker,
Steve Reich, and William Kraft have ap-
peared on PASIC programs eight times,
Thomas Gauger’s pieces have been per-
formed nine times, and Christopher
Rouse weighs in with 11 performances.
The top three composers, in terms of the
total number of performances are Lou
Harrison (17), John Cage (37), and
George Hamilton Green (51).

CONCLUSION
For 30 years, PASIC audiences have

been treated to an amazing variety of en-
semble performances. By presenting per-
formance opportunities for students at all
levels, encouraging excellence through
the ensemble selection process, and pro-
moting the creation of new works
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University of Kentucky’s PASIC 2004 per formance.

Millikin University’s PASIC 2003 performance.
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Table 2: Selected Percussion Ensemble Music Premiered at PASICs
Title Composer Ensemble Year
Three Mayan Temples Johnson University of Tennessee 1977
The Bells of Poe Kessner Tintinnabulum Quartet 1978
Tetra Russell Boise State Univ. 1978
Equali VI Kessner Marimba Ensemble Concert 1978
Double Fanfare Harrison, Cirone San Jose State Univ. 1980
Pythagoras and the Four Hammers Thomas San Francisco State Univ. 1980
Shradhanj Ali Bergamo John Bergamo, et al. 1980
like wind on the buffalo grass Bartholomeu University of Oregon 1980
   (in memoriam Crazy Horse)
Cairo Suite Cirone San Jose State Univ. 1980
Ever the Contrary Lennon New York Quintet 1983
Quintessentials Bazelon New York Quintet 1983
Dances for Five Thomas New York Quintet 1983
Concertante Dana Webster Groves High School 1984
Orpheus Hunt Webster Groves High School 1984
Legend of the Sleeping Bear Dunes Alfieri Interlochen Arts Academy 1984
Duo Chopinesque Hennagin University of Oklahoma 1985
Diabolic Variations Helble University of Oklahoma 1985
Imaginary Dance Wood University of New Mexico 1985
Concerto for Marimba and Percussion Ensemble Helble North Texas State Univ. 1985
Marimba! Chambers Mass Marimba Ensemble 1986
Mark V Marimba Toccata Watts University of Utah 1987
LEX Daugherty Oberlin Percussion Group 1989
Phantom Dances Hennagin University of Oklahoma 1990
Earth Dances Wiley Kent State Univ. 1991
Lullaby Barratta Kent State Univ. 1991
Past Midnight Gauger University of Utah 1991
Stained Glass Gillingham University of Utah 1991
Consortium Glassock UNCG 1994
Compendium Wilkins University of Oklahoma 1994
The Furious Angels Peyton Central Washington Univ. 1995
Release Hollinden Central Washington Univ. 1995
Odyssey Kennedy University of Kentucky 1996
Amorcage Budon/arr. Forrester USC 1997
Ritual Yermish USC 1997
Linear Construction in Space Ptaszynska Ptaszynska and U of Akron 1998
Islands off Silence Wyre Wyre and The Evergreen Club 1998
Evocation-gentle rain falling . . . Duggan The Evergreen Club 1998
Ibu Trish Harrison The Evergreen Club 1998
For There and Then Parsons The Evergreen Club 1998
Numerolalia Haaheim CrossTalk (University of Arizona) 1999
Journey Into The Night Bikales CrossTalk (University of Arizona) 1999
Fiestas Louchouarn Thornton (USC) 2000
Desert Express Kaiser Texas A&M Univ.-Commerce 2000
Traditions- Part One/The WINNING Hollo and Vaczi Amadinda Perc. Group 2000
    NUMBER-beFORe JOHN7
Feast or Famine Etezady Amadinda Perc. Group 2000
Beach Music Frank Coastal Carolina Univ. 2001
Marimba Quartet Burritt Northwestern Univ. 2003
Evolution Brunk Millikin Univ. 2003
Vortices for Drum Set and Percussion Sex(y)tet Riley Millikin Univ. 2003
Mixtures #2 Long Millikin Univ. 2003
Surge Smith Moores School (University of Houston) 2003
Melos Wilkins Moores School (University of Houston) 2003
Houston Strokes Grantham Moores School (University of Houston) 2003
Belly Tones Barber SO Percussion Group w/Thomas Burritt 2003
Exit Wounds Dietz University of Kentucky 2004
Identity Crisis Aukofer University of Kentucky 2004
Orisha Offering Robinson University of Kentucky 2004
Kvart I Fyra Astrand University of Kentucky 2004
Sonhando em Salvador Hill University of Kentucky 2004
Uneven Surfaces Dietz Victoria Memorial High School 2004
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through a variety of means, the Percus-
sive Arts Society is a positive force in the
continuing development of the percussion
ensemble.

ENDNOTES
1. This includes all PASIC performances; not

all are full concert performances.
2. Rick Mattingly, “Nexus,” Percussive Notes

34, no. 4: 7.
3. Gary Olmstead, “The First PASIC,” Percus-

sive Notes 30, no. 3: 15.
4. Tom Siwe, “PAS 30th Anniversary, A Per-

sonal Reprise,” Percussive Notes 30, no. 3:
18.

5.  Percussive Notes 11, no. 2: 9.
6.  Olmstead, 15.
7.  Olmstead, 16.
8.  Percussive Notes 17, no. 2: 11.
9.  John Beck, personal communication, Au-

gust 1, 2005.
10. Siwe, personal communication, August 5,

2005.
11. Siwe.
12. Siwe, personal communication, August 8,

2005.

13. Douglas J. Wolf, “ Positive Benefits of the
Percussion Ensemble Contest,” Percussive
Notes 27, no. 5: 40.

14. Wolf, personal communication, April 28,
2005.

15. Beck, “First Vice-President’s Report,” Per-
cussive Notes 23, no. 5: 3.

16. Beck, “First Vice-President’s Report,” Per-
cussive Notes 24 no. 4: 3.

17. Dan Moore, personal communication, Au-
gust 3, 2005.

18. Randy Eyles, “Message from PAS Secre-
tary Randy Eyles,” Percussive Notes 27, no.
1: 39.

19. Moore.
20. Some PASIC performances of new works

may not technically be world premieres be-
cause they were first performed on campus
in the weeks immediately preceding PASIC.
However, the PASIC performance opportu-
nity would be an obvious incentive to select
those pieces.

21. Scott Cameron, “Trends and Develop-
ments in Percussion Ensemble Literature,
1976–1992: An Examination of Selected
Works Premiered at the Percussive Arts So-

ciety International Conventions,” Diss.
Univ. of Oklahoma, 1996: 278.

22. Based on a survey of concert programs
submitted to PAS.

Scott Cameron is Associate Professor of
Percussion Studies at Missouri State
University, a position he has held since
1985. He completed his Doctor of Musical
Arts degree at the University of Okla-
homa, where he was a student of Richard
C. Gipson. At Missouri State, he teaches
applied percussion lessons, percussion
methods, percussion pedagogy, and di-
rects the percussion ensemble and steel
drum band. He is Principal Percussionist
with the Springfield Symphony and Prin-
cipal Timpanist with the Springfield Re-
gional Opera.     PN



PERCUSSIVE NOTES 65 APRIL 2006



PERCUSSIVE NOTES 66 APRIL 2006

Publishers and composers are
invited to submit materials to
Percussive Notes to be considered
for review. Selection of reviewers is
the sole responsibility of the Review
Editor of Percussive Notes.
Comments about the works do not
necessarily reflect the opinions of
the Percussive Arts Society. Send
two copies of each submission to:
James Lambert
Percussive Arts Society
701 NW Ferris Avenue
Lawton OK 73507-5442 USA.
Note: Please provide current ad-
dress or e-mail, contact information
and price with each item to be re-
viewed. Whenever possible,
please include a performance or
rehearsal tape of ensemble mu-
sic. Also, if possible, include a
translation if text and CD liner
notes are not in English.

New Percussion Literature and Recordings

Difficulty Rating Scale
I–II Elementary

III–IV Intermediate

V–VI Advanced

VI+ Difficult

SELECTED
REVIEWS

SYMPHONIC COLLECTIONS

Der Rosenkavalier
Richard Strauss
Ed. Theresa Dimond
$75.00
Touchdown Productions
Touchdown Productions’ performing
editions of standard opera reper-
toire have become familiar to or-
chestral percussionists and
timpanists at the collegiate and
professional levels. Percussionists
who must determine when and
where to play while juggling sepa-
rate parts that have entrances scat-
tered throughout the entire opera,
with no help other than a vocal cue
and a few words of foreign text are
the major beneficiaries of these edi-
tions.

To ensure that the percussionists
and timpanist have access to accu-
rate parts, each Touchdown Produc-

tions publication provides three spi-
ral-bound volumes that include a
full score of all percussion parts
and timpani, another volume dedi-
cated to timpani, and a third pre-
senting all the percussion parts in
score format. This edition of Der
Rosenkavalier also fills in the long
tacets, replaces or augments vocal
cues with instrumental cues, and
provides practical performance-
related information, such as a list
of required instruments for this op-
era and a suggested division of
parts. Practical notes concerning
the performance of cymbals, snare
drums, and the “servant’s bell” are
also included.

The edition was “tested” by
members of the Los Angeles Opera
percussion section and has, no
doubt, benefited from their input.
Dimond deserves a special “curtain
call” for managing a project that
makes such a valuable contribution
to the orchestral percussionist and
timpanist.

—John R. Raush

Symphonic Repertoire Guide for
Timpani and Percussion

Raynor Carroll
$54.95
Batterie Music/Carl Fischer
This book contains 482 pages of
valuable information. Raynor
Carroll has done the job for every
principal percussionist in the world
by organizing the timpani and per-
cussion requirements for over 3,000
works for the symphonic litera-
ture—a task he started in 1983
when he joined the Los Angeles
Philharmonic.

Highlights of the book include
composer’s dates, date and duration
of each composition, number of tim-
panists, number of percussionists,
instruments required, when instru-
ments can be shared, translations
for names of unusual instruments,
and much more. There is also a
glossary of percussion instruments
and an informative Introduction
that explains how to use the book.
This is a “must have” book for the
symphonic percussionist.

—John H. Beck

KEYBOARD PERCUSSION
SOLOS

Araignée Sur Toile I
Richard Muller
$10.02
Editions François Dhalmann
Written for solo vibraphone with pi-
ano accompaniment, this work is
appropriate for an elementary-level
student looking for a very easy ac-
companied vibraphone solo. Only
one pair of mallets is required, as
the vibraphone part consists of a
single melody in 4/4 time at a quar-
ter note = 100 bpm. Throughout the
39 measures of this piece, circles
and dots below the vibraphone
notes suggest pedaling, but there
are no phrase markings and the dy-
namic level is mf throughout.

The tonal center is primarily
E minor, but there is a lot of chro-
maticism and harmonic variety in
the accompaniment. Rhythmic fig-
ures in the solo part are limited to
patterns using half, quarter and
eighth notes, with one double whole
note at the end.

The piece has some creative pos-
sibilities. Adding dynamic shaping
to the lines as well as some rubato
could bring the piece more into the
II+ level and make it more enjoy-
able for the performer and audi-
ence. The work comes with a score
and a separate vibraphone part.

—F. Michael Combs

Petit Robot Valse II
Richard Muller
$10.02
Editions François Dhalmann
Lasting just over one minute, this
vibraphone and piano duet allows
younger players to explore the jazz
waltz style. However, the unique,
atonal melody and lack of dynamic
markings will provide a challenge
to younger, less-experienced play-
ers. The vibraphone part can be
played with two mallets and has all
stickings clearly marked. The piano
part is fairly simple and can be
played by a novice performer.

—Brian Zator

Finlandia III
Jean Sibelius
Arr. James L. Moore
$3.00
Per-Mus Publications
This unaccompanied marimba solo
is an excellent selection for stu-
dents learning to manipulate four
mallets in the performance of rolled
four-note chords. Moore’s arrange-
ment uses chords in close position
that keep mallets moving as effi-
ciently as possible. In most of the
chord progressions, a common tone
is shared, and movement between
voices of adjacent chords is typi-
cally stepwise or by small intervals,
requiring only minor adjustments
to grip and the spread between
mallets.

Progressions that reduce lateral
mallet movements to a minimum
are also important in view of the
legato rolls students are directed to
use, which require uninterrupted
stroke action even as mallets
change position on the keyboard—
an action exacerbated by large dis-
tances between chords. The
arrangement also incorporates dy-
namic variety (from piano to forte),
encouraging development of the
ability to play forte rolls when roll-
ing from one chord to another.

—John R. Raush

Lullaby for Marimba III
Kevin Man
$29.95
Rhythmscape Publishing
This five-minute work for marimba
could be performed as either a duet
(using a 5-octave instrument for op-
tional notes) or solo (using a low-A
instrument). Principally using rolls,
the piece has a sustained, organ-
like quality that is best described
by its indicated tempo, tranquillo
expressivo. It begins slowly, then
builds in speed slightly before a
peaceful coda. Its contemplative
mood, which exploits the rich so-
norities of the marimba, contrasts
nicely with other marimba reper-
toire that often accentuates the per-
cussive qualities of the instrument.

—Terry O’Mahoney
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Marimba Technique
Through Music III–V

Mark Ford
$24.00
Innovative Percussion
Each of the 16 etudes in this superb
collection is composed to assist the
intermediate four-mallet marimbist
in learning a specific pedagogical
technique. The 16 marimba solos
are varied in their musical style,
and each focuses on a specific tech-
nique. After an introduction to this
64-page loose-bound collection, gen-
eral comments by Mark Ford re-
garding stroke concepts, getting
started, and chordal applications
precede six sections that are named
“Single Independent Strokes,”
“Single Alternating Strokes,”
Double Lateral Strokes,” “Double
Vertical Strokes,” “Chorales” and
“Combined Strokes.”

The first two sections each have
two etudes, while the remaining
four sections have three etudes
each. Of particular interest is
Ford’s concluding sections on “Cho-
rales” and “Combined Strokes.”
Both contain more difficult
etudes—any one or a combination
of which might be appropriate for
the younger college-age recital (e.g.
junior recital) or as potential con-
test/festival selections for interme-
diate to advanced high school
marimbists.

The titles of the tonal chorales
are “Wellington,” “Azalea” and
“Coventry,” and their tonalities are
D-major, F-major and B-major, re-
spectively. In the introductory re-
marks to “Chorales,” Ford suggests
several outside listening examples
for the student to reference regard-
ing appropriate chorale style con-
siderations. The concluding
section’s titles are “Birchbrook,”
“West Oak” and “Stoneman.” These
solos present multi-metered, con-
temporary-style compositional tech-
niques.

The final composition in this col-
lection, “Stoneman,” is dedicated to
Ford’s uncle, Bill McClintock, who
lived next door to Ford when he
was growing up. The sensitive
“dolce” marking for this 3/4, B-flat
major etude provides a gentle
musical tribute to an individual
who obviously impacted Ford’s life
significantly. “Stoneman” would be
appropriate for an undergraduate
college percussion recital. Although
this composition requires a five-
octave marimba, the remaining so-

los in this collection can be per-
formed on a low-A marimba. Con-
gratulations to Mark Ford for
providing 16 etudes that will per-
meate the teaching and perfor-
mance pedagogy of marimba
students for years to come.

—Jim Lambert

Arabesque Kinderaugen IV
Matthias Schmitt
Arr. Peter Sadlo
$14.50
Norsk Musikforlag

Much of this solo for unaccompa-
nied vibraphone is written in a
manner familiar to pianists, assign-
ing the melody to the right hand
and the accompaniment to the left.
The piece exploits a conservative
melodic profile (the initial melodic
material basically outlines a de-
scending C-major scale, slightly em-
bellished), appealing harmonies,
and repetitive accompaniments in
which the right hand can assist the
left when given an opportunity. (In
one passage in the accompaniment,
two notes are written that extend
below the range of standard vibe
keyboards that have F below
middle C as their lowest note.)

Sixteenth-note patterns found in
the introduction and later in transi-
tional material beg the use of all
four mallets in a 1-3-2-4 sequence,
especially when tempo is increased
in a stringendo passage. The long,
sustained notes in the melody and
repeated patterns in the accompa-
niment, when enhanced by the sen-
sible use of the pedal (no pedaling
suggestions are provided), capital-
ize on the lyrical potential of the in-
strument. This solo derives
maximum musical results with a
minimum of technical difficulties,
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making it ideal literature for inter-
mediate mallet students.

—John R Raush

Forgotten Days of Fall IV
Daniel Cathey
$10.00
C. Alan Publications
This four-minute marimba solo re-
quires a low-E marimba, but it
could be played on a low-A instru-
ment except for four notes, includ-
ing the final chord. Overall, this
piece is fast, energetic, and light-
hearted. After an opening chorale
labeled “In Despair,” fast triplets
cascading up and down the key-
board take over and lead into the
main theme, marked “Dreamy,
Rubato.” This main theme incorpo-
rates an arpeggiated line, which is
then varied for the next section,
marked “Delicately.” The piece
briefly recalls the opening chorale
and ends with a quick forte state-
ment. Although technically chal-
lenging, due mainly to the fast
tempos, this piece incorporates
pleasing melodies with delightful
accompaniments.

—Brian Zator

Once Upon a Time IV
Matthias Schmitt
$15.00
Norsk Musikforlag
This marimba solo for a five-octave
instrument requires four-mallet
technique, and a one-handed roll is
also necessary for a successful per-
formance. A quasi-jazz rhythm pre-
vails for most of the beginning, and
the general feeling of the work is
dance-like until the middle section,
which is slow and rubato. Indepen-
dent mallet playing is necessary
here while the beginning and end-
ing are block chord style.

This 6:52 solo would be excellent
for a college jury or percussion re-
cital. It is not difficult but would be
enjoyable to perform. The jazz-like
rhythm and melodic content would
be a crowd pleaser.

—John H. Beck

Night Songs IV
Gene Fambrough
$12.00
Innovative Percussion
“Night Songs” is a two-movement,
unaccompanied, four-mallet ma-
rimba solo that lasts approximately
seven minutes. The first movement,
“…until we meet again,” is a cho-
rale that uses unique, yet appealing

progressions that move between the
minor and major modes. The open-
ing monophonic line is used in sev-
eral instances to create different
textures and unity within this
movement.

The second movement, “The in-
ward eye,” is based off of one six-
teenth-note sticking pattern, 4312
3421. This sticking is used through-
out the piece and helps spell out the
chord progressions and melody line
in mallet number 4. Syncopations,
double stops in the right hand, and
a brief chordal interlude help break
the monotony of the permutations.
The performer is required to play
this sticking pattern using many
different intervals. The piece comes
to a calm ending using material
from the first movement.

—Brian Zator

Three Short Stories IV
Jeff Calissi
$16.00
C. Alan Publications
“Three Short Stories,” consisting of
three programmatic movements,
lasts approximately nine minutes
and requires a five-octave marimba.
The first movement, “Inner Pro-
gram,” uses technically-driven
ostinato patterns throughout. A
variation of the sea chantey “Fair
Spanish Ladies” comes through the
texture by way of accents in the
right hand.

The second movement, “Con-
tinuum,” alternates a rolled presen-
tation of the melody and a technical
ostinato pattern to outline the con-
trary motion of the melodic lines.
The third movement, “Counter-
part,” alternates between a slow,
expressive melody and a more
rhythmic statement. This move-
ment progresses with the two melo-
dies presented in several
variations.

A majority of the technical as-
pects of this work include double
laterals, triple laterals and single
alternating strokes at small and
wide intervals.

—Brian Zator

Arche V
Bruno Giner
$8.84
Editions Francois Dhalmann
This non-metered solo for vibra-
phone (sans motor) explores con-
trasts in tone colors via the use of
four medium mallets plus the use of
a cello or bass bow. The solo is not

long and is presented on just two
pages; however, there are several
challenges, especially with the
rapid changes between mallets and
the bow. Even though there is an
absence of a meter signature, the
composer suggests a tempo of quar-
ter note = 50 bpm.

 The solo is not in a standard
musical structure, but instead is a
tour through various tone colors
(ABCD). The solo opens with sus-
tained bowed notes in one hand, al-
ternated with double-stops of major
7ths with the other. This moves to
some four-note chords played with
two mallets in each hand. The C
section is a long phrase consisting
of single sixteenth-note patterns
that start at the top of the instru-
ment and move to the bottom. The
solo closes with sustained rolls in
the right hand, with low bowed
notes in the left. The changes of
mallets and bows, plus sudden dy-
namic changes create some inter-
esting opportunities for musical
expression and creativity.

—George Frock

Medal of Honor V
Gene Fambrough
$12.00
Innovative Percussion
Gene Fambrough dedicates this
piece to all war veterans and found
his inspiration for “Medal of Honor”
from monuments in the Washington
D.C. area. This solo requires a five-
octave marimba and lasts approxi-
mately 13 minutes.

According to Fambrough’s pro-
gram notes: “The ‘Prelude’ presents
a haunting, ominous mood through
the use of non-traditional harmonic
motion and open fifth structures.
‘Remembrance’ presents the key of
B-flat minor, developed throughout
the remainder of the work and ex-
plored more traditionally within
‘…of the Unknown.’ Although still
in minor tonality, ‘Celebration’ cre-
ates a joyous interpretation of the
previous themes and a brief varia-
tion in major, concluding with a
short ‘Postlude.’ The five sections
are played without pause.”

This piece lays well on the ma-
rimba and should be very pleasing
to performers and audiences. The
contrast of the open fifths in the
opening and tighter intervals in
“Remembrance” help lead the piece
into “…of the Unknown.” This sec-
tion reaffirms the primary melody
stated over a slow quarter-note

ostinato. This ostinato is continued
with a sextuplet variation overlay
and the melody singing through the
texture. As the intensity increases,
the intervals get larger and reach a
peak at the “Celebration” with the
use of octaves in both hands, a syn-
copated melody in the right hand,
and permutations in the left. The
piece dies away with flourishing
sixteenth notes up and down the
keyboard that outline the previous
harmonic motion. The ending comes
to a gentle close using material of
“Remembrance.”

This piece would be well worth
the effort for junior, senior or
graduate recitals. Difficulties in-
clude the length, high demand of
octave intervals, one-handed rolls
in both hands, and overall depth of
musical maturity needed to express
the desired emotions.

—Brian Zator

Modus Operandi V
Jeff Calissi
$12.00
C. Alan Publications
This 114-measure, unaccompanied
four-mallet marimba solo opens
with a 24-measure introduction at a
pensively slow 60 bpm before
transitioning suddenly to a 124-
bpm rhythmic section, which con-
tinues without interruption until a
brief reference to the opening intro-
duction. The final codetta (17 mea-
sures) continues in the 124-bpm
tempo, with a concluding tonal ca-
dence on C major.

This solo requires a five-octave
marimba. Although the composition
cadences in C major, the slow open-
ing and the more rhythmic section
that follow are freely composed in
tonalities that are modally-related
to C major (i.e., C Mixolydian, c mi-
nor) or they are quartal/quintal-
tonal relationships to C (i.e.,
stacked perfect-fourths or fifths).
Composer Calissi also presents sev-
eral multiple-metered sections (e.g.,
4/4 to 11/16 to 2/4) that will chal-
lenge the advanced marimba per-
former. This four- to five-minute
solo is appropriate for a senior or
graduate solo percussion recital.

—Jim Lambert

Octave Etude V
Lorraine Goodrich Irvin
$4.00
Per-Mus Publications
“Octave Etude” for unaccompanied
solo marimba fulfils the expecta-
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< WWW.NEYROSAURO.COM >

INTRODUCING THE
NEW WEBSITE

NEY ROSAURO
FROM PERCUSSIONIST, COMPOSER AND EDUCATOR

WWW.NEYROSAURO.COM includes all personal information and a comprehensive
“Catalog by Title” with all Rosauro’s Compositions and Products.

Under the title of each composition or product you will find a description of the piece, program
notes, PDF and MP3 sample files, as well as other details about the work.

Now you can also purchase online all Ney Rosauro compositions and products.

Visit the website and check out Ney Rosauro’s exciting new CD and pieces.

CD: CONCERTI FOR SOLO PERCUSSION AND PERCUSSION ENSEMBLE
With The University of Miami Percussion Ensemble and
guests Shannon Wood and Arthur Lipner. Tracks include:
Concerto No. 2 for Marimba, Concerto for Timpani,
Concerto for Vibraphone and Valencia.

BRAZILIAN FANTASY (Bach in Brazil) for 2 marimbas
This beautiful fantasy depicts the happy
and creative atmosphere of Brazilian music.

TWO REFLECTIONS FOR SOLO VIBRAPHONE
Excellent concert pieces for low-C
vibraphone (or standard 3 oct. instr.)
I) BRAZILIAN LANDSCAPE
II) REFLECTIONS ON THE NEW WORLD,
with themes from Dvorak’s New World
Symphony.
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tions of an etude as a composition
dedicated to improving an
instrumentalist’s technique by fo-
cusing on a specific technical prob-
lem. In this case, the challenge is to
play octaves at a rapid tempo in the
context of two-mallet performance.
Originally copyrighted in 1976 (and
recorded by Vida Chenoweth), this
piece has been re-issued by Per-
Mus, making it available to the
present generation of student
marimbists.

Scored throughout in octaves set
in eighth-note triplets at a brisk al-
legro (quarter = 144), this 45-mea-
sure, D-minor etude with a
chromatically embellished melody
challenges endurance as well as ac-
curacy. Every student mallet player
can benefit from this etude. It can
also be useful as performance rep-
ertoire, offering a unique opportu-
nity to display a marimbist’s
technical prowess.

—John R. Raush

Star-Stepping V
Murray Houllif
$12.00
C. Alan Publications
“Star-Stepping” is a ride through a
universe of tonalities, dissonance
and resolution. Murray Houllif has
written a challenging work based
on whole-tone scales, minor-second
motions and lively syncopations. As
the title implies, the form moves
quickly from one idea to the next.
The opening phrases incorporate
many dynamic swells and constant
motion while traveling the entire
range of the keyboard. After a
short, dissonant-filled chorale, the
piece utters a softer, more subdued
variation of the opening. This leads
into a groove-oriented build to the
conclusion.

The work is approximately five-
and-a-half minutes long and uses a
five-octave marimba (although a
low-A instrument can be substi-
tuted). This piece would provide a
challenging addition to senior,
graduate or professional recitals.

—Brian Zator

Concerto No. 1 in D Minor for
Marimba and Orchestra VI

Noah D. Taylor
$40.00
C. Alan Publications
“Concerto No. 1 in D Minor for Ma-
rimba and Orchestra” is published
in two spiral-bound volumes, one
for the solo marimba part and the

other a score containing the solo
with piano accompaniment (orches-
tra parts available on a rental ba-
sis). The concerto represents a
genre that extends back to the
Creston “Concertino” and early
concerti such as those written by
Basta, Milhaud and Kurka.

The Kurka was written in a con-
temporary idiom that included jazz
influences and presented signifi-
cant technical challenges including
large leaps over the keyboard,
rapid shifts of position from highest
to lowest registers, and rolled
chords with extremely large inter-
vals between chord tones.

By contrast, Taylor’s score,
which he explains draws upon the
“Romanticism of the past,” features
the harmonic idiom of the late 19th
century. It is set in traditional
three-movement form (fast, slow,
very fast), with a long first move-
ment solo cadenza that provides
numerous opportunities to exhibit
technical prowess and musician-
ship. It is a lengthy piece (slightly
in excess of 30 minutes) and has
the popular appeal of a good film
score, with the musical gestures
one associates with music for the
theater, such as fanfare figures wo-
ven into the first movement that
suggest bravado, drama and adven-
ture; the poignant melody used in
the second movement, which is, in
the composer’s own words, “a tale
of love and passion”; and the re-
lentless, driving eighth-note
rhythms in the third movement
that exploit three-against-two
cross-rhythms, resulting from pit-
ting triplet eighths in 12/8 against
quarter notes, contributing to a fi-
nale described by the composer as
“a hero’s tale of battle, danger, love,
and triumph.” It is a finale that
should bring many audiences to
their feet.

Taylor exploits the entire range
of a five-octave keyboard, and
writes scale patterns and arpeg-
giated chords that will be familiar
modes of performance to the con-
temporary marimbist, such as
harp-like broken chords in the sec-
ond movement, used to accompany
a right-hand melody. Although the
large leaps and rapid shifts of reg-
ister encountered in the Kurka are
not a problem in Taylor’s score,
Taylor has a penchant for doubling
the melody in octaves, which re-
quires the right hand to execute
rapidly moving, one-handed oc-

taves. In addition, although he
writes rolled four-note chords that
fall quite comfortably on the key-
board, the use of three mallets in
each hand to play rolled six-note
chords in the second movement
presents another challenge, but
makes possible an effective chorale-
like passage that leads to a spine-
tingling, climactic, fff six-note
chord.

 Unlike the piano accompani-
ments for the Creston or the
Kurka, which are major challenges
for pianists, Taylor’s orchestral re-
duction in the form of a piano ac-
companiment is quite manageable
by a competent pianist, making an
accompanied performance of his
concerto attainable without an or-
chestra. However, whether played
with orchestra or piano, this con-
certo should see a steady growth in
popularity and a continuous in-
crease in appearances on college re-
cital programs and orchestra
concerts.

—John R. Raush

Marimba Fantasy VI
Scott Blasco
$10.00
HoneyRock
This difficult and rewarding unac-
companied solo for five-octave ma-
rimba is written in a contemporary
atonal or neo-tonal style with much
rhythmic variation and complexity.
The opening section (in 11/16) be-
gins in octaves but is soon off in a
playful romp that covers the entire
range of the instrument. The tex-
ture is often one or two voices,
punctuated by four-note chords. In-
terspersed are counter melodies
and passages in contrary motion,
with shifting rhythmic patterns
and changing meters.

The piece eventually settles into
a dance-like mood shifting between
5/8, 6/8 and 4/8, but this is short-
lived. A monophonic, more free and
legato section follows that soon re-
turns to material similar to the
opening. The most difficult part of
the piece is probably the slower sec-
tion, which requires the player to
use a “mandolin roll” with the left
hand, performing a rolled glissando
while the right hand plays a choral
as a one-handed roll on top. This
moves to a more traditional rolled
choral marked “majestic and
broad.”

The solo concludes with another
fast sixteenth-note passage, climax-

ing with angular melodic patterns
and a crescendo to fff. This is a
monumental work requiring much
musical and technical skill. It is
destined to become a standard in
the solo marimba literature.

—Tom Morgan

Musical Moment No. 5 Romance VI
Pius Cheung
$15.00
Connecticut Hill Music Publishing
This lush five-octave marimba solo
is written in D-flat major and is in
12/8 meter. Of particular interest is
the structure of the solo, which fea-
tures a melody that is binary in
rhythmic feel but is built over an
accompanying bass line that is a
12/8 ternary foundation. The
melody is first presented as single
notes, but through much of the solo
it is presented in right-hand oc-
taves. There are no rolls until the
final six measures, but a soloist will
probably want to employ one-hand
rolls to observe the longer note val-
ues.

This is a wonderfully-scored un-
accompanied marimba solo that
Nancy Zeltsman describes as
“Rachmaninoff meets Montovani.”

—George Frock

KEYBOARD PERCUSSION
ENSEMBLES

Hungarian Dance No. 5 III
Johannes Brahms
Arr. James L. Moore
$6.00
Per-Mus Publications
This transcription of Brahms’
“Hungarian Dance No. 5” is scored
for two unspecified mallet instru-
ments. The work fits easily within
the range of two low-A marimbas,
but could also be played on a com-
bination of xylophone, marimba
and/or vibes. Moore has included
alternate notes to accommodate
these combinations.

Player one has the melodic ma-
terial throughout the piece, while
Player two is given the accompani-
ment role. While the melodic lines
can be played with two mallets,
Player two will likely need to use
three or four mallets for a success-
ful performance, although only
moderate technical ability is re-
quired.

This transcription would be a
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nice choice for high school solo and
ensemble competitions, or reading
material for early college students.

—Scott Herring

Marimba III
A. Lara
Arr. James L. Moore
$6.00
Per-Mus Publications
This two-minute marimba duet pro-
vides a good outlet for beginning
three- and four-mallet students.
Using only four 16-bar phrases
with a full repeat, the amount of
music to learn is well within the
reach of students just learning four-
mallet technique. Set in a bright
waltz tempo, player one handles
the melody while player two takes a
purely accompaniment role. There
are no difficult or advanced tech-
niques involved and both players
stay within comfortable intervals
for both hands. Player one uses
three mallets and combines tradi-
tional rolls with block chords to
outline the melody. Player two per-
forms a typical waltz pattern with
the bass and chord outlines.

—Brian Zator

The Earle of Oxford’s Marche IV
William Byrd
Arr. Steven Mathiesen
$10.00
Per-Mus Publications
Adapted for marimba quartet, this
new arrangement from the
Fitzwilliam Virginal Book (better
known as William Byrd Suite ar-
ranged for band by Gordon Jacob)
can be performed on as few as two
marimbas but one must have a low
F below the bass staff and the other
a low A below the bass staff. It is
possible to make minor adjust-
ments so that a four-octave ma-
rimba could be substituted for the
low-A marimba.

Only two-mallet technique is
needed for each of the four players,
although some double-stop tech-
nique is used. With the exception of
a ritard at the end, the work is in a
steady 2/2 time with the half note
marked at 72 bpm. There are some
dynamic contrasts—just enough to
add musical interest to the arrange-
ment but stay in the style of the
period. Several sixteenth-note pas-
sages add some technical challenge
but, overall, the work would be in-
termediate level.

 A primary aspect would be the
musical concerns of a work written

in England in the late 1500s—dur-
ing the Elizabethan age. Using ma-
rimbas to properly reflect the style
of that period, or even considering
adding some contemporary nu-
ances, would give the players a mu-
sical challenge beyond just playing
the correct notes.

The work comes with a score and
separate parts for each of the four
players.

—F. Michael Combs

The Last Spring, Op. 34 IV
Edvard Grieg
Arr. Steven Mathiesen
$10.00
Per-Mus Publications
This adaptation of “The Last
Spring, Op. 34” for marimba quar-
tet is based on a string orchestra
version of the piece Grieg originally
wrote for solo voice and piano. This
lyrical work will be familiar to
many. It is harmonically captivat-
ing and requires all players to use
legato, rolled articulations through-
out (including the performance of
double stops in all four parts)
within a wide dynamic range, and
provides numerous opportunities
for expressive performance includ-
ing the use of tempo rubato. A two-
mallet technique can be used for all
parts.

 It is possible to perform
Mathiesen’s arrangement on only
two marimbas (low-F and low-A),
with players one and three sharing
one marimba and players two and
four the other. It would be difficult
to find better literature to feature
the legato characteristics of the ma-
rimba and develop the roll skills of
high school and college players nec-
essary to perform in the context of
a precise, well-balanced ensemble.

—John R. Raush

2 – Gather V
Matthias Schmitt
$15.00
Norsk Musikforlag
In “2 – Gather” for marimba duo,
Matthias Schmitt manipulates
some key ingredients to create an
exiting work that maintains a per-
petual rhythmic momentum with
an undercurrent of eighths moving
at a rapid tempo. Rhythmic interest
and excitement is elevated by pit-
ting one marimbist, playing 12/8
organized into triplet groups,
against the other playing measures
of 12/8 organized into quarter
notes, thus setting up a three-

against-two or six-against-four
cross-rhythm.

In addition, Schmitt pleases the
listener’s ears with exotic sounds
resulting from the harmonic
scheme, as well as a passage featur-
ing an improvisation on a Lydian
scale by the first marimbist, and
the sonority provided by six-,
seven-, and eight-note chords, often
reaching down into the resonant
bass register of the five-octave ma-
rimba. This duet is sure to make an
impression by virtue of its sound
musical attributes.

—John R. Raush

Fantasy On Yankee Doodle for
Marimba Trio V

Henri Vieuxtemps/Clair Omar
Musser
Adapted by Richard K. LeVan
$20.00
HoneyRock

 “Fantasy on Yankee Doodle for Ma-
rimba Trio” has an interesting his-
tory, reflecting the contributions of
several noted musicians. It is an
adaptation by Richard LeVan for
marimba trio of Clair Omar
Musser’s “Fantasy on Yankee
Doodle” for marimba and piano,
which in turn is based on 19th cen-
tury violin virtuoso Henri
Vieuxtemps’ Souvenir d’Amerique,
Opus 17, a set of variations on
“Yankee Doodle” for violin and pi-
ano.

Following an introduction cast
as a somewhat melodramatic
recitative, the piece is presented in
repeated, eight-bar phrases framed
in 2/4 meter. It displays several sig-
nificant features, including a
gradual increase in tempo (from
andante to allegro to an exciting,
closing vivace), a wide range of dy-
namics often used for dramatic ef-
fect (e.g., a section played ff is
repeated pp), some imaginative
harmonization, and both chordal
and contrapuntal textures with ex-
amples of bravura passagework for
all three players, highlighted by
rapid sixteenth-note arpeggios,

scale patterns and repeated double
stops.

LeVan’s adaptation, made di-
rectly from Musser’s original tran-
scription for marimba and piano,
brings to life a vibrant, entertain-
ing work that had been virtually
forgotten.

—John R. Raush

Golliwogg’s Cakewalk V
Claude Debussy
Trans. Daniel Sauvage
$14.74
Editions François Dhalmann
Daniel Sauvage has selected
“Golliwogg’s Cakewalk” from
Debussy’s delightful Children’s Cor-
ner (written in 1908 for piano) to
transcribe for a mallet percussion
trio playing xylophone/glockenspiel,
vibraphone, and a low-F marimba.
The mixed instrumentation seems
quite appropriate for this transcrip-
tion of the popular, rhythmically vi-
tal music known as ragtime that
influenced Debussy.

Sauvage puts his instruments’
contrasting timbres to good use. For
example, the jaunty melody seems
to have been designed for the xylo-
phone, while contrasting melodic
material that follows, of a more
subdued, introspective nature, is
assigned to vibraphone and glock-
enspiel. Sauvage is also able to
capitalize on the sustaining ability
of the vibraphone in playing notes
of extended duration, such as a
C-flat major chord that must sound
for four measures.

 Perhaps of most importance to
those who perform this piece are
the opportunities throughout to
play expressively, interpreting mu-
sic that requires many subtle fluc-
tuations of tempo and constant
dynamic changes.

—John R. Raush

Scherzo from A Midsummer Night’s
Dream V

Felix Mendelssohn
Arr. James Broadhurst
$18.00
Per-Mus Publications
Arranged for five marimbists, one
xylophonist and a double bass (plus
optional bass marimba), this is an
excellent setting of a standard work
from the Romantic period. The
score, which includes separate
parts for all players, suggests using
four marimbas for the five marimba
parts with players 1 and 5 sharing
an instrument. Two of the four ma-
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rimbas need to be low-A instru-
ments and the other two could be
four octaves.

 The work is in 3/8 with the dot-
ted-quarter note marked at 76 bpm.
Although marimba I has the busi-
est and most exposed sixteenth-
note passages, all other players
have their share of rapid passages,
and the passing of those passages
among the players presents a sig-
nificant ensemble challenge.

Although the tempo does not
vary, there are many dynamic con-
trasts and proper interpretation of
those Romantic Period contrasts
will allow the players to create a
very expressive and exciting perfor-
mance.

—F. Michael Combs

Slavonic Dance Op.72, No. 1 V
Antonin Dvorák
Adap. Pete Zambito
$29.00
C. Alan Publications
This work is an excellent setting of
a traditional piece for orchestra and
especially well-adapted for two ma-
rimba players. Two marimbas
would be needed for a perfor-
mance—one requiring a low E be-
low the bass staff and the other
going down to a G below the treble
staff. Each marimbist uses four
mallets, and there is considerable
technical challenge with the many
double-stop sixteenth-note pas-
sages. This work comes with a score
and separate parts for each player.

 As with the original orchestral
work, the arrangement is full of ro-
mantic swells and tapers, and al-
most every measure has some
dynamic indication. With the excep-
tion of four ritards (each at the end
of phrases), the work holds steady
in 3/8 time with the eighth note =
96. Style indications such as stac-
cato and expressivo are included.

Overall, the work is a significant
musical challenge for two fairly ad-
vanced players. An excellent perfor-
mance of this adaptation should
have great audience appeal.

—F. Michael Combs

SNARE DRUM

Rhythmic Designs II–V
Steve Kastuck
$14.00
Kastuck Percussion Studio
This new book by Steve Kastuck

contains 15 graduated solo/etudes
for snare drum, written in
orchestral style. They would be
challenging and educational for in-
termediate to advanced students.
These excellent etudes provide
many technical aspects, the mas-
tery of which will contribute to the
overall technique of the player.
These include dynamic control, ac-
cents, flams, rolls and complex
rhythmic patterns. In addition,
each is composed as a musical solo
that could be performed in a recital
or for an audition. The book is dedi-
cated to Paul Price and contains an
extensive biography of his life as
well as some testimonials from
former students.

The book begins with a chart ex-
plaining abbreviated notation, such
as a whole note with one slash indi-
cating eighth notes. This is followed
with a polyrhythmic analysis that
presents complex triplet rhythms
and rewrites them using a common-
denominator notation that makes
them easier to understand and per-
form. Many of these concepts are
applied in the 15 etudes. Three pre-
viously published solos by Kastuck
bring the book to a close and serve
as the culmination of the previous
material.

The well-written etudes and
practical aids will make this an in-
spiring method book for any serious
student.

—Tom Morgan

The Rifleman IV
Steve Kastuck
$5.00
Kastuck Percussion Studio
This rudimental snare drum solo,
written in a fairly traditional style,
begins in 4/4 with sixteenth notes
performed with accents and
diddles. After repeating the opening

section, a more fragmented section
occurs and triplets are introduced.
Eventually, other meters begin to
appear including 6/8 and a more
complex section written in 4/8 +
3/8. The use of quarter-note triplets
in this section makes it particularly
challenging. After another section
in 6/8, material similar to the open-
ing reappears in 4/4 and the solo
ends by gradually fading to pp.

“The Rifleman” requires a player
with rhythmic security and strong
roll and flam technique. Its fre-
quent dynamic changes will de-
mand much control and musicality.

—Tom Morgan

The Favorite Rudimental Solos of
Campbell, Cuccia, and Pratt V

Jim Campbell, Dominick Cuccia,
John Pratt
$14.95
Meredith Music Publications

This publication features solos cho-
sen by three composers of rudimen-
tal snare drum music. Jim
Campbell, Dominick Cuccia and
John Pratt were each asked to se-
lect their favorite solos from indi-
vidual books published by Meredith
Music. The result is this collection
of 20 excellent solos, each based on
the rudimental vocabulary but each
reflecting the individual styles and
approaches of the three composers.

Each group of solos includes a
written introduction by the com-
poser, and some individual solos in-
clude annotations as well. Any of
the solos would make excellent se-
lections for recitals and music festi-
vals. This book would be a good
choice for those who want a sam-
pling of the music of these three im-
portant composers for rudimental
snare drum.

—Tom Morgan

Flambadextrous V
Joel Smales
$10.00
Connecticut Hill Music Publishers

“Flambadextrous” is an advanced
rudimental snare drum solo using a
number of standard rudiments as
well as some of the “hybrid” variety.
As one might expect from the title,
there is an emphasis on the flam
rudiments.

Students have the opportunity to
interpret rudimental patterns in
both 4/4 and 12/8. In the 4/4 sec-
tions, syncopated patterns and ac-
cents (e.g., accents on the second
and fourth notes in a group of four
sixteenths) create a momentary
jazz-like lilt. A gradual crescendo
during the last 27 measures from
piano through mf, to f, ff and fff
brings the piece to a powerful close.

This solo provides an enjoyable
opportunity to work on rudimental
technique with literature that stu-
dents should find accommodating
and enjoyable. It is also an excel-
lent recital or competition piece for
a high school percussionist.

—John R. Raush

Excerpt Etude for Snare Drum VI
Matthew Beck
$12.95
HoneyRock
Matthew Beck has created a snare
drum etude that will provide ad-
vanced percussionists with a chal-
lenging approach to practicing the
excerpts found on most auditions.
The etude employs rhythmic modu-
lations in moving through the vari-
ous quotes, and many of these
modulations are quite challenging.

There are 31 references to the
excerpts, some more obvious than
others. The references are from
standard orchestral literature, as
well as chamber music (“L’Histoire
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du Soldat”) and percussion en-
semble compositions (“Ionisaton”).
The pulse is to remain the same for
much of the etude, so the modula-
tions must be approached with
great care and study. The dynamic
changes also play an important role
in the execution of this work.
Those preparing for auditions will
benefit from studying and perform-
ing this etude.

—George Frock

WORLD PERCUSSION

Tiriba Kan  IV
B. Michael Williams
$12.95
HoneyRock

This seven-minute jembe solo
draws its inspiration from the tra-
ditional tiriba rhythm from Guinea,
West Africa. Written in 12/8, it
opens with a rubato section that
mimics the opening rhythmic “call”
of a lead drummer. Tempo is soon
established and the material seeks
to replicate the complex syncopa-
tion and cross rhythms found in an
entire drum ensemble. Several sec-
tions allow the player to interpret
the notation and inject some per-
sonal improvisation into the piece.
At 120 bpm, the sixteenth-note and
sextuplet rhythms require solid
technique and familiarity with the
many jembe strokes and sounds.

—Terry O’Mahoney

Sonhando em Salvador V
Julie Hill
$25.00
Innovative Percussion
Those who attended the University
of Kentucky’s Showcase Concert at
PASIC 2004 heard the world pre-

miere of Julie Hill’s “Sonhando em
Salvador” (“Dreaming of Salvador”)
for a Brazilian percussion ensemble
of six percussionists playing
timbau, repique, tarol (snare
drum), small surdo, medium surdo
and large surdo. The music, Hill ex-
plains, “is based on the samba
reggae rhythms performed through-
out the Pelourinho District of Sal-
vador da Bahia, Brazil.”

Thanks to Hill’s interest and ex-
pertise in Brazilian percussion, her
extensive and informative program
notes will greatly benefit all perfor-
mances of the work, and her atten-
tion to detail should ensure a
rendition that approaches the au-
thenticity of performances by an in-
digenous ensemble. Program notes
cover the opening of the work (all
performers begin off stage), the en-
trance of the timbau player, who
walks out alone and begins a solo,
the entrances of the other perform-
ers, who “interact with the audi-
ence and each other,” the addition
of “dance steps, stick twirls and
other visual motions,” and the
proper manner to handle the sing-
ing required in all except the
timbau player’s part. And, in a fi-
nal, generous gesture, Hill includes
her e-mail address so “questions re-
garding performance practice can
be directed to the composer.”

 This publication provides a
unique showcase for the exciting
and infectious music that serves as
a tribute to Escola Didá, which is a
fine arts academy in the Pelourinho
District of Salvador and is also the
name given to a particular style of
samba reggae, here celebrated. Stu-
dents not only get a hands-on expe-
rience performing this music, but
also become knowledgeable about
its history, current status, and au-
thentic performance practices.

—John R. Raush

MULTIPLE PERCUSSION

Instants de peaux V
Bruno Giner
$10.02
Editions Francois Dhalmann
“Instants de peaux” is a short mul-
tiple percussion solo for bongos,
congas and one low tom-tom. The
eighth-note pulse of 160/180 bpm
provides a steady pulsating rhyth-
mic flow that moves smoothly from
eighth notes to sixteenth notes

while cascading among the instru-
ments. Lots of meter changes, dy-
namics and a few rimshots are all
part of the composition.

The rhythmic character of the
work provides the performer with a
type of “show piece” that would be
excellent for a recital or perhaps a
college jury performance. A benefit
of this multiple percussion composi-
tion is that it is simple to assemble
for practice or performance.

—John H. Beck

The Third Half of the Circle V
Gene Fambrough
$15.00
Innovative Percussion
This is a multiple percussion work
with a brief section of CD accompa-
niment. The work is scored for ma-
rimba (low E), vibraphone, crotales,
cymbals, log drums, and multiple
sets of wind chimes. The composer
states that the general premise of
the work is the ability of the
marimbist to accompany himself
with longer resonating metallic in-
struments. It begins with a free sec-
tion emphasizing mark tree,
cymbals and crotales. The marimba
emerges from this texture with six-
teenth-note triplets that suggest
the primary theme of the work. Af-
ter a brief interlude of cymbals,
crotales and vibraphone, the six-
teenth-note figures return in the
marimba, with punctuating, long
tones on the crotales. This section
continues for a while, finally yield-
ing to a transitional segment of lin-
ear figures in the marimba,
culminating in an explosive run to
the top of the instrument.

The tension it creates is quickly
released in the ensuing chorale sec-
tion. Here again, the performer is
asked to sustain notes in the ma-
rimba via independent roll, while
the other hand plays figures on the
vibes and crotales.

The CD accompaniment begins
at the end of this section. The per-
former begins to improvise in the
style of the opening of the work
over the gong, cymbal and drum
sounds on the recording. The ma-
rimba re-enters with groovy six-
teenth notes over the recorded
drum sounds. The rhythms in the
marimba part become increasingly
syncopated as the intensity builds,
then gradually wind down into a
short, improvised section on log
drums. As the CD fades away, the
performer is left playing sparse fig-

ures on the resonant metal sounds.
The work ends with three, very soft
rolled chords in the marimba with a
single, introspective note on the
crotales as a finale.

The mixture of coloristic and
rhythmic devices used in this work
make is interesting for the per-
former and the listener.

—Scott Herring

Garage Drummer VI
James Campbell
$18.00
HoneyRock

“Garage Drummer” was the win-
ning composition for the 2005 PAS
Composition Contest for a multiple
percussion solo with CD accompani-
ment. In the program notes,
Campbell says this work was in-
spired by various experiences play-
ing jam sessions with rock bands in
garages and household basements.
“Garage Drummer” is scored for a
quasi drumset of bass drum, two
toms, snare drum, bongos, cowbell,
splash cymbal, gong and crotales.

The work starts rather sparsely
with the performer and CD ex-
changing tame riffs. These ex-
changes become gradually more
linked together until a driving six-
teenth-note groove is established in
the soundscape, providing an un-
derpinning for the drummer to lay
down some licks with bundle sticks.

Rather than bombard the lis-
tener with extremely fast notes,
Campbell uses exquisite phrased
sixteenth notes in groups of five,
seven and nine to cut across the
meter. One of the most interesting
sections of the work features a
static sixteenth ostinato that is fre-
quently interrupted by killer
grooves in the quasi-drumset. The
work returns to the sparse material
from the opening section as a short
coda, but allows the drummer one
last eight-bar stiff groove to close
the piece.

“Garage Drummer” will appeal
to all percussionists who got their
start playing grooves on the
drumset. It is one of the most fun
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and well-written multiple percus-
sion works in recent years.

—Scott Herring

PERCUSSION ENSEMBLE

Rondo II
Anthony Cirone
$24.95
Meredith Music Publications
Rondo is the first in a series of
works by Anthony Cirone for el-
ementary students. Using ten play-
ers, students are required to
perform 1. orchestra bells, tambou-
rine, 2. vibraphone, 3. marimba,
4. triangle, small cowbell, 5. crash
cymbals, woodblock, large cowbell,
6. snare drum, 7. snare drum,
8. two tom-toms, 9. two RotoToms
or timpani, and 10. bass drum.

Every part is written to enhance
the essential techniques of each in-
strument. The snare drum parts
use flams, the tom and timpani
parts work on drum-to-drum mo-
tion, and the vibraphone and ma-
rimba parts have four-mallet
sections (although they stay on one
chord for an entire phrase). All
players are required to play synco-
pated accent patterns, and the
drums perform several sixteenth
and triplet patterns. All parts and
score have clearly marked mallet
suggestions.

Using the rondo format, Cirone
has all parts together for the “A”
theme, then uses just the key-
boards and then just the drums in
succeeding sections. This allows
younger players time to re-focus
and practice counting rests. This
piece is very well-written and
would be very entertaining to the
performers in a middle school en-
semble or as a final performance
project in a percussion methods
course.

—Brian Zator

Bang Volume 4 III
Gordon Hughes
$34.95
Rhythmscape Publishing
“Bang Volume 4” is a percussion en-
semble work for four or more play-
ers using four (or more) tuned
tom-toms. The work may be ex-
panded in multiples of four, dou-
bling each of the parts.

The work begins with unison ac-
cented eighth notes from all four
players. Subito dynamic changes

and interlocking accented patterns
create variety within the work. To
add timbral contrasts, the composer
uses rim clicks, stick clicks and vo-
calizations. At specific points, the
performers are required to rhythmi-
cally yell the syllables “Ha” and
“Da.”

The rhythmic material in the
work is relatively simple, making it
accessible to a high school percus-
sion ensemble.

—Scott Herring

Dark Star III
John Russell
$35.00
Kastuck Percussion Studio
This percussion octet is scored for
glockenspiel, xylophone, chimes,
snare drum, bass drum, timpani,
tambourine and triangle. It begins
in 3/4 but a hemeloa in the key-
board parts makes the piece sound
as if it is in 4/4. A simple rhythmic
theme is developed throughout and
the 3/4 meter soon becomes clear.

Repetition in the keyboard parts
makes this a good choice for a
young ensemble with inexperienced
mallet players. Each part is chal-
lenging, including the triangle and
bass drum parts, each of which re-
quire two beaters to perform. There
is much dynamic contrast and
rhythmic variety. This well-crafted
piece has much pedagogical and
musical value.

—Tom Morgan

The Star Spangled Banner III
Francis Scott Key
Arr. James L. Moore
$10.00
Per-Mus Publications
In this arrangement, the National
Anthem of the U.S.A. is scored for a
percussion ensemble with a mini-
mum of eight players (five mallet
parts, snare drum, bass drum and
cymbals). Moore suggests “any com-
bination of mallet instruments may
be used” and “doubling of instru-
ments is encouraged.” He also advo-
cates the addition of an acoustic
bass, electric bass or keyboard in-
strument if a marimba is not avail-
able capable of handling the lowest
notes (which require a five-octave
instrument). Although no rolls are
indicated in the mallet parts, Moore
suggests “a liberal use of rolls will
help produce the full, sonorous
sound appropriate for this arrange-
ment.” It would seem “a full, sono-
rous sound” would also be enhanced

by the addition of a timpani part,
the absence of which is puzzling.

 Moore sets his arrangement in
the key of C and opens with the
obligatory solo snare drum roll. The
remainder of the arrangement,
suitable for ensembles from middle
schools up, presents a straightfor-
ward rendition that remains faith-
ful to a traditional interpretation of
the piece.

—John R. Raush

Classic Favorites III IV
Arr. John Russell
$40.00
Kastuck Percussion Studio
“Classic Favorites III” is an ar-
rangement for percussion septet of
Joseph Winner’s “Little Brown
Jug,” the folk song “Jump Down
Turn Around” and a march-styled
presentation of two traditional
tunes Russell calls “Red, White &
Chester Doodle.” In the latter,
Russell cleverly alternates four-bar
phrases from “Chester” and “Yan-
kee Doodle” and, for good measure,
throws in a surprise quotation from
Sousa’s “Stars and Stripes, For-
ever.” In the course of the arrange-
ment, the seven players perform on
xylophone, glockenspiel, snare
drum, bass drum, two toms and two
woodblocks, suspended and crash
cymbals, a tenor drum and a tam-
bourine.

Russell writes interesting parts
for all members of the ensemble.
The cymbal player, for example,
gets to share the spotlight in “Little
Brown Jug,” playing a suspended
cymbal rhythm that includes
straight eighths as well as “ride”
and “shuffle” rhythms, as the septet
turns in a swing-styled perfor-
mance.

Russell’s arrangement should
please directors looking for enter-
taining middle school/high school
literature that combines valuable
instructional opportunities with an
enjoyable performance experience
for every student in the ensemble.

—John R. Raush

Waltz for Marty IV
Marcus Reddick
$22.95
HoneyRock
This percussion ensemble for six
players employs both jazz and
straight eighth-note styles. The in-
strumentation includes snare
drum, bongos, floor tom, four con-
cert toms, two tambourines, three

woodblocks, two cowbells, finger
cymbals, sizzle and ride cymbals,
and six triangles.

It should be noted that in the in-
strumentation requirements, which
lists what each performer is to play,
it does not mention every instru-
ment that is needed. Player 5 also
needs a shekere, and player 6 also
needs a hi-hat. These are clearly
indicated in the score.

The ensemble opens with a soft
waltz pattern, shared among the
members of the ensemble. Most of
the melodic material is assigned to
the pitched drums. Of particular
interest is the shift of feels between
swing and straight patterns, and
also the use of metric modulation,
created by changes between 3/4,
12/8 and 9/8.

The ensemble has great spirit,
and the closing is terrific, with all
six players performing on triangles.
This should be fun for advanced
high school and younger college en-
sembles.

—George Frock

DRUMSET

The Drum Set SMART Book      II–III+
Steve Fidyk
$17.95
Mel Bay
Steve Fidyk, drummer for the Army
Blues Jazz Ensemble, has compiled
a collection of useful information,
exercises, and concepts for the be-
ginning to intermediate jazz drum-
mer. The title, The Drum Set
SMART Book, is an acronym for
Style, Mechanics, Applications,
Routines and Tips.

The book/CD package includes
advice on selecting the appropriate
equipment, traditional grip con-
cepts, warm-ups, bass drum tech-
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nique approaches, bass drum con-
trol exercises, swing ride cymbal
patterns with accent patterns appli-
cable to different styles, stylistic
considerations for various jazz
styles, various Latin grooves, trip-
let jazz time patterns (a la Elvin
Jones), duple patterns with quarter
note and eighth-note/sixteenth-note
ride patterns, brush patterns and
“tricks” (trill, handle flex, etc…),
advice on personal skills (e.g. orga-
nization), and fundamental solo
concepts (AABA form).

Fidyk does not delve too deeply
into each subject but introduces the
reader to the wide variety of skills
required of today’s jazz drummer.
The subjects addressed, as well as
the recommended listening list, dis-
cography, recommended study ma-
terials and high-quality play-along
CD (with a piano trio) make this an
excellent introduction to jazz drum-
ming.

—Terry O’Mahoney

Musical Drumset Solos for Recitals,
Contests & Fun IV

Rob Leytham
$14.95
Mel Bay
Composed drumset solos can often
sound formulaic or contrived. Rob
Leytham, however, manages to
avoid this pitfall and create eight
truly spontaneous sounding
drumset solos in his book Musical
Drumset Solos for Recitals, Contests
& Fun.

The solos vary in style—two
rock, one mozambique, swing, 7/8
time, 6/8 Afro-Cuban, 3/4 samba
and calypso—are stylistically au-
thentic, and make musical sense.
Players will need excellent reading
skills and better-than-average
chops to make it through these so-
los, but it will be worth the effort
for the advanced player. Even

learning short phrases from these
solos will help many players with
solo ideas and concepts, and the ac-
companying performance CD pro-
vides valuable inspiration and
aural guidance.

—Terry O’Mahoney

MIXED INSTRUMENTATION

Duo Concertante                           IV
Thomas Briggs
$27.95
HoneyRock
This eight-minute work for ma-
rimba/vibe duo and double wood-
wind quintet (two oboes, two
clarinets, two bassoons, two horns)
has a lyrical, song-like quality that
will please players and audiences
alike. Beginning in 12/8 (but shift-
ing meters in the middle section),
the work features lyrical melodies
in a rhapsodic style that hop and
skip along. The mallet part requires
four-mallet technique and a five-
octave instrument. “Duo Concer-
tante” lasts approximately eight
minutes and a full band arrange-
ment is available for rental.

—Terry O’Mahoney

He is Risen                                   IV
Stanley Leonard
$10.00
Per-Mus Publications
This ensemble is composed for pipe
organ, C trumpet and four timpani.
It is based on the 1708 Lyra
Davidica tune “Jesus Christ is
Risen Today.” Opening with an un-
accompanied timpani roll, followed
by the trumpet, which presents a
perfect-fourth motive (indicated to
sound like a “shofar”), initially the
organ provides harmonic reinforce-
ment before a modulatory section
provides the familiar strains to the
above-quoted hymn of praise.

A brief contrasting section—uti-
lizing chord substitution in a minor
mode—permits both the trumpet
and timpani to provide a secondary
melodic “obligato” to the organ’s
melodic lead. The final maestoso
strain permits all three performer
to sparkle in this 107-measure com-
position.

This ensemble would be appro-
priate for a Christian worship expe-
rience on Easter Sunday, either as
a prelude or postlude musical offer-
ing.

—Jim Lambert

Serb                                             IV
Régis Famelart
$14.74
Editions François Dhalmann
This new work for B-flat clarinet
and one multiple percussion player
is not for solo clarinet with some
background percussion. It is actu-
ally a duet and could even be
viewed as a percussion work with
clarinet accompaniment.

The multiple percussion setup
uses relatively pitched instruments
including tom, triangle, tambou-
rine, three Chinese blocks, maracas
and slapstick. Two clearly-printed
scores are provided but page turns
are a problem in both parts.

“Serb” opens in a lento 4/4 with
a smooth clarinet line supported by
light percussion colors. After this
15-measure introduction, an even
slower lento section follows—still in
4/4 but marked quarter note = 48.
This second section is brief, as it
quickly accelerates into a presto
section in mixed meters with quar-
ter note marked 168 bpm. Mea-
sures of 5/8, 6/8 and 7/8 alternate in
this third section, which also in-
cludes considerably challenging dy-
namic changes.

The fourth section is a free ca-
denza for both players with layered
patterns. This rather lengthy ca-
denza transcends into a new allegro
section in 2/4 with the quarter note
marked 112. The first 13 measures
of this section use percussion alone
and then the clarinet plays five
measures alone before both players
join for an 11-measure section that
builds to a climactic finish.

If performed just as written, the
work is interesting and musically
challenging. In this reviewer’s opin-
ion, since the percussion part uses
no keyboard or pitched instrument,
there is no reason to be confined to
a B-flat clarinet as called for in the
score, and every reason to experi-
ment with other clarinets in the
family—maybe even consider
changing to different-keyed clari-
nets in different sections. There are
lots of possibilities for imaginative
performers.

—F. Michael Combs

Singing Wood IV
Greg Danner
$28.00
C. Alan Publications
This duo for B-flat clarinet and ma-
rimba is based on the interpreta-
tion of four woodcut prints.

Presented in separate movements,
each has a contrasting style and
mood. Each movement requires
four mallets, with the scoring in-
cluding both single-note lines as
well as four-note chords. The first
two movements are in a basic
three-part format (ABA). The third
movement is a swing style jazz feel,
and the duo ends with a rapid
toccata, which gathers energy and
speed to the end of the piece. The
entire composition can be per-
formed on a four-octave marimba.

Although the composition is
written without a key signature,
the scale passages clearly suggest
tonal centers. There are phrases or
sections during which the composer
allows the marimba to shift oc-
taves, moving to a lower character
or texture. In the third movement,
Danner calls for the marimba to be
played with the handles in mea-
sures 50 through 65.

This composition is well written
and not overly difficult, thus being
an excellent source with which to
introduce students to the value of
performing with other instrumen-
talists.

—George Frock

From the Life of a Marionette V
Tom Schneller
$20.00
Connecticut Hill Music Publishers
This composition for marimba/vibes
and clarinet is written in three
movements. Tom Schneller’s notes
indicate that the marionette has
three stages of life in the composi-
tion: first movement, marionette
stirs to life; second movement, re-
flection on being a puppet; third
movement, a jaunty dance.

“Space” is a good descriptive title
for the first movement. The spo-
radic playing of each instrument
gives one the feeling of someone
waking up and looking around. Al-
though the tempo remains the
same, the sixteenth notes of the
marimba and thirty-second notes of
the clarinet are composed in a way
that sounds sporadic.

The second movement for vibes
and clarinet is melancholy in na-
ture. The slow tempo and sustained
lines provide length and a relaxed
feeling.

The third movement has a
dance-like feel. Although the tempo
is not fast, the constant sixteenth
notes provide a rhythmic pulse, and
the marimba and clarinet play off of
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each other in a smooth manner.
This would be an excellent piece for
either a college percussion or clari-
net recital.

—John H. Beck

Rhapsody for Horn and Percussion V
G. Bradley Bodine
$25.00
HoneyRock
This composition is written for
French horn and a percussionist
playing a drumset-like arrange-
ment of instruments. The setup in-
cludes a bass drum with pedal,
snare drum, assorted cymbals, hi-
hat, three tom-toms and two
cowbells. The bass drum is to
“sound as close to an orchestral
bass drum as possible—with a large
open sound.” There are also exten-
sive sections for chimes and ma-
rimba. The marimba part requires
four mallets.

Even though the percussionist is
playing a drumset, the part is com-
pletely notated. The drumset is of-
ten used more as a multiple
percussion instrument interacting
with the horn, however there are
sections that are written in a jazz
style, simulating a swing beat. The
horn plays jazz inspired melodies
throughout.

The piece moves through many
stylistic changes including a fast,
jazz swing melody in the horn ac-
companied by a two-beat swing pat-
tern from the percussion. A
sixteenth-note section flows into a
snare drum solo involving multi-
meters. Cadenzas from the horn
and then the marimba follow, mov-
ing to a fanfare accompanied by
chimes.

One of the most interesting
parts of the work is a 7/8 section
with the horn playing a legato
melody over jazz chords on the ma-
rimba. The sixteenth-note section
returns in a kind of recap and the
piece ends with a loud flourish.

This is a very original work that
is refreshing in its use of the
French horn in a jazz context and
its use of the drumset in a more
classical approach.

—Tom Morgan

INSTRUCTIONAL DVD/
VIDEO

Stuart Marrs on Elliot Carter
Eight Pieces for Four Timpani
Stuart Marrs
$49.95
Gud Muse
What a unique approach to Elliot
Carter’s “Eight Pieces for Four Tim-
pani”! Stuart Marrs uses his tim-
pani expertise for an excellent
performance of all eight pieces. His
interpretation of the music shows
insight, musicality, sensitivity, and
a valid performance approach. This
DVD teaches in a short time what
may take a teacher hours of demon-
stration and explanation time.

Special features are: artists’
commentaries in English, Spanish
and French, multiple camera angles
for all video or pre-edited camera
angle fades, special beating spots
on overhead camera angle, and cus-
tomized metronomics for each met-
ric piece of the music. There are
also links to sponsors, a users fo-
rum, manuscripts, articles, pro-
gram notes, and much more. This
DVD should be on the shelves of ev-
ery percussion instructor’s studio.

—John H. Beck

Time Zone III–IV
Ken Shorley/Marla Leigh
$39.95
Ken Shorley/Marla Leigh
Hand drummers Ken Shorley and
Marla Leigh demonstrate basic
sounds and extended techniques for
the darabuka (the Middle Eastern
goblet-shaped hand drum) and
frame drum, and perform eight du-
ets in this instructional DVD.
Shorley clearly and concisely dem-
onstrates the various strokes and

techniques on the darabuka (e.g.,
dum, tek, muted, finger rolls) while
Leigh explains the lap and tar
styles of playing the frame drum.
The DVD shows the players per-
forming each duet together as well
as individual close-ups of a single
instrument, which facilitates the
learning process. Shorley and Leigh
split the composing duties on this
video, and downloadable scores are
available with a password provided
on the DVD.

The duets utilize the strokes ex-
plained earlier in the video, vary
from slow to medium tempo, and
are composed in 4/4, 5/4, 7/4 and
9/4. Both Shorley and Leigh are ex-
cellent at explaining the techniques
and strokes, and the duets are well
conceived and performed.

—Terry O’Mahoney

PERFORMANCE DVD/VIDEO

Modern Drummer Festival 2005
Various artists
$49.95
Hudson Music
For those not fortunate enough to
attend the Modern Drummer Festi-
val 2005, this three-disc DVD col-
lection documents the highlights.
The 11 artists who appeared over a
two-day period perform a solo, then
answer questions or play with pre-
recorded tracks. One of the best
features of the collection is a perfor-
mance by 80-year old drummer Roy
Haynes and his jazz quartet. He
sounds as youthful as ever and re-
ally keeps up with his (much)
younger colleagues.

Disc One begins with an eight-
minute drum solo from 14-year-old
Brazilian drumming phenom Elóy
Casagrande, winner of the 2005
MD Undiscovered Drummer con-
test. He shows off his amazing tech-
niques as he fluidly combines
Brazilian and Afro-Cuban rhythms
with lightening-fast fills.

Metal drummer Jason Bittner
(Shadows Fall) then takes the stage
to play with some pre-recorded
tracks and answer double bass
drum questions. Rodney Holmes
(Brecker Brothers/Santana/Steve
Kimock Band) pulls off an extended
jazz-inspired solo, demonstrates
some distinctive soloing patterns,
independence exercises, and plays
to several recorded tracks.

Keith Carlock (Wayne Krantz/

Sting) delivers a very musical, me-
lodic solo before being joined by gui-
tarist Krantz and bassist Tim
Lefebvre for some interactive, con-
temporary avant-garde jazz. He
also discusses his application of
Moeller technique and melodic/
groove soloing concepts. The disc
concludes with a doubleheader fea-
turing Chad Smith (Red Hot Chili
Peppers) and Ian Paice (Deep
Purple). This hard rock duo trade
quips, perform some duets and so-
los, and Smith prompts Paice to
perform some of his legendary
grooves and fills.

Disc Two showcases MD Undis-
covered Drummer (over 18 division)
Jon Willis in a five-minute ex-
tended solo that demonstrates his
mastery of numerous styles. Metal
drummer Chris Adler (Lamb of
God) fills the audience in on his
background and jams with brother
Willie Adler on several fast, hard-
hitting metal tunes. Versatile
drummer Jojo Mayer performs
some interactive jazz-inspired
drum’n’bass grooves with his band
Nerve and answers technique ques-
tions.

Zoro (Lenny Kravitz) continues
the concert with a very funky solo,
demonstrates numerous variations
of the half-time shuffle, and per-
forms Ralph MacDonold’s tune
“Samba 4-2.” The Latin All Stars
(Sheila E, Alex Acuna, Karl
Perazzo, Raul Rekow) perform a
drum/vocal work entitled “Just An-
other Day in the Park” and take ex-
tended solos on congas, bongos,
timbales, and drumset.

The Roy Haynes Quartet closes
the show with the jazz waltz “Ques-
tion and Answer” and a klezmer/
Afro-Cuban version of “My Heart
Belongs to Daddy” before Walfredo
Reyes, Sr. is awarded the MD Life-
time Achievement Award.

Disc Three contains backstage
interviews, commentary by various
artists, demonstrations of tech-
nique, practice routines, interviews
and a photo gallery.

—Terry O’Mahoney

PERCUSSION RECORDINGS

Arothymian
Nickos Kapilidis & The Jazz Utopia
Muse.gr
Formed in 2001, Nickos Kapilidis &
The Jazz Utopia is a group of very
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talented Greek musicians who draw
inspiration from Greek melodies
and rhythms and combine them
with elements of traditional and
contemporary jazz. Sounding at
times like Mike Stern and other
times like a modern New York
band, saxophonist Takis Paterelis,
Vasso Dimitriou, electric bassist
Nickos Hadjopoulos, and drummer
Nickos Kapilidis produce music
with an organic quality that effort-
lessly grooves in 7/4 and 11/4, as
well as 4/4. Much of the music has a
straight-eighth note feel and fea-
tures Kapilidis soloing over vamps
in seven and eleven, respectively.
“Minhel” and “Anna” are two tunes
with evocative melodies that really
swing in a modern jazz way. “The
Great Journey” contains the most
clearly Greek melody and features
the tzouras (lute) playing of
Dimitriou. The “Odd Song” features
a (Brazilian sounding) classical gui-
tar introduction before evolving in
an animated AABA form that alter-
nates between 7/4 and 4/4.

Kapilidis cites all the great jazz
drummers as an influence, but he
most clearly sounds like a combina-
tion of Peter Erskine and Dave
Weckl in both his timekeeping and
soloing styles. Check out this group
to see how swinging and soloing in
odd times can feel so natural.

—Terry O’Mahoney

Azure
Jomala Jazz
Cravin’ Records
Jomala Jazz consists of John
Damberg (steel drums, vibes, ma-
rimba), Mark Manners (guitar) and
Laura Koenig (flute). Joining them
on this recording are bassists Dirk
Westfal and Bob Andrews, drum-
mer Cameron Cartland and percus-
sionist Ruben Young. All of the
tracks on this disc are original com-
positions by Damberg and Man-
ners, including from swing, Latin,
funk and hip-hop.

The opening track, “Azure Blue

Alaskian Skies,” is an uptempo
bossa with a new age sound featur-
ing Damberg’s steel drum and ma-
rimba playing and Manner’s nylon
string guitar. One of the finest
tracks is “Minor Melody,” which
features a poignant melodic line
over a slow bossa that slides into a
double-time songo during the
bridge.

“Funkin’ at the 1/2 Note” is a
bright funk that is thrown off-
kilter by intermittent 5/4 mea-
sures. One of the most creative
tunes is “S’ven’s Strut,” which is a
tribute to the Muppet Show’s
Swedish Chef. This medium swing
tune features a Thelonious Monk-
like melody and interesting sound
effects, intended to depict the an-
tics of the chef.

All of the tunes on this disc can
be enjoyed by jazz enthusiasts as
well as those attracted to more
mainstream popular music.

—Scott Herring

Half Moon
Lalo
Kadooga Records
On her newest album, vibraphon-
ist Lalo has created a eclectic mix
of music and instrumentation re-
sulting in an unexpected musical
journey. For the listener looking
for a jazz album featuring blazing
solos over chorus after chorus, this
is not the record for you. Lalo, and
all of her accompanying musicians,
demonstrate their ability to effec-
tively use space and silence as a
developmental tool in their music.

The opening track, “Dream-
talker,” has a mellow, Middle-East-
ern sound enhanced by the sounds
of quasi hand drumming tech-
niques on the drumset. Lalo’s me-
lodic and harmonic techniques are
decidedly contrapuntal, with an
emphasis on phrasing rather than
quantity of notes. “Tango for T.
Lynn” features the sultry sounds of
alto saxist Nathan Heleine and
bass clarinetist Madeline Sturm.
These two embark on a beautiful
duo, which eventually gives way to
a thoughtful vibes solo. While Lalo
picks a few strategic moments to
show her chops, it is totally re-
freshing to hear a vibraphonist
who so beautifully shows off the
lyrical quality of this instrument.

The title track, “Half Moon,”
was inspired by the mood created
as the moon illuminated her vibra-
phone. Lalo and Heleine pair up

for solos—perfectly capturing this
seductive mood from the moonlight.
The disc is rounded out by the tune
“Creativity” featuring guitarist
Lionel Loueke, and Ted Poor who
plays on an improvised “Home De-
pot” drum. This tune has a Latin-
inspired groove that is up-tempo
and sunny.

Overall, this collection of music
has something for everyone, from
the grunge-like groove of “Adven-
tures of the BQE” to the melan-
choly “Waves.” It is sure to please
jazz fans, percussion enthusiasts
and music lovers alike.

—Scott Herring

Revolutions
Gordon Hughes, producer
Rhythmscape Publishing
This CD is the product of the larg-
est percussion recording project
ever produced in Australia, and has
been nominated for the 2005 Aus-
tralian Music Prize. It contains 14
works for percussion representing a
wide variety of styles and instru-
mental combinations, including en-
semble pieces, marimba solos with
piano accompaniment, a vibraphone
solo with piano, a duo for vibra-
phone and marimba, a duo for two
marimbas, a trio for two marimbas
and vibes, and a trio for marimba,
piano, and drumset.

Gordon Hughes, who produced
the CD, wrote seven of the pieces;
the remaining works are the prod-
ucts of six other composers. Ten
percussionists participated in the
performances heard on the disc.

Ensemble works on this disc are
Hughes’ “Bang, volume 4” for four
toms, with the visceral impact of a
Japanese drumming piece. Also
heard are Hughes’ “First Transfor-
mation” displaying effective writing
for mallets and timpani, his “Skye
Dance” (a set of variations based on
the harmonic outline of the folk
tune “The Skye Boat Song”), and
David Pye’s substantive quartet
“Rebana Loops” played by Tetrafide
Percussion. The disc concludes with
Peter Neville’s rhythmically excit-
ing quintet “Instruments of Mass
Deception” and Hughes’ “Elysium,”
which brings the disc to a medita-
tive and memorable close.

 Of all the works for large en-
semble, one of the most effective is
Hughes’ arrangement of Elgar’s
“Nimrod from the Enigma Varia-
tions,” heard in an expressive per-
formance marred only by a timpani

roll that over-balances the en-
semble. Many of the most effective
performances, however, are those
involving solos, duos, and trios. For
example, Kerryn Joyce and Kevin
Man’s “Shichi-karak” for vibes and
marimba duo, inspired by rhythmic
motifs and ostinati from Smad-
beck’s Rhythm Song, is very effec-
tive and will interest all mallet
players. So too will Kevin Man’s
“Lullaby for Marimba,” which ex-
ploits the organ register of the in-
strument (unfortunately, some
extraneous background sounds
have been captured). Taja Hafen-
stein’s rock-styled “Brother” for ma-
rimba, piano, and drumset and the
same composer’s “Butterfly” for
two-mallet marimba performance
and piano are entertaining works in
a lighter vein.

 Two additional mallet works,
Hughes’ “The Cooper Construction”
for vibes and piano, and his “Re-
flex” for two marimbas and vibes
make attractive additions to the
mallet repertoire. Finally, Kerryn
Joyce’s “DTKT” for percussion duo
is an entertaining piece that ex-
plores rhythmic cells for non-tuned
percussion instruments “inspired
by the vocal sounds of Indian
rhythms.”

 If this recording project is any
indication, the interest in percus-
sion music “down under” is “alive
and well” and growing. The project
makes the wide variety of music re-
corded available to a large audience
of percussion aficionados.

—John R. Raush

Urban Grooves
Joe Chambers
441 Records
Joe Chambers recorded with some
of the most influential jazz legends
of the 1960s. His latest CD, Urban
Grooves, is a mix of re-arranged
jazz standards and original compo-
sitions. Joining Chambers on this
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album are Gary Bartz, saxophones,
Eric Reed keys, Rufus Reid, bass,
and Bobby Sanabria, congas and
percussion.

Chambers’ playing is creative,
with his accompaniments being al-
most entirely cymbal driven. The
first track, “Third Street,” features
a highly syncopated bass line,
around which Chambers lays a solid
groove. He opens “Softly as in a
Morning Sunrise” with some tasty
brush playing, and later accompa-
nies the meandering piano solo with
simplistic, but driving cymbal work.

On “Sid’s Ahead” and “In a Senti-
mental Mood,” Chambers plays
drums as well as marimba. The
later of these two tunes is presented
as a medium tempo samba, as op-
posed to the traditional slow ballad.
Chambers demonstrates his impro-
visational flair on Richard Rogers’
“Surry with the Fringe on Top” and
his own composition “Afreeka.”

Urban Grooves will certainly ap-
peal to the jazz enthusiast as well
as the drumset player looking for
inspiration.

—Scott Herring

441 Records Corporation
441 West 53rd Street
New York, NY 10019
Tel: (212) 765-7500
E-mail: info@441Records.com
Web: www.441records.com

C. Alan Publications
P.O. Box 29323
Greensboro, NC 27429-9323
Tel: (336) 272-3920
E-mail: contact@c-
alanpublications.com
Web: www.c-alanpublications.com

Carl Fischer
65 Bleecker Street
New York, NY 10012
Tel: (212) 777-0900
E-mail: cf-info@carlfischer.com
Web: www.carlfischer.com

Connecticut Hill Music Publishing
2501 McIntyre Road
Alpine, NY 14805
Tel: (607) 592-8374
E-mail:
cayenne@connecticuthillmusic.com

Cravin’ Records
1600 Wolverine Street
Anchorage, AK 99504
Tel: (907) 786-1554
E-mail: johnd@cravin-records.com

Editions Francois Dhalmann
c/o P’hill Publications
BP 26118 Mutzig
67126 Molsheim Cedex
France
Tel: 33 388-48-49-89
E-mail: info@phillpublications.fr
Web: www.phillpublications.fr

Gud Muse
Web: www.gudmuse.com

HoneyRock
396 Raystown Road
Everett, PA 15537
Tel: (814) 652-9184
E-mail: music@honeyrock.net
Web: www.honeyrock.net

Hudson Music
44 Sleepy Hollow Road
Briarcliff, NY 10510
E-mail: hudsoninfo@aol.com
Web: www.hudsonmusic.com

Innovative Percussion
470 Metroplex Dr.
Nashville, TN 37211
Tel: (615) 333-9388
E-mail:
info@innovativepercussion.com
Web:
www.innovativepercussion.com

Kadooga Records
Tel: (917) 755-3885
E-mail: lalo@lalovibe.com
http://www.lalovibe.com

Kastuck Percussion Studio
P.O. Box 4313
Winchester, VA 22604
Tel: (540) 557-5188
E-mail: kastuck@visuallink.com
Web: www.kastuck.com

Ken Shorley/Marla Leigh
P.O. Box 55632
Valencia, CA 91385
Tel: (661) 775-2646
E-mail: marla@marlaleigh.com
Web: marlaleigh.com

Mel Bay
#4 Industrial Drive
Pacific, MO 63069
Tel: (636) 257-3970
E-mail: jprice@melbay.com

Meredith Music Publications
P.O. Box 344
Galesville, MD 20765
Tel: (301) 261-5015
E-mail: garwoodw@comcast.net
Web: www.meredithmusic.com

Muse.gr
Vassiliou Macedonos 2
Stathmos Larissis, Athens 104 39
Greece
Tel: +30 210 8259330-32
E-mail: info@muse.gr

Norsk Musikforlag A/S
PO Box 1499
Vika N-0116 Oslo
Norway
Tel: 47 23 00 20 10
E-mail:
leif.dramstad@musikforlaget.no

Per-Mus Publications
P.O. Box 218333
Columbus, OH 43221
E-mail: order@permus.com
Web: www.permus.com

Rhythmscape Publishing
P.O. Box 12008 Elizabeth Street
Brisbane, Queensland 4002
Australia
E-mail:
Gordon@rhythmscape.com.au

Touchdown Productions
4639 Nob Hill Dr.
Los Angeles, CA 90065
Tel: (323) 478-9938                     PN

Contact info for publishers whose
products are reviewed in this
issue.

 PUBLISHERS

The Percussive Arts Society is
now accepting grant applica-
tions for the Zildjian Family
Opportunity Fund, which will
provide funding for percus-
sion-based presentations di-
rected to underserved youth,
ages pre-school through high
school. Grant awards ranging
from $500-$3,000. Application
deadline is July 1, 2006.

The Zildjian Family Opportunity
Fund, established by the
Zildjian family in 2001, is a
permanently endowed trust
managed and administered
through the Percussive Arts
Society. This fund will be used
to provide programs featuring
outstanding percussion pre-
senters to schools, community
centers or other publicly ac-
cessible facilities at no charge
to participants.

ZILDJIAN FAMILY

OPPORTUNITY

FUND

Download an application
http://www.pas.org/About/

GrantSchol.cfm
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Although “Colonel Caliper” may be a
pseudonym in the following article, his
observations regarding the pursuit of
drumming with a passion is a lesson well
worth reprinting. Though the name of the
bass drummer is not recorded, his pursuit
of playing drums with a passion is—and
that is what makes it an “art.”

—-Lisa Rogers and James A. Strain,
PAS Historians

ONE MAN ACHIEVED DISTINCTION BY HIS
FAULTLESS WORK

From The Daily Herald, Delphos, Ohio,
December 4, 1900.

“I believe it is possible,” said Colonel
Caliper, “that a man can achieve distinc-
tion in his community in whatever walk
he may follow, no matter what that may
be. It is not required that his shall be a
lofty pursuit, but only that whatever he
does shall be done superlatively well or
in such manner as to catch the public
fancy. I once knew a bass drummer in a
band who, when the band paraded, was
the center of attraction in it.

“He made of bass drumming an art,
and a science, too; he was, in fact, de-
voted to it, a prime essential to high suc-
cess in any line. His drumming had
novelty, and humor, too. He carried his
drum himself in front of him without any
help by straps around his back, and used
two drumsticks. It was years ago that
this bass drummer flourished, but he
played then in what is now called rag
time most effectively, omitting strokes to
put them in later, always in perfect time,
but often with the most surprising varia-
tions, flourishing one stick, or both, in
the most animated and eccentric fashion,
and bringing one of both into play with
single strokes or double strokes, and
strokes tumbling over one another in odd
sequence, curious and curiously shaded
combinations of sounds that appealed to
the sense of the grotesque and humorous
irresistibly.

“People used to walk along on the side-
walk when the band turned out to see
and hear this bass drummer play. Many
a time myself, by night, in political cam-
paigns when we had torchlight proces-

sions in the town, and the band out to
lead them, I have walked along where I
could see him and watched his drum-
sticks fly and listened, fascinated and de-
lighted, to his stirring and bombastic
drumming. Folks that didn’t know him
used to ask his name; they wondered at
him and wanted to know who he was.

“His walk in life was playing on the

Art of Playing a Bass Drum

HISTORICALLY
SPEAKING

bass drum, which might not seem to be
the surest path to fame. But he played
the bass drum with devotion, spirit and
originality, qualities that command re-
spect and admiration in whatever pursuit
they are displayed; and so he stood easily,
as it was quite right he should stand,
among those who had achieved distinc-
tion in that community.”—New York Sun
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Applicant’s Name ____________________________________________________________

Phone ______________________________________________________________________

Address ____________________________________________________________________

__________________________________________________________________________________________

Name of Instructor ___________________________________________________________

Telephone __________________________________________________________________

Name of School ______________________________________________________________

School Address ______________________________________________________________

__________________________________________________________________________________________________________

Grade level __________________  Years studying percussion __________________

PAS Member # ______________    (You must be a current member of PAS)

How many years have you been a PAS member? ______________________

Have you ever received a PASIC scholarship? _________________________

If yes, when? ________________________________________________________________

Have you ever attended PASIC? _________________________________________________

If yes, when? ________________________________________________________________

Applicant’s signature __________________________________________________________

Date _______________________________________________________________________

❏ Include a separate sheet detailing awards, scholarships, etc., and dates received;
Goals; Major instruments (instruments that you have or are seriously studying);
and a Personal statement (optional).

❏ A four to five minute standard 1/2” VHS videotape of the applicant’s
performance with applicant’s name printed on the spine enclosed

❏ One supporting letter of recommendation verifying age and full-time student
status enclosed

❏ Recent copy of grade transcriptions or latest grade card enclosed

SCHOLARSHIP APPLICATION

SEND APPLICATION BY JUNE 15, 2006 TO:
PASIC Scholarship Application, Percussive Arts Society

701 NW Ferris Avenue, Lawton, OK 73507-5442
Tel: 580.353-1455 . Fax: 580.353.1456 . E-mail: percarts@pas.org

The Percussive Arts Society is
pleased to announce several

scholarships assisting students
to attend PASIC 2006.

Each scholarship winner will receive
the following courtesy of PAS:

1 year of PAS membership
PASIC 2006 registration

Ticket to the Hall of Fame Banquet
PASIC 2006 souvenir T-shirt

$500 toward the cost of
transportation/lodging

Winners will be notified in August 2006.

SCHOLARSHIPS
Avedis Zildjian Co.

Cloyd Duff
George P. Contreras, Jr.

James A. Sewrey
Ludwig Industries

McMahon Foundation
PAS California Chapter

Remo, Inc.
Steve Ettleson
Thomas Siwe

Val and Venus Eddy
William F. Ludwig, Jr.

Yamaha Corporation of America

STATE CHAPTER
PASIC SCHOLARSHIPS

State Chapter PASIC Scholarships are currently available
in California, Illinois, New York and Texas. Additional
scholarships may be available. Contact your chapter for
application information.
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SUSTAINING
MEMBERS

BENEFACTORS
Avedis Zildjian Company
Evans Manufacturing
Ludwig/Musser
Remo, Inc.
Sabian, Ltd.
Yamaha Corporation of

America

PATRONS
C.S. Records
DEG Music Products, Inc.
Gramo AG Gramorimba
In Concert Percussion
Meinl USA L.C.
Paiste America, Inc.
Pearl Corporation and Adams

Musical Instruments
Pro-Mark Corporation
Roland Corporation US
Shure, Inc.
Yamaha Canada Music LTD

SPONSORS
Alfred Publishing

Company, Inc.
Bachovich Music

Publications LLC
Bergerault-USA Division
    Peripole-Bergerault, Inc.
California Percussion LLC
Carl Fischer LLC
Circular Science
Coe Percussion
Drummer Café
Global Percussion Trio
GP Percussion
Green’s Music
Grover Pro Percussion, Inc.
Hal Leonard Corporation
Hammerhead Percussion
HansenFutz
Innovative Percussion
Interstate Music Company
Kaman Music Corporation
KoSA Communications
Kyle Dunleavy Steel Drums
Latin Percussion, Inc.
Mid-East Mfg., Inc.
Mike Balter Mallets
Musicians Institute
Percussion Construction
Planet Marimba
Premier Percussion USA, Inc.
Pustjens Percussion
    Products
Randall May
    International, Inc.
Regal Tip/Calato

Row-Loff Productions
Salazar Fine Tuning
Sam Ash Music Stores
Solomon Steelpan Company
Southern Methodist
    University
Tap Space Publications
The Juilliard School
    Pre-College Division
ThunderEcho Drums
Toca/Latin Percussion
University of Maryland
Vic Firth, Inc.
Virginia Arts Festival
Wernick Musical Instruments

CORPORATE FRIENDS
Alfonce Productions
Alphonse LeDuc & Cie Sarl
Alternate Mode, Inc.
American Drum
    Manufacturing Company
Bands of America
Batterie Music
Beiner Bags
Berklee College of Music
Beurskens Music Editions
Birch Creek Music
    Performance Center
Black Swamp Percussion LLC
C Alan Publications
California Institute of
    the Arts
Camber Percussion
Capital University
Capstone Records
Carbostick-USA LLC
Carl Fischer LLC
Chicago College of
    Performing Arts/
    Roosevelt University
Cleveland Institute of Music
Columbus Pro Percussion
Cooperman Company
Coyle Steel Drums
Custom Music Co/
    Kori Percussion
D Picking & Company
Day Percussion Repair
DDrum
DeMorrow Instruments
Digital DrumTech
Down Beat Magazine
Drop6 Media, Inc.
Drum Corps International
Drum Workshop, Inc.
DRUM! Magazine/Enter
   Music Publishing, Inc.

Drummers Collective, Inc.
Drums in the Wind/The
   Woodwind & the Brasswind
Duratech/Players Music
    Accessories
Editions Francois Dhalmann
EMD Music, Inc.
Encore Mallets
Ethos Percussion Group
Evans Industries, Inc.
Explorers Percussion
Fall Creek Marimbas
Fork’s Drum Closet
Frank Epstein
General Washington
    Drum Shop
Giving Tree Music, Inc.
Go Fish Music
Guitar Center
Harms Historical Percussion
Hohner, Inc./HSS
Hohner, Inc./Sonor Drums
Hudson Music
Humes & Berg Mfg.
    Company, Inc.
J R Publications
JazzTimes, Inc.
JB Publications
JCG Publications/Joanis
    Creative Group LLC
JC’S Drum Shop
Jeff Laibson Artworks
K & K Sound Systems
Kendor Music, Inc.
Lone Star Percussion
MalletJack
Malletshop.com
MalletWorks Music
Mapex USA
Marimba Productions, Inc.
McGill University
Media Press, Inc.
Mel Bay Publications, Inc.
Meredith Music Publications
Modern Drummer
    Publications
Musictime, Inc.
Neil A Kjos Music Co.
New York University
Northwestern University
On Board Research
    Corporation
On the Wall Productions, Inc.
Pan Press, Inc.
Passaris Percussion
Peabody Conservatory of
    Music
Percussion Events Registry
    Company

Per-Mus Publications LLC
Professional Percussion
    Products
RAD Rhythms
RAWI Percussion Publications
RCI Software/Riden
    Consulting, Inc.
Rebeats Vintage Drum
    Products
Rhythm Fusion, Inc.
Rhythms Exotic Afro
    Percussions LLC
Rice University
Rogers Drums/Brook
    Mays Music Group
Ross Mallet Instruments
Sibelius USA, Inc.
Silver Creek Music
    Foundation
Simpson Percussion
SKB Corporation
Smith Publications
Stanley Leonard
    Percussion Music
Steel Island/Pan Caribe
    Tours
Stern Tanning Co., Inc.
Steve Weiss Music
Taye Drums, Inc.
Temple University
The Old Guard Fife and
    Drum Corps
The Percussion Source
Tom Gauger Products
Trick Percussion Products
U S Army Field Band
Universal Percussion, Inc.
University of Cincinnati
University of Illinois
University of Missouri–
    Kansas City
Van Der Plas Percussion
Vater Percussion, Inc.
Vaughncraft Percussion
Village Music Circles
Walkabout, Inc.
Winter Guard International
Winthrop University
    Department of Music
Xcel Drumsticks
XL Specialty Percussion, Inc.
Yak Pak
Zimmermann Music
    Publishers
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Detail showing the collapsible frame with slots
for the rails and resonators.

Leedy Mfg. Co. Concert Grand Marimba, Model 538.

LEEDY CONCERT GRAND MARIMBA
Donated by Jack E. Rumbley 2005-01-01

The Concert Grand model marimba was the top-line brand name utilized by the
Leedy Mfg. Co. in the early 20th Century. It was available in 3-, 3 1/2-, and 4-octave
ranges and was designed so that the accidental bars were mounted level with the
naturals or raised above them in order to overlap the ends. With the exception of the
vibraphone, raised accidentals are almost universally preferred today for keyboard
percussion instruments. However, at the beginning of the 20th century, many
performers, such as Harry Bower, professed that superior technical performances
could be achieved when the bars were mounted level.

This instrument is a Model 538 marimba with bars made from Honduras rosewood
and suspended by a cord. It has a three-octave, chromatic range from F below
middle C to F two octaves above middle C. The instrument stands 32 1/2 inches
high and is 57 1/2 inches long. The bars are graduated in size, ranging from 8 9/16
inches to 17 13/16 inches long and from 2 inches to 2 7/16 inches wide. All bars are
13/16 inches thick.

The frame is one of Leedy’s earliest designs, appearing in its 1912 catalog, and
has level-mounted accidental bars. For ease of packing and moving, each resona-
tor is split completely apart and the rails are split in the center but connected with a
vertical hinge. The lower portion of the frame folds compactly and is designed with
slots for the insertion of the rails and resonators. The resonators are capped at the
ends of the tubes, a contrasting design from later resonators which have the caps
inside the tubes. The resonators range from 2 to 18 1/4 inches in length and from
1 1/2 to 2 1/2 inches in diameter. A letter from Leedy dated July 1, 1918, announced
a revised list price of $225.00 for this model marimba.

—James A. Strain, PAS Historian, and Otice Sircy, PAS Museum Curator
and Librarian. View from below showing the resonators with

capped ends.






