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FROM THE
PRESIDENT

BY MARK FORD
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If you knew the “secret” that would
help you to be a better musician and
percussionist, you would take advan-

tage of it, right? Why wouldn’t you? Few
who are dedicated to being successful in
the music world would hesitate if this
“secret” also developed better teaching
skills and offered more opportunities for
students. So what is this secret?

As you may have already guessed, it
doesn’t exist. Becoming a successful mu-
sician is multi-faceted. The best way to
further your musical ability is to find a
good teacher; to play and listen as much
as possible; to keep an open mind; and to
stay connected to other musicians’ con-
cerns and advice. No one can do this
alone, and we all need to share in order
to grow. The Percussive Arts Society is
essential to this process.

Unfortunately, for many young percus-
sionists, PAS is the “best-kept secret.”
The Percussive Arts Society has tradi-
tionally been college oriented. Our his-
tory and development has been guided by
the fact that today’s college student is
tomorrow’s professional.

But percussion education has changed
dramatically since PAS was founded in
1961. Students at the high school level
are now playing music at higher levels of
difficulty and playing it very well! Just
attend a local solo and ensemble festival
or witness some of the percussion en-
sembles at the Bands of America Concert
Festival. You will find a level of dedica-

tion and work ethic that is exceptional.
Local youth orchestras have made great
strides and the marching arena has ex-
ploded in the past 25 years. Many of the
performances given by high school (and
sometimes middle school) students in the
PAS and WGI Indoor Marching competi-
tions and DCI Drum and Bugle Corps are
simply remarkable.

These increased high school activities
are an indirect result of PAS’ progress in
college percussion programs over the
years. It’s no mystery that the challenges
in percussion education continue to
change, and there are still serious con-
cerns ahead. PAS needs to do more to
connect with younger students and their
teachers in order to assist their musical
development.

PAS is meeting that challenge with a
new initiative, The PAS Teacher Training
Workshops. In 2003, PAS will initiate the
first series of workshops dedicated to
helping high school and middle school
teachers. College music-education per-
cussion-methods courses often only
scratch the surface of many issues con-
cerning percussion performance. These
workshops are designed to enhance
teachers’ knowledge and expertise in per-
cussion instruction.

Workshop topics range from snare
drum technique to four-mallet marimba
literature to drumset instruction. Percus-
sion fundamentals and maintenance on
standard concert percussion instruments

HOW TO REACH THE PERCUSSIVE ARTS SOCIETY: VOICE (580) 353-1455 [leave message between
5 P.M. and 9 A.M.] • FAX (580) 353-1456 [operational 24 hours a day] • E-MAIL percar ts@pas.org •
WEB www.pas.org • HOURS Monday–Friday, 9 A.M.–5 P.M.; Saturday, 1–4 P.M.; Sunday, 1–4 P.M.

will also be key components. It is the
hope of the PAS Executive Committee
and the Board of Directors to be able to
offer more workshops in future years.
Here are some of the details:

PAS TEACHER TRAINING WORKSHOPS
• One-day workshop offered to music

teachers.
• Each participant offered Continuing

Professional Education credit for teacher
re-certification.

• Each workshop features a faculty of
successful percussion educators.

• Instruction covers a variety of per-
cussion education topics.

• Workshops geared toward “percus-
sion pedagogy.”

• An ePAS membership included in the
workshop fee.

As with most projects in large organi-
zations, the three workshops for 2003
have taken time to develop. The project
was first proposed by PAS Board of Di-
rectors member Steve Houghton, became
a founding goal of the PAS Outreach
Task Force, and was then embraced in
2002 by PAS President Jim Campbell,
the PAS Executive Committee, and the
PAS Membership Task Force. Cherissa
Legendre, Interim Chair of the PAS Edu-
cation Committee, has also assisted by
leading the effort of obtaining CPE credit
in several states.

These 2003 workshops will create the
template for future PAS workshops. If
you’d like more information on these
workshops, please contact PAS or visit
the PAS Web site at www.pas.org. Also
see page 38.

As PAS works together to assist band
and orchestra directors, we can create a
valuable resource for all involved. Stu-
dents may have a better opportunity to
realize their dreams, and they may find
that PAS is the “best-kept secret” that
they can share!

The Best Kept SecretThe Best Kept Secret
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Application Fee:  $25 per entry payable to PAS

Send CD’s to: PAS, 701 NW Ferris Ave., Lawton, OK  73507

DEADLINE FOR ENTRIES IS MAY 1, 2003

Performer’s Name:  __________________________________________________________

PAS Membership #____________________     Age_________________________________

Address  ____________________________________________________________________

City________________________________________________________________________

State _______________ Country _______________  ZIP or Postal Code _______________

 E-mail address ______________________________________________________________

School enrolled _____________________________________________________________

Teacher ____________________________________________________________________

PERCUSSIVE ARTS SOCIETY
2003 SOLO MARIMBA CONTEST

PURPOSE:  To encourage the highest level of artistic expression in the art
of performance and literature for solo marimba.  The contest is designed to
select four finalists to compete at the 2003 PASIC.  An exciting new feature
of the contest will include cash awards for the finalists as well as matching
grants to their respective percussion programs, as follows:

The matching grants will be awarded to the institutions represented by
the four finalists, and can be used for scholarships, equipment needs or
repairs, guest clinicians/performers, or other percussion area needs.

PROCEDURES:  The contest is for college level students who are current
Percussive Arts Society members, ages 18-25 years of age at the time of
entry.  Each performer must submit a CD plus 4 copies (5 total) to PAS.
The CD must be no longer than 15 minutes in length.  All entries will be
numbered to insure anonymity and will then be evaluated by a panel of
judges. Each finalist chosen to compete at PASIC 2003 will be expected to
assume all costs pertaining to the event including travel, room-board, etc.
Finalists will be required to verify age.

Selections on the CD must be from the following:  The first work must be a
complete work or movement, and an additional selection may be edited
to stay within the 15-minute restriction.

J. S. Bach …………..............................................… Partitas and Sonatas
Thomas ………...............................................................…......… Merlin
Tanaka ……..............................................................… Two Movements
Druckman …................................… Reflections on the Nature of Water
Stout ….............................................................… Two Mexican Dances
Abe ….....................................................… Wind in the Bamboo Grove
Klatzow ……...................................................… Dances of Earth & Fire

  First Place: $1,000 plus a matching grant of $1,000

  Second Place: $750 plus a matching grant of $750

  Third Place: $500 plus a matching grant of $500

  Fourth Place: $250 plus a matching grant of $250
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BY RICK MATTINGLY

The past couple of months have been
especially busy for those involved in
planning for PASIC 2003. A wealth

of proposals for clinics, concerts, and
master classes were sorted and priori-
tized by the Kentucky host committee as
well as the various PAS committees that
are involved with specific areas.

Meanwhile, PAS Executive Director
Michael Kenyon, PAS Director of Event
Production and Marketing Jeff
Hartsough, and members of the host
committee met at the Louisville Interna-
tional Convention Center to evaluate the
rooms and conduct sound-leakage tests,
so as to determine the best ways to use
the available space. From there, a grid
was prepared with slots assigned for the
various categories of events (world,
drumset, keyboard, marching, orchestral,
etc.).

Proposals and recommendations were
then reviewed by the PAS Executive
Committee, we started filling in the grid,
and invitations are now being sent to a
wide variety of artists. I can’t reveal

Register Early for PASIC 2003

2003 Percussive Arts Society
30th Annual Percussion
Composition Contest ........ 65

PAS 2003 International
Percussion Ensemble
Competition ..................... 20

PAS 2003 Solo Marimba
Contest ............................. 4

PASIC 2003 Hotel
Reservation Form ............. 41

PASIC 2003 Logistics
Application ....................... 59

PASIC 2003 Mock Audition
Application ....................... 67

PASIC 2003 Registration
Form ............................... 40

PASIC 2003 Scholarship
Application ....................... 71

names until contracts are signed, but I
can say that this promises to be an excit-
ing PASIC, comprising some of the most
respected names in percussion as well as
new artists and teacher who are already
becoming important contributors to our
artform.

We are especially fortunate to have
three first-class hotels near the conven-
tion center. The Hyatt Regency, which is
connected to the convention center by a
pedway, will be the site for additional
PASIC events and meetings. By Novem-
ber, a pedway connecting the nearby Galt
House to the convention center is ex-
pected to be completed. And the Seelbach
Hilton is another fine hotel located just a
couple of blocks from the convention cen-
ter.

Early registration forms are included
in this issue of Percussive Notes, as well
as various other PASIC-related forms.
Make your plans now to attend PASIC
2003 in Louisville, Ky. November 19–22,
and I look forward to seeing you in “River
City.”

The Percussive Arts Society wishes to
express its deepest gratitude to the
following businesses and individuals
who have given generous gifts and
contributions to PAS over the years.

$500,000 or more
MCMAHON FOUNDATION

$100,000 or more
FRED GRUBER

ZILDJIAN FAMILY

$50,000 or more
GORDON B. PETERS

EMIL RICHARDS

MICKEY TOPERZER

$25,000 or more
CAROLL BRATMAN

NANCY & PERRY D. PREUSCH

REMO, INC.
SABIAN, LTD.
THOMAS SIWE

PRESIDENT’S CIRCLE

FROM THE
PASIC HOST

FROM THE EXECUTIVE DIRECTOR

Register Early for PASIC 2003

Early registration is now available
for PASIC 2003 and PAS has re-
vamped the convention Web site at

www.pasic.org. The site is redesigned
and provides more information for our
exhibitors and attendees. The site will
be updated regularly as artists are con-
firmed and the schedule of events be-
comes set.

New additions to the site include
sound files from some of last year’s clin-
ics and more information about the local
area such as restaurants and activities.
In the next few months, artist proposal
information will be added to assist per-
formers and clinicians in applying for
appearances at future conventions.

The Zildjian Opportunity Fund is ac-
cepting applications for funding through
July 1. You may learn more about this
grant opportunity by visiting
www.pas.org/News/Headlines/
ZildjianGrants.cfm.

Otice Sircy is currently working with

Gordon Peters to republish Mr. Peters’
book The Drummer: Man in CD format,
which will be available for sale in the
fall. All proceeds benefit PAS and the Li-
brary.

This is the last month for Board of Di-
rector nominations. If you know some-
one or are interested in serving on the
PAS Board of Directors, please send a
letter of nomination to the office before
May 1.

Two committee chair positions are
currently available and may be applied
for by sending a letter of application and
resume to the society office. The vacan-
cies are for the College Pedagogy Com-
mittee, which has a May 1 deadline, and
the Education Committee, which will re-
main open until July 1. These commit-
tees play a vital role within the society
and have a rich history of providing im-
portant information and resources to our
members.
                                      –MICHAEL KENYON
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If there is one activity that all musi-
cians have in common it is practice,
that most personal and lonely of nec-

essary activities for us all. From a
profesional concert artist to a beginning
student in middle school, we all have to
practice. It doesn’t matter what style or
genre of music you play. From rudimen-
tal to solo marimba to drumset to jazz
vibes to timpani to orchestral to contem-
porary concert music to world music, it
all has to be practiced.

As teachers we have a serious respon-
sibility to teach more than the specific
passages we play but rather to teach stu-
dents how to learn—how to teach them-
selves. I liken it to the parable about
teaching a person to fish so that he will
be able to feed himself forever, rather
than giving him a fish, which is only good
for one meal.

This issue of Percussive Notes
contains an impressive and varied
collection of articles dealing with
how to bring order to your practic-
ing; an issue that could change
your relationship to music. Each
article deserves to be read with
diligence, regardless of your spe-
cialization. I urge you to prowl the
corners of every article to renew
and rejuvenate your practicing. I
challenge you to investigate the
process of discovery that tran-
scends the superficial boundaries
of genre; to reach deeper into the
very core of how we learn to per-
fect our craft, no matter what the
style or instrument.

Never before have students had
the opportunity to investigate the
way so many prestigious and di-
verse professionals work. All as-
pects of our profession are
represented. You will find contri-
butions by timpanists, symphonic
percussionists, university profes-
sors, drumset players, world mu-
sic specialists, rudimental
drummers, percussionists in pro-
fessional chamber groups, and
even an article by a student who
has a unique view to share.

It would be natural for you to go to the
articles written by percussionists in your
field, but don’t limit yourself. If you are a
jazz player don’t only read Peter
Erskine’s and Steve Houghton’s articles;
also read Michael Burritt’s and Ruth
Cahn’s articles. If you are a solo marimba
specialist be sure to read Peter Kogan’s
and Jeffrey Moore’s articles.

Some articles contain simple lists of
tips while others are complex and ab-
stract ideas about the nature of practic-
ing. Some are aimed at the professional
while others address the needs of the stu-
dent still in high school or college. Use
the articles as a jumping-off point to self
discovery. And don’t forget to read the
books recommended in several of the ar-
ticles.

You will notice that many ideas recur
in several articles. Sift through the ar-

ticles to discover unifying features and
take this as an underscore for the impor-
tance of these points. Organization seems
to be the leitmotif that coils its way
through a majority of the articles. Some
articles demonstrate how a person should
prepare for a specific piece while others
provide an overview of the entire process.
Some are long and detailed while others
are more succinct. Some address a single
point while others cover a panoply of
problems. Use the specificities mentioned
in the articles to generalize about prac-
ticing and use the generalizations to
specify what you really need most.

Impatience is your nemesis and has no
place in music or practicing. Practicing is
a continuingly evolving, creative process
of discovery that will take your entire ca-
reer to perfect. It takes imagination and
more than a measure of creativity. Your

goal is to make practice as effi-
cient as possible. An hour spent
in the practice room for ten min-
utes of productive practice is a
waste of precious time. Concen-
tration in the practice room will
produce concentration in perfor-
mance. It’s the process that is the
most important thing.

Save this copy as a reference
and refer to it often, especially
when your practicing reaches a
low ebb and you can’t seem to get
anything done. We hope that this
issue of Percussive Notes can be a
potent tool to arouse in the reader
an innovative view about practic-
ing. I think Leonard Bernstein
expressed best the way I feel
about the process of music mak-
ing: “The key to the mystery of a
great artist is that for reasons un-
known, he will give away his en-
ergies and his life just to make
sure that one note follows the
other…and leaves us with the
feeling that something is right in
the world.” PN

P R A C T I C EP R A C T I C E
B Y  M I C H A E L  R O S E NB Y  M I C H A E L  R O S E N
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Besides being the title of this ar-
ticle, “Practice, practice, practice”
is the “directions” given as the an-

swer for the famous question: “How do I
get to Carnegie Hall?”

Many years as a member of the San
Francisco Symphony and a percussion
educator taught me two “truths” about
attaining a career in the music perfor-
mance business: 1. We are slaves to our
instruments; 2. We must love to prac-
tice.

The idea of being a “slave” to our in-
struments was made evident to me
when I toured with the San Francisco
Symphony. For many years, I roomed
with a trumpet player. Regardless of
where we were or what we were doing,
he would always carry his mouthpiece
with him. He constantly “buzzed” into
the mouthpiece to maintain his embou-
chure. Whether it was scales or excerpts
from the concert we were to play that
evening, he felt it was necessary to
“practice, practice, practice.”

Remember that famous line from Tom
Hanks’ movie, Forrest Gump? “Life is
like a box of chocolates; you never know
what you’re going to get.” Well, when
you are on tour, “You never know who
will be in the room next to you.” On one
tour, the major work on the program
was Stravinsky’s “Rite of Spring.” I hap-
pened to have the adjoining room to the
principal bassoon player; for hours, liter-
ally, all I heard was the opening few
bars of the “Rite of Spring”—sometimes
the entire passage, other times a few
notes, and many times just a single
note! No matter, he felt the necessity to
“practice, practice, practice.”

I was next to the tuba player on an-
other tour. One of the pieces on that pro-
gram was “Pictures at an Exhibition” by
Mussorgsky. As you can imagine, all I
heard for hours was the famous tuba
solo from “Bydlo.” Over and over, he felt
the need to “practice, practice, practice.”

I, too, can recall the never-ending
hours backstage practicing single- and
double-stroke patterns while waiting my
turn on stage. I’ve always been thankful
for those many percussion-free orches-

Practice, Practice, Practice
BY ANTHONY J. CIRONE

tral works that gave me time to “prac-
tice, practice, practice.”

The idea of “loving to practice” prob-
ably has more to do with an obsession of
perfecting one’s technical skill on an in-
strument, and the desire to play music
with hundreds or thousands of notes
without a single mistake. Technical skill
is not something that, once attained, re-
mains with us forever. Although it is an
ability that increases as we mature, it
must be constantly nurtured in order to
maintain a high level of consistency.

How many times have we said, “I feel
out of shape”? It’s because we are relent-
lessly striving to reach that level of tech-
nical skill that “feels” good. In a sense,
we are never really “in shape” because
our muscles require persistent manipu-
lation to maintain this state of disci-
pline, which requires “practice, practice,
practice.”

Now we come to “what” we should
practice in order to achieve and main-
tain this level of technical proficiency.
One way for students to attain the an-
swer to this question is to sit backstage
and listen to the musicians of a major
orchestra warm up before a rehearsal or
a concert. You will hear a myriad of
scales, arpeggios, ranges, dynamics,
phrasing, and excerpts. Many times I
can tell exactly who is warming up by

the pattern being played. So, maybe it is
not a question of “what” we play when
we warm up, but “how” we approach the
problem of being “in shape.”

As percussionists, we must address
the physical task of loosening the
muscles in the wrists and forearms with
repetitions of single strokes, double
strokes, and rolls. Once this is accom-
plished, attention should be placed on
the immediate task at hand; that is, a
particular excerpt or section of the mu-
sic that needs special attention (for ex-
ample, technical reasons, such as the
sustained loud and soft snare drum rolls
in “Capriccio Espagnol” or the particu-
larly difficult snare drum passage in the
Shostakovich “Symphony 11,” 2nd move-
ment).

Many years ago, I compiled two vol-
umes of technical exercises—one for
snare drum, Master Technique Builders
for Snare Drum, and one for keyboard
percussion instruments, Master Tech-
nique Builders for Xylophone, Vibra-
phone and Marimba. Many professional
percussionists contributed warm-up ex-
ercises similar to those that have been
used by percussionists for generations.
These creative variations of single
strokes, double strokes, and rolls have
become the heart of developing tech-
nique for snare drummers. For the key-
board instruments, contributions vary
from creative scale and arpeggio pat-
terns to selections of musical examples.

A number of years later, I thought
about the idea of compiling a similar
book for pianists. My sources were the
great pianists of the world who had
played with us in San Francisco. I began
interviewing these highly accomplished
musicians as they made guest appear-
ances. I learned that most of them did
not use any special variations of scales
or arpeggios when practicing. They
mainly practiced the concertos they were
learning or preparing for a concert.

I concluded that “what” we play when
practicing can be as varied as our imagi-
nation; however, the thing that does not
vary is that we must “practice, practice,
practice.”
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There is also the question of hand posi-
tions. Timpanists talk of the French or
German grips. Mallet players consider
the traditional, Musser, Stevens, or Bur-
ton grips. Snare drummers rely on
matched or traditional grip. I have real-
ized, however, there is no one “best”
grip; we can find excellent players in ev-
ery category mentioned above. Some
grips may be more effective than others,
depending on the style of music, but
what is consistent is the fact that each
player must “master” his or her grip of
choice.

As students study with different
teachers, there will usually be changes

in how they approach holding the sticks.
This is fine, up to a point; but eventually
a student should master one grip. As the
student evolves into a professional, a pe-
riod of “evolution” takes place during
which experimentation leads to a varia-
tion of basic hand positions. This is why
we see so many modifications to the ba-
sic hand positions.

To summarize: A highly trained pro-
fessional in music performance must be
completely dedicated to developing and
maintaining an extraordinary level of
technical proficiency. This is a life-long
endeavor that begins and ends with:
practice, practice, practice!

Anthony J. Cirone is Professor of Music
and Chairman of the Percussion Depart-
ment at Indiana University, Bloom-
ington. He was formally a percussionist
with the San Francisco Symphony and
was Professor of Music at San Jose State
University.     PN

“Practice is what needs
to be practiced, not what

you want to practice.”
—John Gardner
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T he form in which we ask our
questions will determine the an-
swers we get. To put it more

broadly: all the knowledge we ever have
is a result of questions. Indeed, it is com-
monplace among scientists that they do
not see nature as it is, but only through
the questions they put to it. I should go
further: we do not see anything as it is
except through the questions we put to it.
And there is a larger point even than
this: since questions are the most impor-
tant intellectual tool we have, is it not in-
credible that the art and science of
question-asking is not systematically
taught?—Neil Postman

Let me get one thing straight right
away: I don’t really like to practice.
Practice (as it is usually understood in
music—a mindless, repetitive exercise)
is a very poor substitute for music-mak-
ing. Okay, that’s a negative statement.
The positive side is that music-making,
especially with others, is about the most
fulfilling pursuit I can think of, and
practice (the process of attaining “flow”)
is normally a part of achieving that ful-
fillment.

My ideal scenario is to seek maximum
efficiency in practicing, so that enough
practice occurs in order to realize the
music-making in performance, but not
any more practice than is necessary to
accomplish that end. By “music-making”
I mean that “state of being” in perfor-
mance when listening and the resulting
expression are deep, immediate, effort-
less, and without thought—“in the
zone,” “at one with the music,” etc. One
paradox is that in order to achieve a
state of “flow” in performance, without
the distractions of thought, the earlier
preparatory process sometimes requires
a lot of thinking.

The main points about practicing are:
1. good practicing involves asking good
questions of one’s self, and then coming
up with good answers; 2. efficiency in
practicing involves asking the right
questions at the right time in the pro-
cess of internalizing the music—learn-
ing about the relationships between the

Practice: Questions and Answers
BY BILL CAHN

printed page (or in the case of aural mu-
sic, the style, structure, etc.) and one’s
own motions, emotions, intuitions, and
inner truths.

Starting with the second point, here
are three progressive areas of focus in
the preparation process: learning the
notes (details), organizing the learned
notes into coherent phrases/sections (big
picture), and developing a sense of spon-
taneity in presentation. Now, addressing
the first point: By asking (and answer-
ing) appropriate questions in each area
of focus, it is possible to achieve a degree
of efficiency in getting from “now” to
where one ultimately wants to be in per-
formance.

For beginning students, a teacher
usually raises the appropriate questions
and helps find answers. As students
progress to an intermediate level, teach-
ers may provide regular opportunities
and encouragement for the students to
raise and answer appropriate questions.
Advanced students are those who are
able to routinely raise and answer ap-
propriate questions unaided (but per-
haps with non-judgmental observation)
by a teacher/facilitator.

In practice sessions, one goal of the
student is ultimately to become a self
teacher, or more accurately, a self-suffi-
cient learner. The ancient technique of
posing questions and then seeking an-
swers can be a powerful tool in achiev-
ing that goal.

Here is a short list of typical questions
to be asked in the process of prepara-
tion. This list is only a sampling and is
by no means complete. One’s answer(s)
to any question can lead to more ques-
tions.

LEARNING THE NOTES
Beginning Student

1. What is the goal of this practice ses-
sion?

2. What are the right notes? tempos?
dynamics? tone?

3. How do the right notes sound? feel?
4. Are muscles relaxed? Is there ten-

sion anywhere?
5. Which stick/mallet (L or R) is most

efficient for each note?
6. What was heard? noticed?
7. What was liked/disliked about what

was heard?
8. What can be done to change what

was disliked?
Intermediate Student

All of the above, plus
9. What sound of the instrument is de-

sired?
10. Does the instrument sound as de-

sired?
11. Is the instrument in tune?
12. What thoughts were present (or

not) while playing?
Advanced Student

All of the above, plus
13. Has the desired result been

achieved?
14. What questions have not yet been

asked?
15. Is it time to move on to the next

stage?

ORGANIZING LEARNED NOTES INTO
PHRASES/SECTIONS
Beginning Student

1. What is the goal of this practice ses-
sion?
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2. What note/phrase/structure pat-
terns are noticed?

3. Are muscles relaxed? Is there ten-
sion anywhere?

4. What was heard? noticed?
5. What can be done to change what

was disliked?
Intermediate Student

All of the above, plus
6. What elements make/unify each

phrase/section?
7. What is the rhythmic/dynamic/tonal

shape of each phrase/section?
Advanced Student

All of the above, plus
8. What resources are available to pro-

vide a sense of the standard performance
practices for this music? Where can
these resources be accessed?

DEVELOPING A SENSE OF SPONTANEITY IN
PRESENTATION
Beginning Student

1. What is the goal of this practice ses-
sion?

2. Is there another way to perform this
music? Which is preferred? Why?

Intermediate Student
All of the above, plus
3. How many different ways can this

music be performed/presented?
4. What should be communicated to

the listener/audience in this perfor-
mance?
Advanced Student

All of the above, plus
5. How can feedback from the listener/

audience be obtained? evaluated?

Bill Cahn has been a member of Nexus
since its formation in 1971, performing
on concerts, films, recordings and broad-
casts all over the world. He was Princi-
pal Percussionist of the Rochester
Philharmonic from 1968 to 1995 and per-
forms as soloist with symphony orches-
tras and at music festivals throughout
the world. Bill has produced eight CDs,
written books and articles about music
and percussion, and conducted pops and
educational programs. His workshops in-
clude the subjects of careers in music,
the business of music, improvisation,
and percussion performance.     PN
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The arc of a musician’s practice rou-
tine changes over time and varies
from player to player. Some musi-

cians practice consistently and inces-
santly, well into middle and old age,
while some never seem to spend much
time “woodshedding.” I suspect that most
of us fall into that large, middle, gray
area.

When I was a young drummer I prac-
ticed a lot; or, I should say, I played the
drums as often as I could. Much of my
practice routine was of an ad-hoc nature
and relatively undisciplined; I just
wanted to play. I played along with LP
(vinyl album) recordings, and played so-
los with different imaginary bands in my
head. Frankly, I never practiced much in
the drum solo area, as my goal was to
play in a band with the grown-ups I ad-
mired.

Toward that end, my childhood sum-
mers were sort of a nirvana in which I
got to play in jazz bands at the various
music camps I attended. My parents,
bless their hearts, drove me all over the
country, once from New Jersey to Califor-
nia, so I could study in those camps. The
excitement and inspiration from being
with the other students as well as the in-
credible faculty that included Alan
Dawson, Louis Hayes, Charlie Perry,
Clem DeRosa, Ron Carter, Jimmy Garri-
son, Oliver Nelson, and the entire Stan
Kenton Orchestra, was intoxicating. I got
my jazz “fix” each summer and spent the
rest of the year playing, listening, pre-
paring, and dreaming of the next
summer’s camp. When I was seven, I
even met my future boss and bandmate,
Joe Zawinul, who was playing with Can-
nonball Adderley’s Sextet, at one of those
camps.

I began taking lessons at age five and
my curriculum consisted of a few books,
unlike the quantity available today, along
with some reading of big band or show
charts provided by my teacher, John
Civera. Mostly though, I enjoyed a steady
diet of listening to as much jazz and eth-
nic percussion as my teacher and parents
could find. Also, it didn’t hurt that both of
my older sisters were dating jazz musi-

cians, who kept my listening library cur-
rent and pretty hip. And so I listened,
played along, listened, played along, and
so on. My teacher did not place too much
importance on my mastering the drum
rudiments; my inattention to those basics
would rear its head in later years.

Fortunately, there was a man who
would come to the rescue. At one of the
summer camps I met Indiana University
Professor George Gaber, and at the age of
twelve I received my first “legit” snare
drum instruction. That was the begin-
ning of a lifelong course of study and ap-
preciation for the beauties to be found in
percussive basics: tone, touch, response,
timbre, and, of course, rhythm.

Looking back at my Lesson Plan book,
most of Gaber’s comments, instruction,
and practice assignments had to do with
the relationship between the hand, arm,
wrist, stick, and the drumhead. He fo-
cused my attention on the fascinating
world of the basics. Even though my
practice discipline will never place me in
the pantheon of practice-room greats,
Gaber enabled me to get the most out of
my time with the instrument.

Some notes for you to consider.
1. If I ever got, or get, “stuck” on a par-

ticular passage or technical challenge,
his advice was to take a break and step

outside for some fresh air. Go for a walk,
play some ball, watch TV, and then go
back to the practice room and attack the
challenge with a fresh mind and attitude.
It works!

2. When learning a piece of music for
memorization, I would first read through
the entire piece to master the notes as
best I could. Then, I would start at the
beginning and play the first page over
and over again until I felt that I knew it.
Next, I would turn the page over and
start from the beginning, playing all the
way through pages two, three, and so on,
learning the entire piece. This was the
method I used to learn and memorize
Milhaud’s percussion concerto in a day or
two, having decided at the last moment
to enter the Interlochen Arts Academy
(my high school) concerto competition. I
think that one of Gaber’s most influential
aspects was his experience as a New York
free-lance and studio percussionist; those
guys didn’t mess around when it came to
practicing or learning a piece of music.

3. Professor Gaber told me that seeing
some of his students spending hours in
the music school’s practice room did not
especially impress him. He advised that
if I could concentrate and focus and ac-
complish one improvement during a prac-
tice session, then a 15- or 30-minute

BY PETER ERSKINE

The Art of Practice
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play. Practice or play MUSIC!
7. Relax when you play! Be aware of

your breathing, posture, hands, arms,
legs, and feet.

8. It is a good idea to RECORD some of
your practice sessions.

9. Remember, quality is more impor-
tant than quantity!

10. Warming-up is some of the impor-
tant and rewarding practice you can do.

11. A terrific idea for practicing read-
ing (non interpretive, like snare drum
music, as opposed to drumset/big band
charts) is this: Take a simple page of ex-
ercises, something that has combinations
of quarters and eighth notes, and read/
play that page at a breakneck tempo.
Terrific for the ol’ hand-eye coordination!

12. Try to remember: this is music!
While music is the holiest of holies for
most musicians, it is not brain surgery.
Don’t get discouraged. Stay inspired.
Play what you hear. While practice time
is essential for building up your chops, its
most important function, I believe, is to
build up your self-awareness as a musi-
cian and a human being.

Peter Erskine began his professional ca-
reer at age 18 with Stan Kenton and
went on to play with Maynard Ferguson,
Weather Report, Steps Ahead, Steely
Dan, Kenny Wheeler, Gary Burton, and
many others. He has recorded over 400
albums, and has won a Grammy for his
work as well as an honorary Doctor of
Music degree from the Berklee College of
Music, plus numerous readers polls in

practice period was more than enough. In
other words, focus on a goal and work to-
ward it.

4. When I got the call for the Steely
Dan 1993 summer tour, I only had a
couple of days in which to practice and
prepare for the gig. All that year, I had
been playing in some pretty far out jazz
groups, so I realized I needed to get my
head, hands, and feet into some sort of a
rock-steady mode. I practiced the sim-
plest rock and pop beats, most of which
were the staple beats of the Steely Dan
library, the exception being Bernard
Purdie’s ingenious beat for “Babylon Sis-
ters.” Jeff Pocaro’s excellent video demon-
stration of that beat helped a lot! In
addition, I first practiced these beats
with a click track or metronome at a
quarter note =110 bpm, followed by 114
bpm, then 106 bpm, and so on. In a few
hours time, I was able to focus and get
myself mentally ready for the first day’s
rehearsal and count-off by the director.
That first day was the most crucial part
of the entire gig!

5. Now I spend most of my time either
practicing specific areas for an upcoming
job, or on a problem area I’ve noticed
when playing. Also, I practice tone pro-
duction or simple timekeeping, as I feel
that my drumming remains fresher by
not working too many things out in ad-
vance. I like to take my chances on a gig
when it comes to fills or solos, but want
to make certain that my time is steady
and consistent. Practice always helps!

6. Compose at the drumset when you

magazines. He runs his own record label,
Fuzzy Music, and can be reached at his
Web site, www.petererskine.com. His lat-
est educational efforts are centered
around the trilogy of books he has writ-
ten for Alfred Publishing, Drumset Essen-
tials (Volumes 1–3). His latest recordings
are Badlands with his trio, and the
double percussion concerto “Fractured
Lines” with Evelyn Glennie, Leonard
Slatkin and the BBC Symphony Orches-
tra.     PN

The deadline for nominations for
members to the 2004 PAS Board
of Directors has been extended to
May 1, 2003. All PAS members
are eligible for nomination. Self
nominations are acceptable.

Nominations must be made in
writing and should include
nominee’s name, address, tele-
phone number, fax number (if
available) and E-mail address (if
available).

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

PERCUSSIVE ARTS SOCIETY
BOARD NOMINATIONS
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During study in a college or univer-
sity percussion program, finding
enough practice time can be stress-

ful. There are many reasons for this. Your
private teacher assigns a large amount of
material to learn before the next week’s
lesson, your ensembles require a certain
amount of practice between rehearsals,
and classes also take up quite a bit of
time.

Balancing this time in a simple and ef-
ficient way is one solution to the problem
of a stressful practice week. I have dis-
covered a technique of time organization
that works for me. Here is how I organize
my weekly private lesson material.

First, I know that I will be practicing
my lesson material for three hours a day,
every day of the week. I also know the
material that my teacher has assigned
because it is written down in a notebook
that I bring to each lesson. If I don’t write
down all of the material I am responsible
for in my next lesson, I am bound to for-
get something. Because I know these two
things—the material to be learned and
the time needed to learn it—I can then
make a chart. I spend fifteen minutes or
less every week organizing the material
that is assigned to me into a chart.

Let’s say that this is the material that
I have to prepare for my next lesson:

Assignment for April 11
Arpeggio exercise #5
Delecluse Vingt Etudes #3
LH exercise #2
Green p. 32
Green solo piece
Rep from orch literature 1
Rep from orch literature 2
Double-stop etudes 16, 17, and 18

I analyze each piece or exercise in or-
der to determine whether it needs to be
practiced in every practice slot, or
whether it can be cycled every few days
into my practice time. The arpeggio exer-
cise, the Delecluse, the LH exercise, and
the solo piece will require practice three
times a day. The other pieces can be prac-
ticed every few days. Knowing this, I am
ready to make my chart.

BY ROSS KARRE

Charting Your Practice

Friday

Saturday

Sunday

Monday

Tuesday

Wednesday

Thursday

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Double Stop 16

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Green p. 32

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Double Stop 16

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Green p. 32

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Double Stop 16

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Green p. 32

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Double Stop 16

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Double Stop 17

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Orch rep 1

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Double Stop 17

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Orch rep 1

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Double Stop 17

Arp #5,
LH ex #2,
Delecluse #3,
Green Solo piece
5 minute break
Orch rep 1

Arp #5,
LH ex #2,
Delecluse #3,
Green Solo piece
5 minute break
review

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Double Stop 18

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Orch rep 2

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Double Stop 18

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Orch rep 2

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Double Stop 18

Arp #5
LH ex #2
Delecluse #3
Green Solo piece
5 minute break
Orch rep 2

LESSON

Practice Hour 1 Practice Hour 2 Practice Hour 3
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Every time I practice, I start with
the daily material, take a five-
minute break, and then practice the
material that is cycled in every few
days.

The chart has more than just or-
ganizational value. It can also be
used as a tool for analyzing the time
it takes to learn something. I may
find that I have allotted too much
time for a particular element of the
material and too little for another. I
have been using the chart system
for over a year and now consider
myself an expert on determining
how long it will take me to learn a
specific item in the assigned mate-
rial. This, to me, is a useful skill.
This chart also helps reduce the
stress caused by deciding what to
practice when I get into the practice
room. This way, I open my notebook,
complete what is written down on
my chart, and then go do some other
school-related thing.

It is extremely satisfying to use a
chart like this because you can see
your progression like no other prac-
tice technique that I have used. I
only use this chart for my lesson
material; I practice for my ensembles
during a different part of the day.

Another great use for the chart in-
volves the incorporation of the metro-
nome. Often, I will begin an exercise or
solo at an extremely slow tempo that al-
lows me to play the piece without mis-
takes. I write down this tempo. I subtract

it from the goal tempo, divide by the
number of times that piece occurs on my
chart, and then steadily increase the
tempo of the piece each time it occurs on
the chart. Right now I can play the LH
exercise #2 at 60 bpm. My goal tempo is
160 bpm. I will practice it twenty times
between now and my lesson. I can there-

fore increase the metronome by 5
bpm each time I practice. Not only
will I be able to play the exercise at
160 bpm by the time I get to my
next lesson, I will be able to play it
extremely comfortably at 160 bpm.

This chart can be adapted to fit
specific needs. It would be easy to
alter this chart to accommodate
someone who has time for four
hours of lesson practice a day or
someone who doesn’t practice on
weekends. I highly recommend that
any serious percussionist try this
technique for at least a week. I
guarantee you will be satisfied by
the results. More importantly, you’ll
be stress free.

Ross Karre began playing percus-
sion in the fourth grade, at which
time he studied with jazz drummer
Larry Ochiltree. Four years later
his focus shifted toward orchestral
percussion and marimba. Ross has
won numerous prizes for his percus-
sion performance skill as well as his
composition skills. Ross attended
Interlochen Arts Camp for two ses-
sions where he studied with Keith

Aleo, Interlochen Arts Academy for one
year where he studied with Dr. Amy
Lynn Barber, and he now attends the
Oberlin Conservatory where he studies
with Professor Mike Rosen. Ross hopes to
pursue a professional percussion career
in either the orchestral field or in a con-
temporary chamber ensemble.     PN
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My personal study development
has taken me through several
stages. The experience that set it

in motion was the premiere of the piece
Minoru Miki wrote for Keiko Abe and the
New Percussion Group Amsterdam, “Ma-
rimba Spirituals.” The first performance
was at the Concertgebouw in Amsterdam
in 1984.

Just before we had the first rehearsal
of this work with Keiko, she told us she
had just received the marimba part a few
days ago and had devoted all her time in
the airplane from Japan to Amsterdam
studying the score. I thought she would
have the music at the first rehearsal, and
that we wouldn’t play through the whole
piece that day. To my sur-
prise, she played the
whole piece perfectly from
memory. I was amazed
and asked her all the
questions I could think of
in order to understand
how she did that.

That was really the be-
ginning of my practicing/
learning/studying method.
After this I tried to learn
scores in my head, just
with the music, without
the instrument. It worked
after a lot of effort, but
took longer than learning
a piece from behind the in-
strument. I was deter-
mined to figure out how it
worked, so I set out to de-
cide on a strategy.
Through the years my
strategies have changed
one hundred times, gotten
worse and better, and are
still developing. Every new
strategy actually kept my
attention on the job of
practicing and made me
think about what I was do-
ing. This made all the dif-
ference: I concentrated.

It was important for me
to be able to learn pieces
quickly, having only little

My Personal Practice Method
BY PETER PROMMEL

practice time because of my orchestral,
teaching, and chamber-music jobs. I
made several discoveries, of which a few
important ones are mentioned here.

A NEW PIECE
Learning an unknown piece without

the instrument is very difficult. Learning
an old repertoire piece or a piece you
played by heart before is much easier.
Use well-known pieces to develop your
imagination. Imagine the instrument in a
certain place, with you standing behind it
and playing through the piece. Imagine
feeling the movements, hearing the
notes, seeing the bars, sensing the lines.
Your arms might move like a conductor

or like a player, or not at all. You will find
it easier to listen for the “big line” of the
music.

Learning a new piece is more difficult,
so the first priority is to get to know the
piece. Playing straight through or sight-
reading does not help you get to know the
piece quickly. Rather, you should analyze
a new piece by studying the score or part
to discover the structure and see the
form. This will help you get a mental im-
age of the piece. Record the piece as you
play it slowly so that you can get familiar
with the notes and rhythms when you lis-
ten to it later. At a slow tempo, all the de-
tails will be clear. You can also conduct
the piece as you follow the music to get

an overview of it. I do all of
these things regularly. I al-
ways record my first prac-
tice session of a piece, no
matter how slowly I play.
All these steps count as
practice, and the hands-on
practice behind the instru-
ment will then go much
faster.

MEMORIZING
To memorize a piece, I

record the notes slowly,
phrase by phrase, and lis-
ten to them on my car ste-
reo. I’ve discovered that I
also learn when I don’t
concentrate on the music
directly. The music is there
and I am reminded of it of-
ten, like ten times a day.
I’ve found I can only really
concentrate for a few min-
utes at a time, so I’ve con-
structed a three-minute
study plan: every three
minutes I change the sub-
ject, from learning notes to
studying technique, to
playing through a section,
to recording. This very
structured way of practic-
ing goes better when I or-
ganize the practice time in
the same way every time I
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practice: six or seven subjects for each
half hour.

Concentration is on the details. Later I
start to record the outline of the piece on
a tape recorder and play along with this
tape. I’ll speak the tempo changes, time
signature changes, and even dynamics
into the tape recorder as they appear in
the music. While playing along I pay the
utmost attention to the details; the big
line is already on the tape so I can’t loose
that. It makes me react fast to the direc-
tions on the tape.

This was exactly what I needed for the
pieces I had to play with several modern
music ensembles. I started slowly and
moved up the tempo when I felt too com-
fortable playing through a piece; I didn’t
wait for that “bored” feeling to set in.

PERCUSSION CONCERTO
The “Percussion Concerto” by

Jonathan Harvey that I played was so
difficult, and there were so few rehears-
als scheduled with the orchestra (for a
live television concert), that I decided to
get to know the whole orchestra score in
the same way. I recorded the orchestra
parts phrase after phrase—melodies,
rhythms, and time signatures, singing
them into a tape recorder and then play-
ing along with this tape. It enabled me to
do the live TV recording flawlessly and
not get confused by any surprises the
fantastic orchestration had to offer. The
live performance was later issued on CD
on Nimbus Records (NI 5649).

Now I practice very little; it is just a
matter of getting the right information
into my head. When you know it, you can
just do it.

SETTING UP A PRACTICE STRATEGY
You can choose whether to learn a

piece a small step at a time or to just
play through a piece. However, it is diffi-
cult to practice and plan the next move at
the same time. There is a better chance
that you will actually keep to the small
steps if you plan all the detailed steps in
advance. A strategy for this detailed
practice will help you to control your
practice time enormously. In addition to a
strategy, consider the following.

Motivation
Motivation is essential for concen-

trated practice. Ask yourself what moti-
vates you and accept that any reason is
good enough, such as (1) a lesson coming

up, (2) a promise to someone, (3) a re-
hearsal, (4) a competitive feeling, (5) a
concert, (6) your own standard that has
to be met, (7) or your own study plan that
has a deadline.

The best motivation is to understand
yourself. If this motivated condition is
met, it is important that you have both a
good practice method (what to do) as well
as good study habits (when and how you
do it). Both these facets help you to prac-
tice at times when your motivation or
general energy is less than you wish or
when other things in your life make it
hard to concentrate. All players have
these times, students as well as profes-
sionals. When you practice, it is produc-
tive to have a list of specific things to
work on.

Study habits
A consistent study habit is especially

useful when you have a lot of free time.
This helps you concentrate on the many
things you have decided to practice.
When you have very little time to study,
you get creative in allocating your time
for each item on your schedule, and you
might develop a good study habit or
strategy. Try to use this strategy also
when you have long days of practice in
front of you. With the help of the follow-
ing subjects you may create a good study
method and several study habits. To be
more practical I have ordered some ideas
for a good strategy in the following five
categories.

1. Details
1. Decide what details are important

(underline in the music, copy, or list sepa-
rately). Fill in your study plan clearly
and neatly. Make sure it is written in the
right place and day. Use clear shorthand
to describe what kind of work you have to
do (L = learning, D = Doing, T = theory,
etc.), and don’t abandon your strategy
(e.g., do the theory before playing
through the music).

2. Read the task for the day carefully
and check your study plan first, before
you start to play. Know to what aim the
task is directed and think about this be-
fore you start to play. Determine what
you know already in order to accomplish
this small task correctly.

3. Study sufficiently the theory and
form of the piece.

4. Check your notes before you prac-
tice. This includes the notes you made af-
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place where you will not be disturbed.
Lock the door if necessary and have a re-
cording device easily at hand.

4. Time allocation
1. Allocate your time to the various

things you have to learn. Take a break
before you start practicing, but don’t
make it too long (e.g., fifteen minutes).
Use the time to focus on what you are go-
ing to do, read your schedule, and imag-
ine how the practice session is going to
help you.

2. Try to practice the same amount of
time every day. When you have only a
few things to do, use the leftover time to
work ahead or to repeat the previous ma-
terial. Create a practice routine.

3. Take a short break (five minutes) ev-
ery twenty or thirty minutes, and really
do something different during the break.
This will help you maintain concentra-
tion. If you study for a longer period,
have more short breaks, take a walk,
have a talk.

4. Make a note of the subjects you did
not plan well. During practice time you
get to know yourself. Your goal is to per-
fect your practice schedule. Learn to do
the same work in less time.

5. Create a written schedule
1. Before your practice time starts,

make a schedule and plan the things you
want to do.

2. A few days before you actually do the
practicing for a particular project, get an
overview of the project, the goal, the
theory, and the strategy for what you
want to practice.

3. Begin a study period with a warm-
up or something easy, then proceed with
the section that needs the most concen-
tration, and save the repetitions for the
last thing you do.

4. Make a contrast between learning
notes (brainwork) and repeating and pol-
ishing passages (handwork). Make hand-
work out of brainwork: concentrate on
the musical phrase and flow when trying
to memorize music.

5. In a book, keep a record of the plans
you have been using. Look back at how
you ordered your study time in the past.
Try out your own ideas and develop your
personal method or strategy for learning.

Putting it all together: Learning a new
piece

There are two kinds of facts to learn

when you start working on a new piece:
(A) interpretation of the phrases (e.g.
feelings/meanings/music insight/experi-
enced interpretation) and (B) memoriza-
tion of the notes (e.g., facts/reproducing).

Here is a summary of ideas that will
help you learn a new piece:

1. Check the main lines and parts of
the piece and index the large form in the
sheet music. You can use letters (A, B, C,
etc.) to delineate sections. Make a plan of
the form of the piece, like an illustration.

2. Mark the tempo changes; figure
them out at your desk, away from the in-
strument. Mark modulation changes,
write groups of notes that form the
“scale” the composer uses. Read the
scales or modalities, then write the note-
sequence separately.

3. Read over the piece carefully (with-
out playing), analyzing the rhythms and
adding up the note values. Use a pencil
to make it clearer.

4. Ask questions to yourself about the
piece such as: What is this piece about?
What does the title mean or refer to?
What are the similarities to pieces I
know already? Which questions would
my coach/conductor ask me? What would
he or she want me to be able to do? What
specific techniques are used if the piece is
an etude? What can I use this piece for?

5. Analyze and/or underline short re-
peated statements.

6. Make notes in the music as to how
you might orchestrate it.

7. Make a one-word characterization of
the essence of a given section of the piece
and how you would interpret it.

8. Look up words that you don’t know.
9. Play the piece in large form, with

your own notes, not the written notes,
improvising as you go.

10. Write out the piece in shorthand,
using notes and words and direction
signs, then do a “drawing” of the piece
from memory away from the instrument.

11. Finally, practice the notes slowly,
and let them fall into place. It makes you
feel comfortable and relaxed if you never
practice too fast. It also helps you to
make sure you don’t miss any spots. This
is particularly important if you have a
short time to learn a piece.

12. Determine what phrases make use
of scales, arpeggios, or groups of notes
that you are already familiar with, and
what note sequences are new for you.
Play them at random, in scale fashion, in
sequences.

ter a lesson or during a master class.
5. Work neatly; it will stay in your

memory exactly the way you put it in.
6. The way you start your practice rou-

tine will be your method. Your brain can
take in information for a few minutes at
a time only. What you do in the first few
minutes affects your playing style and
musicality.

7. Concentrating on mere technique
and losing sight of the musical goals af-
fects your playing style. Even a technical
exercise has a musical goal, a musical
imagination, and a musical line.

2. Self-control/self-criticism
1. Exercise self-control; check yourself

often, as a sportsman does. Check how
you keep to your schedule.

2. Repeat things often, going back to
them after doing other things.

3. Continually question yourself about
what you have learned. Talk aloud to
yourself. Teach yourself!

4. Pay attention to mistakes you make
often, and consider why they happen.
Play the corrected version several times
and repeat often. Remember that mis-
takes you make often are learned incor-
rectly. Check mistakes and relearn these
passages directly after a performance, or
the next day; do not wait until the next
performance. Do the work while it is
fresh in your mind. Make notes of the
mistakes you have made and why they
have happened.

6. Organize the work you will have to
do tomorrow before you stop practicing
today. This is the right moment to make
strategic decisions.

7. Check everything you have learned
by recording it.

8. When your momentum runs down,
through lack of concentration or energy,
check your previous notes to re-set goals
to concentrate on for that practice period.

3. Order in the workroom
1. Always practice in the same place

and keep it orderly. Don’t have a clut-
tered work environment. Make a little
corner at a desk where you can work with
your notebook, metronome, study plan,
and music.

2. Make sure there are no distractions.
Leave no other interesting things at the
place where you practice (CDs/books/
magazines, etc.) Turn off your mobile
telephone.

3. Make sure the room is situated at a
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13. Verbalize your discoveries by ex-
plaining the piece to anyone who will lis-
ten to you. By verbalizing, you hear it
yourself, which will function as a double
entry into your brain.

14. Make a list of the places you find
hard and those you find easy, using bar
numbers and metronome markings.

15. Practice section by section without
loosing the overall view of the piece. Al-
ways put details in perspective of the big-
ger line.

Going through all these steps in detail
makes you study the piece in many dif-
ferent ways. It helps you concentrate and
makes you aware of all facets of the
piece. Your awareness about your prac-
tice style and knowledge about the piece
will merge together into a practice ses-
sion that will give you enjoyment and
benefit you enormously.

Peter Prommel has been teaching in the
Conservatory of Amsterdam, Holland,
since 1986 and in the Hochschule für
Musik, Detmold, Germany since 1998. He
was a jury member in the 1997 Leigh
Howard Stevens marimba competition
and the 2002 trio competition in Luxem-
bourg. He has been percussionist with
the Netherlands Radio Chamber Orches-
tra and the Netherlands Wind Ensemble,
having recorded over 50 CDs. Peter plays
regularly as a soloist with Dutch orches-
tras, including the Dutch Royal
Concertgebouw Orchestra. He recorded
Jonathan Harvey’s “Percussion Concerto”
on the Nimbus Records label with Peter
Eötvös conducting the Dutch Radio Phil-
harmonic Orchestra.     PN

“Avoid frenzied practice.
Practice without hope
and without despair.

Don’t be elated when it
goes well or despondent

when it goes poorly.
Calculated, unemotional

practice is best.”
—Michael Rosen

PURPOSE: The purpose of the Percussive Arts Society International Percussion Ensemble
Competition is to encourage, promote and reward musical excellence in percussion
ensemble performance and compositions by selecting the most qualified high school
and college/university percussion ensembles to appear at PASIC.

AWARDS: Three high school and three college/university percussion ensembles will be
invited to perform at PASIC 2003 (November 19–22) in Louisville, KY. All ensembles
will be featured in Showcase Concerts (Thursday, Friday, Saturday). 50 minute program
(per ensemble) maximum.

ELIGIBILITY: Ensemble Directors and/or Professional Soloists are not allowed to partici-
pate as players on the tape. All ensemble members (excluding non-percussionists, e.g.
pianists) must be members of PAS and currently enrolled in school. This will be verified
when application materials are received. Ensembles which have been chosen to
perform at PASIC may not apply again for three years (resting out 2 PASICS).

PROCEDURES: 1. Send three (3) identical non-edited tapes (cassette/CDs only) to PAS, 701
NW Ferris Ave., Lawton, OK 73507-5442. Tapes should demonstrate literature that you
feel is appropriate and not exceed 30 minutes in length.  Tapes should include only
works that have been performed by the ensemble since January 2002. Include program
copy for verification. All compositions and/or movements of music must be performed
in their entirety. Tapes/CDs become the property of PAS and will not be returned. 2. The
tapes/CDs will be numbered to ensure anonymity and will then be evaluated by a panel
of judges. 3. Invited groups are expected to assume all financial commitments (room,
board, travel), organizational responsibilities and to furnish their own equipment. One
piano will be provided (if needed) as well as an adequate number of music stands and
chairs. PAS will provide an announcement microphone. Additional audio requirements
must be provided by the performing ensemble. 4. Ensembles will be notified of the
results in June.

CATEGORY:     ❑  High school       ❑  College/University
ENSEMBLE’S NAME ____________________________________________________________
SCHOOL NAME ______________________________________________________________
ENSEMBLE DIRECTOR’S NAME____________________________________________________
ADDRESS __________________________________________________________________
CITY _________________________________________ COUNTRY ____________________
STATE/PROVINCE _______________________  ZIP/POSTAL CODE _______________________
TELEPHONE NUMBER (include area code) _________________________________________

ENSEMBLE DIRECTOR’S PAS MEMBERSHIP CODE NUMBER: _____________

ON A SEPARATE PAGE LIST ENSEMBLE MEMBERS AND THEIR PAS MEMBERSHIP NUMBERS (PLEASE NOTE:
WITHOUT ENSEMBLE MEMBERSHIP NUMBERS AND NAMES YOUR APPLICATION CANNOT BE PROCESSED.)

TO ENSURE THE SAME QUALITY AS THE PERFORMANCE TAPE, PLEASE INDICATE THE NUMBER OF RETURN-
ING ENSEMBLE MEMBERS: __________________

PLEASE INCLUDE A $25 U.S. CONTEST APPLICATION FEE; MAKE CHECKS PAYABLE TO PERCUSSIVE ARTS

SOCIETY.

I HEREBY CERTIFY THAT I HAVE READ THE REQUIREMENTS AND REGULATIONS STATED ABOVE AND UNDER-
STAND THAT FAILURE TO ABIDE BY THESE REGULATIONS WILL RESULT IN THE DISQUALIFICATION OF OUR

ENSEMBLE.

SIGNATURE OF ENSEMBLE DIRECTOR _______________________________________________

Deadline is April 15, 2003.  All materials (application fee, application form, student
membership numbers, 3 cassette tapes/CDs, programs for verification) must be
received by April 15, 2003.

PAS 2003 INTERNATIONAL
PERCUSSION ENSEMBLE COMPETITION

PAS 2003 INTERNATIONAL PERCUSSION
ENSEMBLE COMPETITION
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Developing a good practice routine is
fundamental in a drummer’s devel-
opment, but it seems to be very dif-

ficult for many players to construct an ef-
fective practice routine. Too often,
drummers practice what they can al-
ready do, ignoring their problem areas.
Obviously, it is much harder to recognize
your weaknesses and develop a game
plan, and probably a little discouraging
at times. The player or teacher must set
goals and know exactly what needs to be
worked on in the short and long terms.

First, the player or teacher must take
a good look at the problem areas and
come up with a logical plan with which to
achieve success. Time allotment is criti-
cal with many students because they
tend to “goof around” too much or, worse
yet, they stay on one thing far too long
(e.g., two hours on the rudiments). Think
about dividing the practice session into
four different areas: technique, styles,
reading, and soloing. The trick is cover-
ing all of this material every time you
practice. What is the recipe for successful
practice routine?

The following four areas of concentra-
tion should be addressed in all practice
sessions, with a different percentage of
time being dedicated to each one in every
session. These areas don’t need to be
practiced separately, as you will be ad-
dressing technique while working on
style, and soloing while working on read-
ing. There are going to be weeks where
Latin really needs work or reading needs
a strong touch-up for an upcoming gig, so
be flexible with your routine, but do try
to touch upon each area in some fashion.
With some thought and the right mate-
rial, all four areas can be covered in cer-
tain exercises or charts. Some days, you
might only spend fifteen minutes on solo-
ing, and on other days, maybe an hour.
Within each area there are many vari-
ables to focus on, so it should never get
repetitious. Practice should be inspira-
tional, not drudgery.

Play-along tracks should be used

Developing a Good Practice
Routine

BY STEVE HOUGHTON

whenever possible to ensure a musical
approach to practicing, providing the
player with a “band” experience, always
building the ears along with the hands
and feet. It is also important that a “per-
formance mentality” be developed when
practicing, using all of the intensity and
focus that is needed in live performance.

AREAS OF CONCENTRATION
Technique

Snare drum technique is an important
element of practice, with snare drum be-
ing the foundation of almost everything.
There are plenty of good snare drum
books available. I recommend George
Lawrence Stone’s Stick Control to get
your hand technique pointed in the right
direction.

Ride cymbal technique is sometimes
overlooked but must be addressed be-
cause it reflects a drummer’s sound and
personality. The grip is fundamental in
gaining speed and finesse, and the stroke
distance and playing area determine
what kind of sound you will get out of the
cymbal.

Bass drum/hi-hat technique can best
be addressed while working on styles.
Too many drummers work on technique
separately, never finding a way to inte-
grate the new-found ideas into their play-
ing. Again, there are many books and
videos that concentrate on the feet.

Four-way independence is something
we all strive for but, again, the more this
independence goal is adapted to music,
the more natural it will sound in perfor-
mance. I suggest that players build their
techniques from their ideas, and not vice-
versa. The best ideas come, in large part,
from interplay with other musicians.

Playing brushes is like playing another
instrument with a different set of tech-
niques and strokes. There are several dif-
ferent approaches to playing with
brushes; however, listening to great
brush players is one of the quickest ways
to gain concepts and gather ideas.

Style
A player sounds like what he or she lis-

tens to; therefore, the importance of lis-
tening can’t be underestimated. A good
sense of style comes from having a broad
concept for the music, which comes in
large part from listening to and studying
the music in question. We basically deal
with three stylistic areas in contempo-
rary music: jazz, Latin, and rock. And
within each style, there are many sub-
styles that must be investigated.

Jazz can be confusing to the beginning
drummer because it demands some im-
mediate coordination and musicality
(phrasing). The quickest and easiest way
to learn about jazz is to listen to it. Some
of the substyles include big bands
(swing), small groups (bebop), vocal jazz,
and Dixieland jazz.

Rock/fusion music is a style most of
us have grown up with, but it is con-
stantly evolving and changing. The radio
is a great source of information regarding
contemporary rock styles, so stay tuned.

Latin music is an extremely popular
and important style in today’s music
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One Marimba...is custom made to order giving artistic preference
for voicing, choice of tuning standards, and frame configuration.

One Marimba... gives you the choice of a wood frame or an adjustable height
metal frame, hand selected Honduras Rosewood bars, and resonators
in rich burgundy, traditional black or a lustrous gold.

One Marimba...leads the industry in design innovation.

Anouncing the

Zeltsman Marimba Festival
Co-Sponsored by ZMF, Inc. & Marimba One

July 16-19, 2003
Lawrence Conservatory of Music
Appleton, Wisconsin USA
Nancy Zeltsman, Artistic Director

2003 Faculty:
Anders Åstrand, Bogdan Bacanu,
Ricardo Gallardo, Dane Richeson,
Jack Van Geem, Nancy Zeltsman

Includes 28 Marimba Events
8 concerts (open to the public), 12
master classes, 5 lectures, 3 private
lessons & daily practice time.

For detailed information, please visit:
www.ZMF.us

Order a 5-octave Marimba One by April 30,
2003 and receive a $400 tuition discount
to the ZMF.
Contact: percussion@marimba1.com Toll Free (888) 990-6663 (U.S. only) • (707) 822-9570 • Fax (707) 822-6256

E-Mail: percussion@marimba1.com • www.marimba1.com
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scene. Listening to the different types of
Latin music and seeing Latin groups in
live performance will help build the foun-
dation for this music. Initially, two per-
formance areas must be examined:
Afro-Cuban and Brazilian.

Reading is the most misunderstood,
yet one of the most beneficial, areas of
practice because it brings together all of
the other areas into one setting. There
are several different reading formats that
must be explored: rhythmic reading/
snare drum, lead sheets, master rhythm
parts, big band charts, Broadway (West-
end) show music, studio charts.

Soloing must be practiced throughout
the course of the week in at least seven
different formats: melody, form (aaba),
transition solo (jazz to rock), trading 4’s,
8’s, etc., vamps/ostinatos, kicks/figures,
open/free.

I hope these ideas will help you devise
a suitable practice routine. Just never
forget why you started playing the drums
in the first place, to have fun!

Steve Houghton is Internationally re-
spected as a jazz drummer, percussionist,
clinician, and educator. He first received
acclaim with Woody Herman’s Young
Thundering Herd and went on to work
with such artists as Diana Krall, Toots

Thielemans, Christian McBride, Toshiko
Akiyoshi, Freddie Hubbard, Lyle Mays,
Billy Childs, Pat LaBarbera, Arturo
Sandoval, Joe Henderson, and Maureen
McGovern, with whom he tours today.
Houghton’s discography as leader in-
cludes The Manne We Love: Gershwin Re-
visited (TNC), Windsong (SHPERC
Records), Remembrances (Warner Bros.),
and Steve Houghton Signature (Mesa-
Bluemoon). As a percussionist, Houghton
frequently appears as a soloist with or-
chestras and wind ensembles. Houghton’s
educational publications include Do It!
Play Percussion Books 1 and 2 (GIA Pub-
lications), The Ultimate Drumset Chart
Reading Anthology (Alfred), and The
Drumset Soloist (Warner Bros.).
Houghton is Visiting Associate Professor
at Indiana University-Bloomington and
is on faculty at the Henry Mancini Insti-
tute in Los Angeles. His is a member of
the PAS Board of Directors.     PN

“Put life into the music
without doing violence to it.”

—Edwin Fischer

“It is a waste of time to practice fast
at the expense of striking wrong

notes. As you become better
acquainted with the music you will be

able to increase the tempo and still
strike each note correctly”
—George Hamilton Green
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Teachers directly and/or indirectly teach practice strategies
in the way students’ lessons are structured. The sequence
of the assignments and the weekly evaluation (lesson time)

on the students’ progress will have an impact on their overall
problem-solving techniques.

Practice is undertaken alone and, for the most part, is self-di-
rected. It is crucial that a teacher have as much data as possible
in order to accurately advise students on ways to improve their
performance level. The common advice, “You need to practice
more,” may not be accurate unless the teacher knows how long
and in what manner the students spent their practice time.

A strategy I have found effective for efficient, goal-oriented
practice is keeping a practice log. Before I begin my practice ses-
sions for the week, I lay out my goals and assign the appropriate
practice time for each task. Viewing practice time as finite is re-
alistic and aids in maximizing efficiency. Having students keep a
practice log gives the teacher valuable information about how
the student learns. Keeping a log is beneficial to students by
forcing them to make concrete short-term (daily) and long-term
(weekly/semester) goals.

The log also provides students with an opportunity to self-re-
flect, at regular intervals, on their time management and prac-
tice strategies/techniques. The log provides students with an
opportunity to observe their own behavior and alter it when nec-
essary. Self-diagnosis is a major goal of any course of study, and
keeping and discussing a practice log is a step toward that goal.

When students first enter my program, I give them a hand-
book that includes the following advice that Dr. Steven Hemphill
of Northern Arizona University gives his students regarding
practice:

SCHEDULING PRACTICE
One of the most challenging aspects of percussion study is the

administration of personal time for practicing a large family of in-
struments. Although the core of percussion studies centers upon
keyboard, timpani, snare drum, and drumset, evaluated through
the school’s barrier process at the end of each semester, it is vital to
today’s percussionist to explore a wide variety of instruments.
Scheduling balanced or proportional time for all of the instruments
can be overwhelming if a formulated approach is not taken. As
there are numerous possibilities for the assignment of instrumental
study, each student should decide upon a schedule to be followed for
several weeks at a time, making necessary changes in that sched-
ule at the end of the range of time previously determined.

The topics of instrumental study that are focused upon by each
student will depend, to some degree, upon the specific instrumental
areas and literature currently studied in the studio. Nevertheless,
students should attempt to study in areas outside of those current
studio parameters.

In addition to the instrument levels assigned in the semester ’s
applied study, students should always address (and schedule time
for) preparation requirements for each ensemble for which the stu-
dent is a member. This may include percussion ensemble, steel

Specific Practice Strategies
BY JEFFREY MOORE

band, wind ensemble, orchestra, jazz ensemble, marching band,
chamber groups, and recital obligations. Whenever possible, stu-
dents should seek feedback during practice sessions by way of mir-
ror usage, and through video and audio tape recordings. An
investment in portable audio recording equipment can be very im-
portant at any level of study. Working with a metronome and a
drum machine addresses the very heart of the percussionist’s en-
deavor. All musicians should be exposed to the development of self-
expression through improvisation and composition, which is also
enhanced by use of recording equipment.

At the first meeting of the semester, my students and I dis-
cuss approaches to practice and strategies they found successful
and unsuccessful. As a preface to this discussion I distribute an
article on instrumental practice research. The discussion focuses
on the following points from the article.

RESEARCH PERSPECTIVES ON PRACTICE IN INSTRUMENTAL MUSIC
By Bret P. Smith, University of Maryland-College Park
Maryland Music Educator, Nov./Dec. 1999, Vol. 46, No. 2,

pp. 37–40
According to research conducted by K.A. Ericsson and R.T.

Krampe published in Psychological Review, 100 (3), pp. 363–406,
the single factor bearing the greatest influence on skilled perfor-
mance is the amount of deliberate practice. This contradicts the
common assumption that innate factors are also major contributors
to skill: “our review has uncovered essentially no support for fixed
innate characteristics that would correspond to general or specific
natural ability, and in fact, has uncovered findings inconsistent
with that model.” (p. 399). Rather than “talent,” these researchers
see skill as the result of early interest and deliberate practice. Al-
though such a conception is appealing, we must caution ourselves
not to base our conclusions solely on individuals who successfully
acquired expert skill. Consider the individuals who have practiced,
but not achieved high skill and you can discover other contributing
factors. In other words, it is not enough to reason that since the
best players practiced the most over time, that a lot of practice will
necessarily guarantee success. There must be something more to
the picture than that.

Path Model for the process of musical skills development

Individual
Practice

Learner
Characteristics

Instruction

Achievement
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Practice Time: A strong relationship has emerged between the
accumulated amount of deliberate practice time and musical exper-
tise. When the most accomplished players are compared with less
skilled counterparts, the single most important factor correlating
with skill is total time devoted to practice. These are findings ac-
cording to research conducted by J.A. Sloboda (1996) published in
K.A. Ericsson (Ed.) The road to excellence: The acquisition of expert
performance in the arts and sciences, sports, and games (pp. 107–
126). Mahawa, NJ: Lawrence Erlbaum.

Strategy: While daily practice, accumulated over time, appears
necessary for achievement of high levels of skill, what one does dur-
ing that practice time is equally important. A number of studies
have examined practice behavior in both observational and experi-
mental conditions and in this article are drawn some broad conclu-
sions about the strategic nature of effective practice.

At first consideration is the “dissection” of a musical goal (for ex-
ample, an etude or piece) into a manageable series of sub-goals.
Several studies of observing keyboardists practice, Gruson (1988),
Miklaszewski (1989), and Nielsen (1997), report the process in
great detail. In general, performers strategically reduced the
amount of simultaneously processed information by playing short
sections, hand (or pedal) alone, isolating difficult fingerings, and
playing slowly. As the process of practice continued, the players re-
built the piece by playing longer sections and adding various ele-
ments back into the musical whole (Nielsen, pp. 118).

The second, experimental, strand of research is built on a desire
to test the effectiveness of different practice strategies to one an-
other, as well as comparing a strategy to a condition of “no strategy

at all” (i.e., “free” practice). As early as the 1970s, researchers ex-
plored the use of such strategies as recorded models, practice
“scripts,” variable practice (manipulation of rhythm, articulation,
etc. of the target passage), alternating fast and slow trials, “men-
tal” practice, part-marking, and silent analysis. These studies rep-
resent a variety of conditions ranging from short sessions of a few
minutes to periods of several weeks, which makes direct compari-
son of results across studies difficult. Nevertheless, the majority of
these studies demonstrate that the employment of any particular
strategy tends to improve achievement relative to a “no strategy-at-
all” condition.

Learner Characteristics: In achievement-related contexts, en-
tity theorists are concerned with demonstrating their abilities, or
avoiding the demonstration of lack of ability. Challenging tasks are
threatening and avoided, and failure is critically damaging to moti-
vation, persistence, and effective strategy use. On the other hand,
incremental theorists welcome challenging tasks as an opportunity
to learn and improve their skills; failures are viewed as cues to in-
crease effort or try different problem-solving strategies. Psycholo-
gists have used a variety of terms to refer to the goals associated
with these views: those related to documenting or verifying innate
ability have been called ego or performance goals, and those associ-
ated with improvement of individual skills have been called task or
mastery goals.

The research in the article supports structured practice time
as a key to musical growth and success. As teachers, we make
sure we are providing the best advice and instruction so our stu-
dents become self-reliant. Students, who can be their own best
teachers, must learn how to accurately diagnose performance
problems, then create and implement solutions. Teachers that
help build a solid technical and physiological foundation for the
student can focus on interpretation and musicianship. This is
difficult until the student has a firm grasp on how to balance
and manage practice time. If the ultimate goal is to produce self-
sufficient life-long learners, then a structured, incremental prac-
tice approach appears to be an essential step in the process.

Jeffrey Moore is an Associate Professor of Music and the Direc-
tor of Percussion Studies at the University of Central Florida in
Orlando. He received his Bachelor of Music Education Degree
from the University of North Texas and his Master’s Degree in
Percussion Performance from the University of Wisconsin-
Madison. Jeff has served as the Percussion Director of the
Madison Scouts Drum and Bugle Corps, and as Program Con-
sultant/Percussion Arranger with several European, Japanese,
and Indonesian drum corps and bands. Jeff is an associate edi-
tor of Percussive Notes, and is a member of the PAS College
Pedagogy and Marching Percussion Committees.            PN

“Practice keeping steady time with four
metronomes going at once, each one at
a different tempo. That’s what it’s like

trying to hold a band together.”
—Jake Hanna
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Musicians play music. That seems
obvious. However, playing music
isn’t about a paycheck, gigs, or

recordings. Musicians play music because
that is what musicians do. It’s self-expres-
sion, exploration of personal potential,
and the need to communicate with other
musicians. These desires inhabit every-
one who feels connected with playing an
instrument.

In order to develop these desires into a
professional musical career, any talented
student of music must be focused, orga-
nized, and dedicated to this goal. This in-
cludes spending a lot of time making
music in the practice room.

PRACTICE MAKES PERFECT
Make music every day. Dr. Shinichi

Suzuki’s violin method encourages stu-
dents to “practice only on the days they
eat.” This simple suggestion is intended
to encourage young children to make mu-
sic part of their daily routine. For high
school and college students this means
the development of time management
skills. Busy class schedules and assign-
ments can easily take priority over prac-
tice time in a student’s day.

Look ahead and schedule practice time
on your calendar every day of the week.
Then decide your musical goals for the
week. How will you divide your lesson as-
signments into your scheduled time slots?
How will you organize your time for dif-
ferent percussion instruments? When will
you work on ensemble music? Sight read-
ing? Technique? These types of questions
will help you develop your weekly plan.
Write your goals in a notebook and revise
them as needed. Keep this notebook with
your mallets and stick bag and share your
goals with your teacher.

The best goal you can set is the one for
the present. As the practice room door
closes and you are standing in front of the
instrument, ask yourself, “What am I do-
ing right now?” An answer could be, “Per-
fecting these eight bars before my next
class.” Mindless practice will not make
anything perfect. Long-term and short-
term goals will help you define your musi-
cal direction.

Making Music in the Practice Room
BY MARK FORD

It can be easy to waste time in the
practice room and not address all of your
goals for the day. A great way to organize
your time in the practice room is by using
a simple digital kitchen timer available
from any department store (usually
around $5). These timers can be set for
the overall practice period and can also be
set for smaller sections of time within
your practice period. This way, you can
make sure you cover all of your goals. For
example, you have 90 minutes to practice
and you have three areas of music to
cover. By setting the timer to three 30-
minute periods you guarantee that you
will spend time on each of these sections.
When the timer goes off, you have to go
on to the next section of the music. If you
need more or less time on one of the ar-
eas, then make adjustments in your next
practice session.

ONE PIECE OF THE PIE
Most students dive right into a new

composition as soon as it is assigned by
their teacher. The obvious goal is to
quickly learn the notes and rhythms be-
fore the next lesson. However, this usu-

ally results in a weak performance of just
rhythms and notes. Quality music has
much more to offer than that. You would
not eat a whole apple pie at one sitting, so
don’t attempt the equivalent process in
the practice room. Once you have re-
searched the composer, studied the score,
and understand the musical style of the
composition, practice one small section of
the music at a time. Define the expressive
elements of the first phrase and attempt
to shape your sound within the com-
poser’s intentions. Once you feel comfort-
able, move on to the second phrase.

After you have progressed through an
entire section (or the whole composition),
take a pencil and mark your most difficult
phrase or section. This marking indicates
where you should begin practicing. Work
to make your weakest area the very best
section of the work. Then move to the
next weakest area. Record yourself prac-
ticing these sections on a regular basis for
better self-evaluation.

The following quote from Noah Adams’
book Piano Lessons illustrates this point
perfectly: “I am now looking you straight
in the eye and I am speaking slowly and
rather loudly: I believe in marking off, in
every piece we study, all passages that we
find especially difficult and then practic-
ing these passages patiently,
concentratedly, intelligently, relent-
lessly—until we have battered them
down, knocked them out, surmounted
them, dominated them, conquered them—
until we have transformed them thor-
oughly and permanently, from the
weakest into the strongest passages in
the piece.” By consistently strengthening
the weakest areas of your music, you will
gradually be able to play the entire com-
position with confidence and ease.

After you have given attention to each
section of the music (each piece of the
pie), then start to put the pieces together
one by one. Continuity is the goal at this
stage. Depending on the music and your
background, you may reach this stage af-
ter weeks of practice or less. What is im-
portant is not the quantity of music you
play at a given time, but rather the qual-
ity of what you play!
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SPEED KILLS!
Go slow! The development of musical

expression and technique takes time. Ex-
pect the best of yourself and shoot for 100
percent of the notes in the practice room.
If you cannot play all of the notes consis-
tently within the musical framework on
the page, then simply slow down. Slow
practice can help you to focus on the de-
tails. Use a metronome to pace yourself,
and mark your practice tempos in pencil
under each section of the music. Take ev-
ery musical indication on the page into
consideration. Concentrate on control and
technique as if you were playing at per-
formance tempo. Don’t be in a hurry to
speed up. Instead, gradually increase the
tempo as your confidence and accuracy
grows.

Although this process may at first seem
to delay your progress, you will achieve
performance quality quicker this way
than by attempting faster tempos and
making errors. Slow practice helps you to
concentrate on tone and musical direc-
tion. It also ensures that you are confi-

dent and accurate within the stylistic in-
tentions of the composer.

Sometimes students will work on tech-
nical exercises from a method book for
long periods of time. Slow practice will
give you the opportunity to devise your
own exercises from the music you are pre-
paring. Choose those difficult eight bars
from a solo or ensemble selection and cre-
ate an exercise to help you play them bet-
ter. Keep your practice focused on the
techniques you need in order to play your
music.

THIRD TIME’S A CHARM
There are more places to play music

than in the practice room (thank good-
ness!). Students will often work for weeks
on a solo marimba work or chamber selec-
tion and then only perform it once. Then
all of those weeks of preparation are put
away in the file cabinet and work begins
on a new piece. This process allows for
the student to miss an incredible opportu-
nity to become a strong performer. Just as
a work of music needs to mature in the

practice room, it will also need to mature
on the stage.

Performing a work for the first time
can teach the player a great deal of infor-
mation concerning his or her performance
tendencies. I recommend that perfor-
mances be recorded so that students can
listen back and ask questions such as:
“Which sections rush? Is the balance and
blend focused for the melody to be heard?
Do my dynamic changes have real con-
trast? Does the tone of the instrument
and direction of the music fit the
composer’s intentions? Do I establish the
mood of the music?” The work should
then be performed several more times to
allow the student to fine tune the compo-
sition. These repeated performances will
allow the student to gradually become
comfortable on stage and avoid excessive
performance anxiety.

Give yourself every opportunity to get
in front of people and make music. After
you have explored performance opportu-
nities in your high school or college music
program, try contacting civic organiza-
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tions, churches, and community colleges.
These organizations are often eager for
students to come play and talk about
their music and instrument. There are
plenty of opportunities for performances
if you take the time to make contact with
these types of organizations. Each perfor-
mance can help you to grow as a musi-
cian. Your music and your confidence will
be stronger for the experience.

THE SKY’S THE LIMIT
If you are dedicated and persistent

with your goals, there is really no limit to
your level of success. President Calvin
Coolidge once said, “Nothing in the world
can take the place of persistence. Talent
will not; nothing is more common than
unsuccessful men with talent. Genius will
not; unrewarded genius is almost a prov-
erb. Education will not; the world is full
of educated derelicts. Persistence and De-
termination alone are omnipotent.”
Coolidge’s point is clear: hard work and
dedication will help you to achieve your
goals.

Contrary to popular belief, there are

few rules to follow in building any career
in music. You have to follow your heart
and realize that the only limit you will
encounter is your imagination. If you can
visualize or imagine how a certain piece
of music could sound, then you will be
well on your way to finding that sound on
your instrument.

Working with an established teacher
can help expand your thinking, but in the
end, each of us has to make our own deci-
sions. We are responsible for our own edu-
cation. This means we must take every
opportunity to learn as much about our
craft as possible. Find out as much as you
can about your art and work for your own
concept of sound and expression. Listen to
a wide variety of music and explore new
compositions with an open mind. Knowl-
edge and research are powerful tools for
the practice room.

As you approach the practice room, do
so with a sense of mission: to make music.
Because that is what musicians do!

Mark Ford is President of the Percussive
Arts Society and coordinator of percus-

sion activities at the University of North
Texas in Denton, Texas. Mark’s solo ma-
rimba CDs, Motion Beyond and Polaris,
are considered standards for marimba lit-
erature. His compositions are played
regularly at universities and music festi-
vals.     PN

Applications are being accepted for the
chair position of the PAS Education Com-
mittee. Among the many responsibilities,
the chair will facilitate and coordinate the
activities of the committee by examining
and addressing topics and issues related
to the committee and the Percussive Arts
Society.

Deadline for applications: July 1, 2003

Applicants should send a letter of interest
and a current vita to Michael Kenyon,
Executive Director, Percussive Arts Society,
701 NW Ferris Avenue, Lawton, OK 73507.

EDUCATION COMMITTEE
CHAIR SEARCH
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Developing productive practice techniques is one of the
most important things I can pass onto my students.
There is no one way to practice; everyone must find the

system that works best for him or her. Here are some of the key
areas and ideas that have helped my students and me develop
good practice habits.

1. ORGANIZE PRACTICE TIME
a. Weekly: (Mon-Wed-Fri-Sun: snare drum and marimba;

Tues-Thurs-Sat: timpani, drumset) or (Mon-Wed-Fri-Sun: piece
A; Tues-Thurs-Fri-Sat: piece B)

Organizing your practice time is the first step to becoming
productive. Weekly scheduling is very important when we have
a lot of material to work on and a short amount of time. The
above example is very unusual in that percussionists rarely
work on this many areas of percussion at once. A better ex-
ample might be to consider working on piece A every day while
alternating between pieces B and C, along with etude work, on
an every-other-day basis. The material that you chose to prac-
tice more regularly will either be the more demanding music or
the music you do not know as well.

I find this kind of scheduling especially helpful when I’m
swamped with music to learn along with having to maintain
other repertoire. Laying out a practice schedule over a one- to

Top Ten List for Productive
Practicing

BY MICHAEL BURRITT

two-month period can help take the stress out of your prepara-
tion by giving you a plan of attack.

b. Daily (warm-ups, etudes, solo music)
It is also wise to organize a daily practice schedule. Once

again, this is extremely helpful when your schedule is busy and
practicing must fit in between classes, rehearsals, and trips to
the school pub. Without a daily plan of attack, I find it difficult
to be productive.

I suggest to my students that they schedule (and organize)
practice time every day and treat it much like a class that they
are required to attend. Some schools have practice room sign-
out sheets and force students into a weekly practice schedule.
This is usually a very good system.

I normally schedule anywhere from 15 minutes to a half hour
daily for warm-up exercises. (I will discuss this in greater detail
later.) It’s then very effective to schedule different pockets of
the day for other practice needs. Make sure you consider the
amount of time you have; don’t try to squeeze a two-hour job
into a one hour slot.

2. PRACTICE DURING PRODUCTIVE TIMES OF DAY
It is very important to figure out your most productive prac-

tice tendencies. Many things go into making a practice session
effective, and one of the most important is time of day. I work
best when I get a chunk of work done in the morning for two
reasons: (1) I usually concentrate best in the earlier part of the
day; (2) It helps me psychologically to get some practice time in
early rather than having a long session hanging over my head
throughout the day.

Some people work best at night and some after lunch (a light
lunch is advised). Some of your practicing should be scheduled
prior to a rehearsal in preparation for that rehearsal.

There is no hard-and-fast rule for the best time of day for
practicing. I find that, for most people, two hours in one sitting
is best. After two hours, concentration starts to go. Get to know
your individual practice personality and work out a schedule
that complements it.

3. MAKE A CHECKLIST OF PRIORITIES
I suggest to my students that they make a “checklist” of is-

sues they need to be working on, such as consistent tempo, ac-
curacy, stick position, bar placement, continuity of etudes or
solos, etc. These are issues they either need to focus on for that
particular session or fundamental technique concepts they tend
to struggle with regularly. For example, some people have
trouble with posture and don’t easily recognize when it is poor.
If you have “posture” on the checklist, it reminds you to check
your posture every fifteen to thirty minutes.

A checklist is also a helpful tool when performing large
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works. I sometimes make a list, either mentally or on paper, of
the things I need to concentrate on to ensure a successful per-
formance of a particular piece. This can be good to go over be-
fore practice sessions or concerts in order to keep your mind on
task and concentrating positively.

Make sure you’re spending more time in your sessions on the
weak areas of your playing and not the strong ones. It is easy to
practice the things we are good at.

4. DEVELOP A COMPREHENSIVE PHYSICAL AND MENTAL WARM-
UP REGIMEN

For me, a good practice session hinges on the effectiveness of
my warm-up time. I believe this can serve three very important
purposes. First, it affords my muscles the opportunity to get
loose and reacquainted with the necessary activity required for
playing the instruments. The failure to realize the need for this
aspect of practice can result in serious muscle and tendon prob-
lems and even long-term damage.

Second, this is a time when we can pay close attention to the
details of our technique (hand position, posture, sound, etc.).
During the bulk of our practice time we concentrate on such is-
sues as learning notes, continuity, and other large-scale tasks
that turn our attention away from the basics of technique. I
firmly believe that the majority of our habits (good or bad) are
formed during our warm-up time.

Third, my warm-up time frequently serves as a filter between
the rest of the world and my practice world. This is where I of-
ten use my checklist of priorities to help me focus on the instru-
ment. If I don’t challenge my concentration during the warm-up
time, I will usually begin thinking about a TV show I watched
last night or some guy that cut me off on the highway. Getting
the mind plugged in is crucial to a productive practice session.

5. SLOW PRACTICE
I’ll never forget the way I learned this very important lesson.

I had prepared a rag by G.H. Green for a lesson with Gordon
Stout during my first year of study with him at Ithaca College.
I was sure it would impress him that I had learned this entire
piece in one week and was playing it at a relatively quick
tempo. Boy, was I wrong! That lesson basically consisted of him
telling me not to return next week unless I was playing it at
MM = 60 with absolutely no wrong notes! I did, and as a result,
I never prepared anything else again without slow continuous
preparation.

Slow practicing is beneficial in both the learning and rein-
forcement processes. Our brains are no different than comput-
ers in that the percent of correct information coming out
directly correlates to the amount of correct information that
went in. This is also true once I’ve learned a piece or in practic-
ing something I have performed many times. Slow practice re-
minds our hands and brains of the correct process necessary to
present a piece, etude, or excerpt. Slow practice not only rein-
forces correct notes but also breaks down the muscle memory
developed as a result of playing something at the same tempo
time and time again. It’s a required method for memory rein-
forcement when preparing for any recital, competition, or audi-
tion.

6. DON’T PRACTICE MISTAKES OR BAD HABITS
Many musicians practice the same mistakes and/or bad hab-
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I often stop concentrating and go on autopilot. The problem
with this is that in performance we need to concentrate at a
very high level. If we have not prepared adequately for this, we
can’t expect to just do it on command.

The question is how to get yourself back on track and concen-
trating on the music instead of daydreaming about that movie
you saw the night before. Many of the answers to this have
been mentioned previously. I find that the first and most direct
solution is to practice everything slowly. As I discussed earlier,
slow practice will break down your muscle memory and force
you to concentrate. I have also found that recording a run-
through of a piece can help me to focus. If I know I have to lis-
ten back to it, I get a little nervous and turn up the intensity.

Lastly, I suggest performing your recital program through,
top to bottom, several times to get a feel for the amount of con-
centration necessary. It is usually much more than you thought.
I find it similar to training for a marathon, in that you must get
your brain ready for that kind of mental distance.

10. GIVE YOURSELF THROW-AWAY TIME
This is something I continually encourage my students to do.

“Throw-away time” is your chance to practice things you’ve
wanted to practice but can’t justify putting them into the regu-
lar routine. In some ways, it’s a kind of warm-down time. For
me this can be improvising, brainstorming ideas for a new
piece, sight-reading with a friend, reading through new reper-
toire—whatever!

I make it my treat at the end of a week or long session, giving
me something to look forward to. I remember in school, at the
end of the practice nights, a bunch of us would get together and
read duets to practice sight-reading. It was a blast, and we still
felt as though we were accomplishing something. This time

its over and over again. This can be as simple as a wrong note
you never correct, poor posture, or a tendency to rush. What-
ever it is, make sure your practice habits find these issues and
correct them. I find it helpful to put little post-it notes on my
stand or music to remind me of these issues. Wrong notes or in-
correct dynamics can be remedied in short order, while bigger
problems like posture or rushing will take consistent work.

7. USE, DON’T ABUSE THE METRONOME
Have you ever turned off the metronome and felt insecure—

like someone just removed the brakes on your car? It is normal
to get overly comfortable with the metronome and begin to use
it as a crutch. We are instructed to use a metronome as part of
our everyday work. But how do we use it without becoming reli-
ant on it?

I have two suggestions: (1) Budget your time with the metro-
nome by using it more at the beginning stages of learning a
piece or etude and then gradually weaning yourself from it. If
you were learning a new marimba or snare drum etude in a
week’s, time you could use the metronome constantly the first
three days, half the time the next two days, and not at all or
very little the final two days. This is also where taping your
sessions comes in handy. (2) Gradually make yourself more ac-
countable for the tempo in each measure. For example, in 4/4
time begin with the metronome on every quarter note of the
measure. Then set the metronome to half notes, and then to
whole notes, gradually making yourself more responsible for
larger chunks of the time.

8. TAPE RECORD YOUR PRACTICING AND HAVE OTHERS LISTEN TO
YOU REGULARLY

It is extremely helpful to get into the habit of both audio and
video recording your practice sessions and performances. You
will learn a tremendous amount about your own playing when
listening back to (or watching) these recordings. This will en-
able you to step outside of yourself and listen with a much
greater sense of objectivity.

I am usually surprised by the difference in my perception of
how I sound to the reality of the playback. This is a great way
to identify tempo issues, dynamics, and overall expression.
Once I identify issues on the tape I find it much easier to hear
them in my playing. There is nothing like self-discovery! Re-
cording my run-throughs also tends to make me a little nervous
and helps me prepare for that adrenaline rush that comes when
performing a recital or audition.

I also highly recommend having other students (percussion
and non-percussion) listen to you frequently. I have learned a
great deal from my colleagues, especially those with “virgin per-
cussion or marimba ears.” Other instrumentalists or vocalists
don’t have the bias toward our instruments we do and listen on
a fresh level. They often make comments you would never think
of but that can affect your playing in a profound way. If you’re
studying a Bach cello suite, play it for a cellist. That person will
give you a perspective the rest of us percussionists could never
have.

9. PRACTICE CONCENTRATING
Concentrating is one of most difficult areas for me to conquer.

When I have been practicing the same material over a lengthy
period of time, especially when preparing for a specific concert,
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should not be thought of as wasted time at all, but necessary
time to help fuel your creative energy.

Having strong, well-organized practice habits is the most im-
portant component in becoming a successful musician. I find
that it’s not usually the most talented individual who succeed
but those with the most discipline and well-developed practice
techniques. Gordon Stout once told me, “When you learn some-
thing correctly, it stays with you forever.” He was right—about
a lot of stuff! Thanks, Gordon.

Michael Burritt is Associate Professor and Director of Percussion
Studies in the School of Music at Northwestern University. He
received his Bachelor and Master of Music degrees, as well as
the prestigious Performers Certificate, from the Eastman
School of Music. His teachers have included John Beck, Gordon
Stout, Paul Yancich, and Herbert Flower. He performs concert
tours and master classes throughout the U.S., Europe, Asia,
Australia, and Canada. Burritt has three solo recordings, Per-
petual, Shadow Chasers, and Waking Dreams on the Resonator
Records label. Burritt has written two books of etudes as well
as numerous solo and chamber works for marimba and percus-
sion. He is a member of the PAS Board of Directors and a con-
tributing editor for Percussive Notes.            PN
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L ike other areas of percussion study, rudimental per-
cussion requires practice habits that include structure,
focus, creativity, and concentration. There are skills com-

mon to rudimental snare, tenor, and bass drum that need to be
focused on regularly. Three components concentrated on in a
successful practice routine are fundamentals, endurance/flex-
ibility, and performance. While practice time may change each
day, time allotted to each component is necessary for efficient
development.

FUNDAMENTALS
Unfortunately, fundamentals can be the most commonly

overlooked area of study. This area requires high concentra-
tion in skills involving self-analysis, critical listening, problem
solving, and patience. During this portion of practice, concen-
trate on breaking bad habits and working on new techniques.

It is essential to focus on a checklist of three elements: vi-
sual, aural and kinesthetic—in other words, how it looks,
sounds, and feels during performance. There are additional
tools to help you in this area of practice. For visual reference,
a mirror or videotape is necessary to gain proper perspective
of body movement. A metronome is necessary for timekeeping
consistency, and an audio recorder (cassette or mini-disc re-
corder) for critical listening/analysis of the quality of sound,
evenness, and consistency of the exercises recorded.

This part of the practice session starts with a slow, focused
warm-up with exercises from some of the basic rudimental
strokes: monotone single stroke, two-height single stroke,
doubles, and diddle rudiments. As the player gets warm, other
rudiments are broken down and analyzed at a very slow
speed.

Musicians often associate “fundamental” practice with
“technical” practice. Although technical issues are addressed
during this time, other areas are also addressed. Aside from
focusing purely on technique, there are ways to focus on visual
uniformity, musicality, sound quality, and independence as
well. After a brief warm-up, it is essential to have specific
goals for fundamental practice. Here are some areas to choose
from:

1. Visual Focus
Hand position
Finger position
Posture
Feet
Stroke shape, type, height, and speed
Bead placement

2. Musicality Focus
Dynamic Range
Range of Tempi

An Approach to Contemporary
Rudimental Practice

BY JIM YAKAS

Rhythmic Interpretation
Timekeeping
Metric Modulation

3. Aural Focus
Sound quality
Rhythmic Interpretation
Tone

4. Independence

Many percussionists do not realize the importance of inde-
pendence and coordination outside of the realm of drumset
study. These concepts are crucial to internalizing steady time
and rhythmic interpretation on any percussion instrument.
Because of the complexity and structure of most contemporary
rudiments, learning to think independently and applying it to
your playing makes your practice more efficient and improves
your consistency. (For more information on applying indepen-
dence concepts to the rudiments please reference Jeff Moore’s
article, “Applying Gary Chester’s Independence Method to
Flam Rudiments,” Percussive Notes Vol. 39, No. 3 June, 2001.)

This represents a basic outline of items that are focused on
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when playing slow, rhythmically easy exercises. Such exer-
cises expose basic deficiencies within an individual’s perfor-
mance. It is crucial to exercise integrity and patience in this
portion of your program.

ENDURANCE/FLEXIBILITY
The second area of focus in your practice session is endur-

ance/flexibility. Playing percussion instruments is a very
physical activity and our muscles need to be trained so they
can work in the most extreme (both small and large) of mo-
tions.

It is important to remember in this portion of practice that
pain should not be involved. In order for our muscles to work
for us, they need to be relaxed and receiving oxygen at a very
high rate. This requires us to focus on our breathing and al-
ways strive for a natural body position.

Structuring an efficient “chop” session is paramount for de-
velopment. This structure must include a variety of rudiments
and tempi, and always involve a metronome. It is also a good
idea to have a stopwatch or clock with which to monitor your
time.

Synthesize your fundamentals section with your endurance
section to truly achieve your daily goal. Do not make the mis-
take of starting with this part of your routine. This plan is
meant to build endurance; it is necessary for the player to be
sufficiently warmed-up to avoid injury. Here is a sample prac-
tice log along with some sample exercises for your endurance
section:

Focus: Doubles exercise
Time: 15 min.
Tempi: 120, 132, 148 (5 min. each)

Focus: Roll Exercise
Time: 9 min.
Tempi: 110, 120, 138 (3 min. each)
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Focus: Flam Exercise
Time: 9 min.
Tempi: 90, 110, 128 (3 min. each)

Remember to always avoid pain and set realistic physical
goals for yourself. This should be as much a flexibility session
as a muscle building session.
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PERFORMANCE
The last area of a successful practice session is the most im-

portant, the performance segment. Performing for yourself on
a daily basis is the quickest and most efficient way of gaining
a relaxed, focused performance mindset. By training your
brain to consider all aspects of performance (anxiety, concen-
tration, flow, and breathing), an actual performance will not
seem as foreign.

There are certain ways of performing for yourself that can
create a more “authentic” atmosphere. First, do not stop, re-
peat, or correct during the performance; these are things you
would not do in a real performance situation. Next, tape your
final performance of the day and immediately critique the re-
sult. After the critique, make notes on which sections or areas
to work on the next day. Finally, be realistic with your perfor-
mance goals as they relate to tempo and amount of music. An
achievable goal will bring you back into the practice room.

In order to make practice truly efficient, beneficial, and,
most importantly, fun, there must be a structured, creative ap-
proach to your session. This plan is one model that can be
used every day or just a single day. A variety of approaches in
practicing are better than just one. Have patience, integrity,
and determination, and your practice session will be ex-
tremely beneficial.

Jim Yakas is the Percussion Director of the Madison Scouts
Drum and Bugle Corps. He holds a B.M. in Music Education
from the University of North Texas and a M.M. in Percussion
Performance and Pedagogy from Northern Illinois University.
Jim is currently serving a one-year appointment as sabbatical
replacement for the Director of Percussion Studies at the Uni-
versity of Central Florida.            PN

2003 PAS TEACHER TRAINING
WORKSHOPS

Capital University, Columbus, Ohio
June 13, 2003
Host: Robert Breithaupt
Faculty: Robert Breithaupt, Eric Paton, Mark
Reynolds, Nate Anders
Contact: bbreit@aol.com

University of North Texas Denton, Texas
June 14, 2003
Host: Mark Ford
Faculty: Christopher Deane, Mark Ford, Ed Soph
Contact: mford@music.unt.edu

Northern Illinois University DeKalb, Illinois
June 21, 2003
Host: Rich Holly
Faculty: Robert Chappell, Orlando Cotto, Rich Holly
Contact: rholly@niu.edu
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Name _________________________________________    Today’s date ____________________________________
Address _______________________________________________________________________________________
City ___________________________________________   State/Province __________________________________
Country _______________________________________    Zip/Postal Code ________________________________
Telephone _____________________________________     Fax___________________________________________

E-mail address __________________________________ ❑ 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 2003 REGISTRATION FORM
PERCUSSIVE ARTS SOCIETY INTERNATIONAL CONVENTION PASIC® 2003 • 28TH ANNUAL CONVENTION • NOVEMBER 19–22, 2003

KENTUCKY INTERNATIONAL CONVENTION CENTER • LOUISVILLE, KENTUCKY

EPAS STUDENT (online Full member access to website including publications online)
❑ Junior High School   ❑ Senior High School   ❑ College

EPAS PROFESSIONAL (online Full member access to website including publications online)
❑ 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)

INTERNATIONAL MEMBER SHIPPING

Countries other than U.S., Canada or Mexico must select either Standard Shipping ($10) or Priority Air ($30)

$25

$40

$55

$55

$85

$150

$10/$30

ACCOMPANYING FAMILY MEMBER  Name of family member attending ______________________________

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

CHILDREN 12 AND UNDER  Name of child attending (Onsite registration only)

$50

$25

FAMILY MEMBER REGISTRATION

free

ONE-DAY ADMISSION TO INTERNATIONAL DRUM AND PERCUSSION EXPO & MARCHING

PERCUSSION FESTIVAL (This badge will not allow admission to concerts, clinics, etc.) (onsite purchase only)

HALL OF FAME BANQUET TICKETS  (Advance purchase only)

Total number of meals ______   Number of vegetarian meals ______

PASIC 2003 T-shirt Adult Qty/Size  ____ S   ____ M  ____ L  ____ XL  ____XXL

$10.00

$55.00 $550.00
table of ten

$14

OTHER

❑  CHECK OR MONEY ORDER (drawn on a U.S. bank in U.S. funds) PAYABLE TO ADVENTURE TRAVEL ENCLOSED

❑  CHARGE MY  ❑ VISA   ❑ MASTERCARD    CARD #________________________________ EXPIRATION DATE _____________

NAME ON CREDIT CARD (please print) _____________________________   SIGNATURE ________________________________

PAYMENT

TOTAL

$135

$160

$75

EARLY REGISTRATION by October 17 (badge will be mailed to address above)

REGISTRATION after October 17 (badge pickup onsite)

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

$90

$115

$50

MEMBER REGISTRATION
FULL-TIME

STUDENT W/IDADULT

 MUST BE ACCOMPANIED BY A REGISTERED MEMBER

RETURN TO: ATTN: PASIC 2003,  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 OCTOBER 17. PLEASE NOTE: A 20% CANCELLATION FEE WILL BE CHARGED ON ANY CANCELLATION PRIOR TO NOVEMBER 1.
AFTER NOVEMBER 1, NO REFUNDS WILL BE ISSUED. PLEASE PRINT CLEARLY TO INSURE PROMPT PROCESSING. PHOTOCOPY THIS PAGE AS NEEDED.

YOU MUST BE A CURRENT MEMBER OF PAS TO REGISTER FOR THE CONVENTION.  PAS MEMBER # ______
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PASIC 2003 HOTEL RESERVATION FORM
RETURN BY: OCTOBER 17, 2003

PASIC® 2003 . 28TH ANNUAL CONVENTION . NOVEMBER 19–22, 2003 . EXHIBIT HALL: NOVEMBER 20–22, 2003
KENTUCKY INTERNATIONAL CONVENTION CENTER . LOUISVILLE, KENTUCKY

RETURN TO: ATTN: PASIC 2003, ADVENTURE TRAVEL, P.O. BOX 889, LAWTON, OK 73502-0089
 FAX (580) 353-5393 • PH: (800) 540-9030 • WEB SITE: www.adv-travel.com

Name:  __________________________________________________________________________________________________________________________

Address:  _______________________________________________________     City: __________________________________________________________

State/Province: _________________________________  Country:_______________________________  Zip/Postal Code:____________________________

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

Credit Card (check one)  ❑  VISA   ❑  Mastercard   ❑  American Express   ❑  Discover  ❑  Diners Club

Card Number _________________________________________________________     Exp. Date ______________________________

Cardholder’s Name ____________________________________________________     Signature ________________________________________________

One Night Deposit $ ________________  + 13.95% tax =  Total Deposit $ __________________

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.

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

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.

1. Reservations must be guaranteed 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 13.95% tax

2. Check-in time is 3:00 P.M. and check-out
time is noon.

3. Cancellations, no-shows, or early depar-
tures 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
September 26 will result in a $50 per
room cancellation penalty.

ALL HOTEL RATES ARE PER ROOM, PER NIGHT, AND DO NOT INCLUDE 13.95% TAX.
NOTE: ROOM RATES CANNOT BE GUARANTEED AFTER OCTOBER 17, 2003.

SEELBACH
HILTON
HOTEL

THE GALT
HOUSE
HOTEL

DOUBLTREE
CLUB
HOTEL

$130

$135

$140

$145

INDOOR

ACCESS

NO

YES

$9/NIGHT

HYATT
REGENCY

LOUISVILLE

HOTEL
ACCOMMODATIONS

$125

$125

$125

$125

2
BLOCKS

YES

YES

$12/NIGHT

SINGLE PRICE*

DOUBLE PRICE*

TRIPLE PRICE*

QUAD PRICE*

DISTANCE TO

CONVENTION CENTER

COMPLIMETARY SHUTTLE

TO AND FROM AIRPORT

ROOM SERVICE

PARKING

$94

$94

$94

$94

3
BLOCKS

YES

YES

FREE

$115

$115

$115

$115

2
BLOCKS

NO

YES

$5/NIGHT

HOLIDAY
INN

KING ONLY

KING ONLY
$85

$85

N/A

N/A

6
BLOCKS

YES

YES

FREE
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When misused, the metronome
does more harm than good.
Working with a metronome can

make a musician lazy by supplying all of
the necessary information that the user
should be providing and creating. It is so
easy to insist that one is playing in time
by qualifying the ability to play notes
within in a specific time period (i.e.,
with the click), yet you can rush and
drag and still stay within the click field.
This does nothing except gives one a
false sense of rhythmic security. The
problem can be dealt with in the follow-
ing ways.

Always practice with headphones
when using a metronome. It is essential
that the metronome have a headphone
input because the accuracy and the abil-
ity to properly process the click are di-
rectly related to how close the click is to
the ear, and by extension, to the brain.
Our ability to be rhythmically accurate
diminishes with each incremental dis-
tance away from the metronome we be-
come. Conversely, the closer to our brain
the click emanates, the more sensitive
its desired stimulus/response result will
be for the musician, resulting in expo-
nential amounts of rhythmic accuracy
and understanding.

Eliminate the downbeats. There are
metronomes available that allow the
user to create and control several rhyth-
mic patterns at one time. The most im-
portant thing to do with a multiple-click
instrument is to eliminate the down-
beats. By doing this, the musician must
supply the strong beats, and this is how
a “sense of rhythm” can be created.
Learning to groove comes from the abil-
ity to create the strong beats and play
off of them. If the strong beats are cre-
ated for us, we will follow them and gain
nothing in return.

We learn by creating, not following.

YOUR INNER METRONOME
Do you move to keep time? We’ve all

seen musicians tapping their feet in or-
der to keep time, but is this the best
way? While tapping one’s feet is not a
bad idea, there is yet another reliable

Using and Misusing the Metronome
BY JONATHAN HAAS

and accurate timekeeper within our-
selves.

The foot, being our lowest extremity,
is located the furthest from the brain. If,
while practicing with a metronome, it is
most desirable to have the “click” as
close to the brain as possible, it follows
that while performing you should use
your own timekeeper that is located in
close proximity to the brain. I have
found that the click-producing mecha-
nism in the human anatomy that is clos-
est to the brain is in the chest/lower
throat area. (I know that some musi-
cians use the clicking of their teeth to
create a click, but I caution the reader
that this can cause mandibular disjunc-
tion if used on a long-term basis.)

Create a physical “click” at the base of
the throat, with your mouth closed, us-
ing the sound “uh” to create a rhythmic
timekeeper. This method has a couple of
advantages over using the foot. For one,
tapping a foot on a classical or chamber
music stage can be distracting to the
conductor, your colleagues, and possibly
the audience. Another advantage is
when standing close to a colleague while

playing in a section, you can hear each
other keeping time and the click cannot
be heard (or seen) more than a few feet
away. By placing the timekeeping
mechanisms close to the brain, we are
effective in producing equal rhythms
combined with qualities that breathing
offers to the creation of phrasing and
musicality.

Jonathan Haas is Principal Timpanist of
the New York Chamber Orchestra, the
Aspen Chamber Orchestra, and EOS En-
semble; he is Principal Percussionist of
the American Symphony Orchestra and
is a member of the American Composers
Orchestra. Haas is the director of the
Peabody Conservatory Percussion Studio
and a faculty-artist of the Aspen Music
School. In 1980 he gave the only recital of
solo timpani ever presented at Carnegie
Recital Hall. He recently commissioned
Philip Glass’s “Concerto Fantasy” for two
timpani and orchestra.     PN

Nominations are now being accepted for
the 2003 Outstanding Chapter
President Award. The winner of this
annual award, now in its eleventh
year, will receive an engraved plaque
and a $1,000 grant for his or her
chapter.

The Outstanding PAS Chapter President
Award recognizes individuals who have
increased chapter membership and
provided percussion events, newslet-
ters and experiences that are
beneficial for the continued music
education of chapter members.

Nominations should include supportive
information and must be received by
July 1. Self nominations are accept-
able. Send nominations to PAS, 701
NW Ferris Ave., Lawton, OK 73507-
5442 or E-mail: percarts@pas.org

OUTSTANDING CHAPTER
PRESIDENT AWARD
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How does world percussion fit into
the practice puzzle? For most per-
cussionists, it is added to a foun-

dation of orchestral or keyboard percus-
sion, drumset, rudimental drumming, or
some combination of these. Rarely does
a Western-trained percussionist start
out with the intention of becoming a
world percussion specialist. More typi-
cally, it gets added to the mix like so
many spinning plates in a juggler’s act.
Fitting it all in does indeed take prac-
tice, but it also requires a great amount
of respect for the diversity of our world’s
cultures and their musical expressions.

Practicing world percussion requires
many of the same skills employed in
mastering any musical instrument
(scales, timing patterns, exercises for
technical development, etc.), but there
are also broader issues to consider, espe-
cially when one is learning an instru-
ment from another culture. Ear
training, transcription skills, familiarity
with language (at least in terms of pro-
nunciation for singing), and an under-
standing of cultural background and
history are essential aspects of a
percussionist’s development in world
music. In addition, and perhaps most
importantly, one should make every ef-
fort to contact a qualified teacher, pref-
erably an authentic culture-bearer.

Because of the amazing breadth of
world percussion performance practices
found today, I asked several prominent
world music practitioners to share their
insights on practice, either from a cul-
tural or technical point of view. Each
contributor’s response follows a brief in-
troduction.

Mohamed Da Costa is a master
djembe drummer, dancer, and choreogra-
pher from Guinea, West Africa. He has
been teaching and performing in the
United States since 1990, and currently
resides in Greensboro, North Carolina.

In traditional African society, you
would establish an apprenticeship with
a teacher who allowed you to play at

BY B. MICHAEL WILLIAMS

Insights On Practicing
World Percussion

community dances. You would play the
same part for months or even a year, de-
pending on how fast you learn. You’d
play “pa, ti pa, pi ti pa, ti pa,” over and
over. The teacher observed your playing
and if your sounds and timing weren’t
right, you wouldn’t be allowed to move
on to a more advanced part.

The teacher knows if you are practic-
ing or not, because he is always around.
When the wind blows, it can carry the
sound of a drum for miles, and your
teacher can tell if your practicing isn’t
right. My teacher once came to our re-
hearsal in a village three miles away. As
he approached the village, he could hear
us playing, and when he arrived, he im-
mediately began correcting our mis-
takes!

The apprenticeship with a teacher is a
very important relationship. It is very
special to receive your teacher’s bless-
ing. You must be willing to run errands
for your teacher at any time, even in the
middle of the night! It isn’t about money.
It is about respect. Today, things are
changing in Africa. There are more regu-

lar classes now, much like what you
would find in Europe or America. That
isn’t necessarily a bad thing. Everything
changes, but the apprenticeship based
on respect for the teacher is being lost.

Michael Spiro is recognized as one of
the foremost authorities on Afro-Cuban
drumming. He regularly performs with
the group Talking Drums with David
Garibaldi and Jesus Diaz, and presents
performances and workshops worldwide.
Michael lives in San Francisco. Web:
http://kayoakes.home.mindspring.com/
mspiro

Traditionally in Cuba, there weren’t
really that many instruments on which
to practice. Especially with bata drums,
for example, you learned by watching,
sometimes for many years. You would do
“service” to the maestro (tune drums,
carry drums, run errands, etc.), and in
exchange you would go to the ceremo-
nies and get to watch and memorize. You
didn’t sit down to play until you already
thought you knew what to play. You
practiced on your legs after watching the
parts and then slowly “worked” your
way into the battery. You wouldn’t even
be allowed to “hang out” if you didn’t do
the apprenticeship part first.

Mohamed Da Costa

Michael Spiro
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Now things are different in some
ways. There are schools where you can
learn (as part of an overall curriculum),
and where you can be “tested” and
“yelled at” if you don’t do your home-
work. The serious guys still do it like the
old days—attach yourself to a maestro
and go from there. In this traditional en-
vironment, technical exercises would
never be required.

The conga drum, however, is a differ-
ent story. In contemporary Cuban soci-
ety, almost all the young musicians go to
music school (for which they have to au-
dition), and they all read, write, and
play all the percussion instruments,
from classical to folkloric. The competi-
tion is as fierce as you will ever find,
even in the States, so the young players
are all monsters, just to be able to stay
in school. Then, in turn, to be able to get
paid by the government to be a musi-
cian, you must have extremely high
skills, for which you are evaluated every
three years or so. This “academy style”
has very exacting standards that are
met through an array of technical exer-
cises.

I was taught by the old masters, so
their approach with me was, “Learn this
by tomorrow, don’t waste my time, and
be lucky I don’t hurt you if you make a
mistake. You should be grateful I let you
even be around this stuff.” I don’t teach
like that, but most of my students think
I’m much too mean, and that I carry
that same mentality with me. I don’t
think I do, but to some real degree, I
teach from the perspective that “this is
serious stuff, and I don’t have time to
waste, so get with the program, or else!”
It is also true that I have students who
“apprentice” themselves to me, and so
don’t pay me any money, but they pay a
high price in “service.” Money is actually
cheaper!

Bruce Carver recently moved to Los
Angeles from Chicago, where he was a
first-call percussionist in studios and
theater productions. In addition to mas-
tering the core orchestral percussion in-
struments, keyboards, and drumset,
Bruce is well versed in a wide variety of
ethnic musical styles and regularly per-
forms on an impressive array of world
percussion instruments.

Practice may be a cruel word to some,
but to me, it just means playing. I love
to play. I’m just having fun when I’m sit-

ting at an instrument, discovering its
voice and taking it through its vocabu-
lary.

I do a lot of theater and studio work,
which requires experience with a large
field of instruments. So practice also
means attaining an understanding of
the instrument you are playing, its his-
tory, performance techniques, etc.

After understanding what it is you are
going to play, you want to find and pur-
chase the best instrument possible and
spend time near it. At this writing, I am
spending the majority of my time with
tabla, tonbak, daf, bodhran, mbira, con-
gas, djembe, and marimba. In time,
some of these nucleus instruments may
be replaced with others, but I always
make time to practice tabla, marimba,
and hand drums such as congas or
djembe.

I spend one to four hours a day play-
ing. I have percussion instruments in
every room of my house, and sometimes
it takes a while to get from one end of
the house to the other! I don’t practice
all instruments in one session, but I love
to spread it out through the day. This
keeps me fresh and focused. My biggest
concern before I start playing any new
instrument is that I know exactly how to
play it. I will have researched the in-
strument, collected several recordings,
and found a qualified teacher. The rest
is simple. The rest is fun.

Alan Dworsky is the author, with
Betsy Sansby, of Conga Drumming, How
to Play Djembe, Hip Grooves for Hand
Drums, Slap Happy, World-Beat & Funk
Grooves, A Rhythmic Vocabulary, and
Secrets of the Hand. He has just finished

Lesson 3 in his new video series called
Learn to Solo on Djembe or Conga. Alan
lives in Minneapolis. Web: http://
www.dancinghands.com

I’m a hand drummer who loves Afri-
can and Afro-Cuban rhythms: rhythms
constructed of many interlocking parts
played on a variety of instruments.
Since I don’t have a community or group
to play with on a daily basis, my chal-
lenge has been to approximate this rich
rhythmic environment when I practice
alone.

One way I do this is by playing along
with traditional rhythms on CDs, but
when I want to play continuously, I pro-
gram my drum machine with a tradi-
tional rhythm and practice along with
that. Then I can play as long as I want
without having my concentration broken
every five minutes while I wait for a CD
track to repeat. This also allows me to
control the tempo, so I can start out
playing a part slowly and gradually in-
crease the speed.

Whatever I play along with, I always
try to tap the pulse in my feet while I
play. The “pulse” is the term I use for
the steady underlying beat people feel in
their bodies when music is played. If you
play sitting down and it’s hard to hold
your drum steady and tap the pulse with
your feet at the same time, run a strap
from your drum around your waist to
free up your legs.

When I can’t practice on a drum, or
when I’m stir crazy and want to get out-
side and move, I do what I call “rhythm
walking.” Rhythm walking is my adap-
tation of the “Ta Ke Ti Na” method
taught by Reinhard Flatischler. I walk

Bruce Carver

Alan Dworsky
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the pulse, clap or tap a clave or timeline
rhythm in my hands, and vocalize a
drum pattern, all at the same time.
Rhythm walking is a form of rhythmic
cross-training you can do anywhere: at a
park, on a beach, down a city street. It
loosens up those muscles and joints that
get stiff and sore when you over-practice
on your drum. And it’s a great way to
work on your rhythmic vocabulary while
you get some exercise and fresh air.

Erica Azim is a Californian who fell
in love with traditional Shona mbira
music when she first heard it at the age
of 16. In 1974, she became one of the first
people from outside Zimbabwe to study
with traditional mbira masters. Her
workshops and performances have intro-
duced international audiences to the tra-
ditional music of Zimbabwe. Her
nonprofit organization, MBIRA, is dedi-
cated to helping Zimbabwean musicians.
Web: http://www.mbira.org. For more
information on Erica’s teaching methods,
please refer to her article available at
http://www.mbira.org/onteaching.html.

I find that one of the most important
aspects of practice for the mbira student
is to spend at least half of each available
practice period playing old, well-known
material, rather than mastering new
material. The average North American
mbira students, in my experience, have
an easier time learning new material
than “getting out of the way” for the
songs and improvisation they know to
really flow in the traditional Shona way.

I also find from my own learning expe-
rience that the most important times to
practice new material, even for ten min-
utes, are right before sleep at night, and
first thing upon waking up in the morn-

ing. This way, even learning a complex
oral tradition with no notation whatso-
ever, nothing is forgotten. This is not al-
ways possible, so I have found that a
recording of each mbira lesson is a valu-
able reference for use during practice.

N. Scott Robinson teaches classes in
world music and culture at Kent State
University in Ohio as part of The Center
for the Study of World Musics. His per-
forming and recording credits include
work with Benny Carter, Glen Velez,
Malcolm Dalglish, Annea Lockwood,
John Cage, Paul Winter Consort,
Umayalpuram K. Sivaraman, Marilyn
Horne, and Jeanne Bryson. Scott’s most
recent recording, Things That Happen
Fast, features performances of his origi-
nal compositions for frame drums,
berimbau, udu, cajon, karimba, congas,
and many other instruments from
around the world. Web: http://
www.nscottrobinson.com

Percussionists have so many choices
as far as what they can play. Even
though Western percussion instruments
are diverse, they tend to be more related
in terms of rhythmic concepts and physi-
cal technique than non-Western percus-
sion instruments. A Western
percussionist needs to build a founda-
tion before trying to absorb so many dif-
ferent things, like Indian drumming,
African drumming, gamelan, mbira, etc.
Developing a strong rhythmic concept,
coordination between the limbs, ear
training, reading, and improvising abili-
ties are things that all Western percus-
sionists should spend the proper amount
of time practicing. A thoroughly devel-

oped foundation will serve a musician
well in the future no matter what direc-
tion he or she decides to go in later in
their respective careers.

One of the issues I think is essential
for successful music practice is to in-
volve the mind in everything you do.
Percussionists often spend a great deal
of time doing “physical practice,” such as
running scales on mallet instruments,
snare drum rudiments, or drumset time-
keeping, without really thinking deeply
about everything they are playing. I no-
ticed improvement in my focus and con-
centration after having practiced things
that required a great deal of thought to
execute. I try to spend a short amount of
time on “physical practice” and a longer
period on “mental practice.” By “mental
practice,” I don’t mean just thinking
about something. I mean to involve the
mind in whatever it is that you’re doing.

I noticed that after spending a great
deal of time learning South Indian
rhythms and hand drum technique, not
only did my playing improve, but my un-
derstanding, concentration, and confi-
dence grew. I think this had to do with
the fact that I was involving my mind by
vocalizing rhythmic phrases and yet still
having to think about the rhythmic cycle
and physical choreography of the hands
on the drum. My studies with Glen Velez
on frame drums often led me to involv-
ing my entire body by walking while
playing, playing intricate rhythms with
the fingers, vocalizing, and thinking
about all of these things simultaneously.

I enjoy working on something I call
the “Rule of Opposites.” If a particular
rhythm I want to learn is in a compound
meter, then I’ll practice it in a duple
meter as sixteenth notes. For example,
southern Italian tamburello technique is
often in a very fast compound meter in-
volving a triple stroke-turning technique
of the hand. I spent a lot of time working
on this as sixteenth notes in three-four
meter, which made me really think hard
about every single position of the hand
and where it was in the rhythm.

Another thing I do with Indian rhyth-
mic phrases is to say the opposite of
what I’m playing. If I am playing a
phrase in sixteenth notes, simulta-
neously I’ll recite it twice as fast as
thirty-second notes and then switch so
my voice recites the slower version in
sixteenth notes while my fingers play
the faster, denser version in thirty-sec-

N. Scott Robinson

Erica Azim
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ond notes. This makes me think really
hard, and both my mind and hands are
getting a great musical workout.

Another issue with percussionists and
practice is having a clear notion of what
you’re going to do with what you’re
studying. Everything I practice leads to
a single goal: improvisation. I play a lot
of really different instruments, but I
practice them all in the same way. Odd
meters, improvisational techniques, and
involving the mind and other parts of
the body in what I’m doing gives me

B. Michael Williams

more awareness in both the body and
mind while I play. This helps me feel
confident and relaxed when I improvise
in performances because I’ve spent the
time thinking about what I might play
in a lot of different ways. Having pur-
sued Western percussion and jazz for a
long time, I rely on that foundation
while pursuing non-Western percussion.
The physical techniques are different be-
tween the instruments I play but my
goal is always the same, so it makes for
a more related concept as to how I ap-

proach the instruments and music I
want to play. Without a foundation, it
would be too overwhelming trying to
study so many instruments and musics
that aren’t really related in any practi-
cal way.

Having the proper context in which to
utilize what you practice is another im-
portant consideration. Non-Western per-
cussionists usually grow up and develop
within a culture strong in tradition.
That context allows their skills to be uti-
lized in a practical manner. Western per-
cussionists don’t always have the proper
context in which to use non-Western
skills. I think that’s why it’s common for
Western percussionists to use non-West-
ern percussion instruments in a creative
manner outside of the respective tradi-
tions. Jazz and modern dance classes
are contexts in which non-Western skills
can readily be utilized. They provide an
accessible and logical context in which to
develop your own voice as a musician.
That’s something that many important
improvising percussionists, such as
Collin Walcott, Glen Velez, Trilok Gurtu,
and Naná Vasconcelos, among others,
have spent time doing and benefited
from in terms of developing an original
voice.

B. Michael Williams is Associate Editor
for world percussion for Percussive Notes.
He teaches percussion at Winthrop Uni-
versity in Rock Hill, South Carolina.   PN

The Percussive Arts Society is seeking applicants for our six-month internship program beginning
in July 2003. Many successful candidates for this position have either used internships at PAS as
capstone semesters to complete music business degrees or have been recent graduates of such
programs. However, all percussion students who wish to gain industry experience as a way of
promoting career goals are encouraged to apply.

PAS interns acquire broad industry experience by assisting with a variety of staff projects. The fall
2003 intern will be part of the team that is planning and producing November’s international
convention in Louisville. The opportunity to work closely with our Director of Event Production and
Marketing, Jeff Hartsough, on artist and manufacturer relations and marketing projects will make
the fall 2003 internship especially valuable to any young adult who is considering a career in the
field of music business.

Interns live in a furnished apartment provided by PAS (water, electricity, and cable bills are also
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 copy of a paper submitted in an upper division course that includes an evaluation written by
the student’s professor;
• 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 discusses (based on a
review of the public-access pages of our Web site) 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 or may be
sent 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 June 1, 2003.
Please encourage students in your program to consider the advantages of six months of industry-
related experience with the Percussive Arts Society.

FALL 2003 INTERNSHIP APPLICATIONS
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What? Excuse me? How can you
possibly accomplish anything if
you don’t have your sticks in

hand, working diligently to improve your
technique and produce beautiful sound on
your instrument? Isn’t that contradictory
to what we do as musicians? I may as
well not practice at all if I can’t be using
my instrument! Where’s the remote?

Too often, we focus too much of our en-
ergy on practicing on instruments and not
enough time practicing away from the in-
strument. Don’t get me wrong, it is vital
and imperative that we practice on our
instrument, but there is another practice
method from which we can gain great re-
sults.

Imagine traveling musicians who do
not have as much time to practice because
their schedule does not allow for it or
their instrument is just too cumbersome
to set up in their hotel room. What is such
a person to do? What would I do if, all of a
sudden, I needed to learn some
music and did not have the “in-
strument time” available to
practice? We can practice away
from our instrument.

SCORE STUDY
Studying the score of the

music you are learning is es-
sential to gaining a greater
grasp of the composer’s inten-
tions, catching subtle nuances,
and analyzing the musical
form, structure, and theory.
You can “practice” the piece of
music in your head while read-
ing the score, singing out loud
or to yourself the way the mu-
sic should sound. During score
study, you can mark stickings,
phrasing, dynamics, etc. We
gain a broader scope of the mu-
sic when we take the time to
study the score or part. Then
we can take that newly gained
knowledge and insight and ap-
ply it when we get back to our
instrument.

Practicing Without Your
Instrument?

BY JOEL SMALES

COUNTING
Are there difficult rhythmic passages

that trouble you or some that you just
fake your way through? Work away from
the instrument and analyze the counts;
pencil them in, if need be.

Is it a drumset passage that has mul-
tiple limbs playing at once? If so, try writ-
ing out the entire rhythmic figure on one
line rather than on multiple lines, as in
drumset notation. This way, it is easier to
see the rhythm as a whole. Then apply it
to the different components of the
drumset.

I have a motto: If you can count it, you
can play it. I truly believe that fully un-
derstanding the counts for any rhythmic
passage enables you to understand its
concept and make it a breeze to perform.
Count the rhythm out loud while you
play. It adds another independence/coor-
dination dimension to your playing, al-
lows you to better understand the

rhythms, and for teachers, shows if the
student is counting correctly. Once you
can count a rhythmic passage, all you
have to do is make your sticks/mallets
play what you counted—perform what
you studied/verbalized. This is much bet-
ter than fumbling through a difficult
rhythmic passage over and over, only re-
inforcing the wrong way to play it. Step
back from the execution of the music,
study it, analyze it, then apply what
you’ve learned to performing.

SINGING
No way! I am a percussionist, not an

opera singer! Well, singing your parts will
help you when you’re away from your in-
strument. Singing, humming, vocalizing,
or scatting “digga-digga-daka-du-doom”
can help you better understand the
phrasing and dynamic flow, and help you
add your own personal touches to the
piece, since your concentration is not on

the mechanics of playing. Sing-
ing, like counting, allows you
to better understand the
rhythmic content. If I can sing
the music to myself before
sight-reading, I have a much
better chance of playing it cor-
rectly. Whether it is tonal mu-
sic or purely rhythmic music,
singing through the passage is
one way of practicing the mu-
sic, reinforcing what you will
do when you put the mallets or
sticks in your hand to play.

Just be sure to sing it accu-
rately. Many times I have no-
ticed that my students and I
consistently sing a wrong
note(s), wrong rhythm(s), or
just stop when a difficult pas-
sage comes along. We often
sing the same mistake that we
make when playing! I attribute
this to the mental aspect of
practice. There really is no
reason why, when we are sing-
ing a passage to ourselves, we
should make mistakes (if we
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know how it is supposed to go). Singing is
an opportunity to reinforce to ourselves
that we can perform accurately and cor-
rectly. When singing, we should make ev-
ery effort to correct the mistakes we make
when practicing, thus providing a mental
correction to the physical problem. Sing-
ing provides a great opportunity to prac-
tice a piece in its entirety with correct
rhythms, pitches, dynamics, etc.

MAPPING
When planning a trip during which you

will be driving, it is best to determine a
route ahead of time. One way to do this is
to study a map before your journey. When
you plan your routes, exits, and stay-
overs, you are prepared for the trip before
you begin driving. You won’t be zooming
down the highway frantically reading a
map, hoping you don’t miss that impor-
tant exit. When you plan your route be-
fore you travel, you can anticipate what is
ahead and travel more comfortably.

The same is true in music. By studying
the score before we start playing, we can
learn where a difficult tuning change

takes place or where we need to switch
from sticks to brushes. This is an impor-
tant mental practice element that proves
quite useful when a piece of music has
tempo, meter, key, and/or instrument
changes.

I have found this to be extremely help-
ful with timpani parts. Often, the techni-
cal aspects of the piece are not difficult,
but the tunings can be tough. If I map out
when and where I will tune, I am able to
better perform the music with correct
tuning changes. This concept also works
well if you are performing a piece that
calls for instrument changes. I recently
worked on a piece that called for switch-
ing back and forth among eleven percus-
sion instruments. The orchestra did not
have a lot of rehearsal time for this piece.
I had to map out when I would switch
mallets, instruments, music, etc. Going
into the rehearsal, I was prepared for the
changes between instruments because I
knew the “route” I needed to take.

AIR TIME
I find this especially useful for playing

mallet-keyboard instruments, but is use-
ful for any instrument. I stand at the in-
strument in playing position, mallets in
hand, music in front of me, but instead of
playing any notes, I “air drum” them
above the instrument and near the bars
on which I normally would play. This
helps me with the flow of the piece, stick-
ing consideration, body movement, all
without playing any notes—especially in-
correct ones! When I use this method of
practice, I find that I stop less often when
it comes time to play the notes. I also play
it perfectly every time! How could I make
a mistake if I’m not hitting any bars? I
have found this to be positive reinforce-
ment for when I do strike the instrument.

NAMING NAMES
For mallet players, especially begin-

ners, I have found it works well to say
note names out loud in rhythm, whether
working from a method book, band music,
solo, etc. Often, beginning mallet players
have a difficult time identifying the note
on the music, then finding it on the in-
strument, then playing it in rhythm/
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tempo. This can get quite frustrating for
someone who isn’t even comfortable find-
ing the notes. So, take away the element
of execution and just say the note names
out loud in tempo/rhythm. This will rein-
force your knowledge of note names and
give you added confidence for when you
play the notes with mallets in hand.

REFLECTION
This is especially helpful if you know a

piece and do not need the music. Take
some time away from the instrument to
sit in a comfy chair or to lie down. Go
through your whole performance. Envi-
sion yourself walking onto stage, breath-
ing comfortably, sticks in hand, confident
and comfortable. Then go through each
piece in your head, playing perfectly,

catching all the phrasing and dynamics,
hitting correct notes, performing with ex-
treme musicality, and playing a beautiful,
well-enjoyed piece. If you do this, I believe
your performance will be better.

Part of what we play involves our
hands and feet; the rest comes from our
heart and mind. I don’t want to psyche
myself out because I get too nervous or
because I didn’t have as much time to
practice a piece. I want to psyche myself
up for a great performance.

NON-MUSICAL TASKS
As percussionists, it is important for us

to be equally adept with both our right
and left hands. It is not a bad idea to be
as ambidextrous as possible. To accom-
plish this, I work on gaining strength,

control, and independence in my weak
hand, resulting in more balanced ability
between my hands, all without being at
my instrument. I can open doors, wash
dishes, work a screwdriver, brush my
teeth, use a fork, etc., with my left hand.
Think of common tasks you are perform-
ing with your strong hand for which you
could substitute your weak hand. No
sense in making your strong hand stron-
ger and leaving the weaker one in the
dust.

FINALLY…
As I practice away from my instru-

ment, my focus is not so much on the
technical needs as on the overall musical
scope of the piece. There is virtually no
technique needed when practicing with-
out your instrument. You can get away
from “I have to spread my third mallet in
order to reach this interval while rotating
my wrists so I don’t keep clunking that
wrong note and crescendo the first three
beats, then repeat back to letter C,” etc.
Later, when I am with my instrument, I
can apply the technical aspects, creating
a stronger, improved, and better-prepared
musical performance.

Do indeed practice on your instrument,
but also use score study, counting, sing-
ing, mapping, air time, reflection, and
non-musical tasks as well as ideas of your
own to improve your playing. There are so
many ways in which we can gain more in-
sight into our instrument, craft, and mu-
sic as a whole. Look for ideas and
concepts to help you continually grow as a
musician, being creative and opportunis-
tic.

Joel Smales is director of bands at
Binghamton High School’s Rod Serling
School of Fine Arts in Binghamton, New
York, where he conducts two concert
bands, two jazz ensembles, a marimba
ensemble and a steel drum band. He
holds music degrees from the Crane
School of Music and Binghamton Univer-
sity. Smales performs with the
Binghamton Philharmonic, leads his own
percussion quartet, and plays drumset
and jazz vibes regularly in the area. He
has performed on more than thirty CDs
and his published works include percus-
sion solos, ensembles, method books, and
the text Teaching Music at the Secondary
Level.     PN
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Most serious percussionists have
experienced the exhilaration of
performing a multiple-percus-

sion piece. The sheer visual image of the
assembled instruments arouses anticipa-
tion. Which instrument goes where in the
setup? What is to come musically? What
is the most logical presentation for musi-
cal success?

Multiple percussion is truly a dream
opportunity for the creative percussionist
who relishes the unraveling of clues,
similar to doing a crossword puzzle. Let’s
face it, the setup of every piece is differ-
ent. What other instrument performance
demands this level of musical planning
and inspires such curiosity?

THE DOWNSIDE
With the musical palette be-

ing excited on so many levels
comes the challenge of practic-
ing a multiple-percussion
piece. A percussionist can
spend exhausting hours set-
ting up before every practice
session because he or she (or
someone else) may need the
instruments after the practice
session. More time and energy
can be spent with setup than
with actual practicing. As a
result, focus problems can set
in, leading to less-effective
practices and, perhaps ulti-
mately, a less-than-desired
performance. How discourag-
ing!

LOOKING BACK
Remember back in high

school when you were bored
and got into trouble for play-
ing those “licks” on the study-
hall desk? Remember how you
tapped out rhythms to your
favorite songs on “air” drums?
Remember those marching
band “chop busters” that you
played on the dashboard of
the car while waiting in traf-
fic?

And, most importantly, re-

The Logic Of Swatting Flies
BY LARRY SNIDER

member how well you played them? You
were awesome!

LIGHTENING THE PRACTICE LOAD
When you look back at how well you

could—and still can—perform as a per-
cussionist, something is clear: You learn
best, and therefore practice and play
best, by using your visual, kinesthetic
(touch/feeling), and aural senses.

What if you could combine these
senses to overcome some of the most te-
dious and tiring elements of practicing?
What if you could reduce the time and
energy needed to set up multiple-percus-
sion pieces and thus maximize your prac-
tice results?

You can.

After years of dealing with logistical
setup problems for my students and my-
self, I have found an exciting, adventur-
ous, and low-maintenance process for
practicing multiple-percussion pieces.
Learn a lesson from your study-hall desk,
air drums, and dashboard: Simply, and
boldly, eliminate instruments from many
of your practice sessions.

THE PROCESS
Practice Session 1

Yes, you must! Take the time to do the
multiple setup. Select, as close as pos-
sible, the same instruments and mallets
you will be using for the performance.
And set up everything in exactly the
same places that you will use them for

the performance. Keep in
mind, however, that the in-
struments and mallets that
are used in a practice area
will not necessarily sound
good in a performance
area. Make aural adjust-
ments the best you can.

Become intimate with
the instruments’ sounds.
This does not mean, how-
ever, that you should for-
mally start to practice the
piece. What this does mean
is that you must play at all
dynamic levels common to
the piece you are working
on. Be sure to play all of
the instruments in the
piece with all of the mallets
you will use. Try to memo-
rize (1) the sounds you
have created; (2) the feel of
the stick on the instru-
ments; (3) the body move-
ment it takes to get to the
instruments; (4) the loca-
tion of each instrument in
the setup; and (5) how hard
you must strike one instru-
ment to get the same dy-
namic of other instruments
in balance. Avoid the temp-
tation to actually work on
the piece at this point.
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Practice Session 2
Again, set up all of the instruments in

their exact locations. Needless to say, ses-
sions should be on a daily basis for best
results. For about one third of your prac-
tice session, follow the format of Practice
Session 1. Use this as a mental, physical,
and aural warm-up as you would when
practicing scales on xylophone or rudi-
ments on snare drum.

Proceed now to actually working on the
piece. Because we all learn in different
ways, feel free to either work small sec-
tions or do an overall read-through—
whatever works best for you.

The important thing here is the
“shape” of what you are playing. Perfec-
tion, while being the ultimate goal, is not
necessary at this point. Get the piece, or
a section of the piece, “in your ear” and
“under your hands” with some general
muscle memory.

Practice Session 3
The adventure begins. At this session,

use only the mallets you have selected for
the piece you are practicing. No setup is
required—or even encouraged.

Go through the warm-up of striking
your non-existent instruments in the
places where you put them in the setup.
Be patient with yourself because this

may feel (and certainly look!) a bit awk-
ward at first. As you strike each “air” in-
strument, try to remember the “real”
sound you heard in the last session. Be
specific here. If you cannot formulate a
sound that you heard previously, keep
pretending until it comes back to you. If
it does not come back after several min-
utes, find that instrument, strike it, and
get its sound back in your ear. Spend
about one third of your practice time
hearing those instruments in an imagi-
nary form of Session 2.

Now, even though you still aren’t using
actual instruments, begin your normal
process of learning the piece. Be specific
with dynamics, sticking processes, cor-
rect instrument playing, timbre selec-
tions, and all of the other things you do
when you practice in the conventional
way. Make sure that your mind actually
sees, or visualizes, the instruments.

You’ll look like you are swatting flies.
But you’ll also be learning your piece au-
rally, visually, and kinesthetically. And
you will not be using your valuable time
and energy to set up and take down any
instruments!

Practice Session 4
The next few practice sessions are cru-

cial. Repeat Practice Session 3. Do not

take your aural, visual, and kinesthetic
skills for granted. Keep learning the
piece on air instruments for a few ses-
sions. If you lose the true sound, find the
instrument, play it, and get it in your ear
again.

As you normally would, slowly repeat
patterns in the piece. Use a metronome.
Work out and change stickings and get
your kinesthetic feel in line. Most of all
hear, with no instruments, what you are
playing.

You are going to be fresher and more
creative at all of these sessions because
you are not setting up or tearing down.
You are actually exploring all of your mu-
sical senses more intensely, and you are
focusing more—and accomplishing
more—in a shorter period of time.

THE NEW FRONTIER
At some point, of course, you will need

to set up the real instruments and actu-
ally use them for a complete practice ses-
sion. When you do, you’ll experience
some initial awkwardness, but then
you’ll see some astounding results.

Obviously, the real instruments will
not feel like the “air” instruments. It will
be like driving a different car than the
one you are used to driving. You know
what to do, but the brake, steering wheel,
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and other processes feel a bit different.
You will be surprised by how close you

are to the real thing from just practicing
without the setup. You will feel and hear
a new and exciting freshness to a piece
that you have learned but not really
heard yourself play! This is an energizing
new experience, and a new frontier, for
most musicians.

After the newness wears off, return to
the sections that did not feel or sound
right. Play them several times on the real
instruments until they become more com-
fortable. While you play, make note of
sections and musical transitions that
need work. Play them over many times
before ending your session.

AFTER “THE NEW FRONTIER”
Go back to your “air” instruments in

the next sessions. Remember, again,
what you need to work on and how sec-
tions sounded. Couple these sessions
with “real” instrument setup sessions. Go
through your sound warm-ups before
working on the score. Always visualize
where the instruments are located in the
setup. Feel where your body goes on each
phrase of music. Feel how the instru-
ments respond to your stroke.

FURTHER EXPERIMENTATION
Expand your musical horizons by prac-

ticing totally without instruments until
the piece is learned. Visualize what the
sound might be and where you might put
the instruments in the true setup.

Perform for colleagues a piece on “real”
instruments that you have learned and
practiced only on “air” instruments.

Learn pieces while you wait for your
flight to leave, while you take a walk
through a park, or even while you read
the newspaper.

Use this method when learning pieces
on melodic instruments, substituting
timbre with singing the pitches.

Make up an imaginary movie of which
your piece would be the soundtrack.
What would be happening in that movie?

CONCLUSION: BACK TO BASICS
Most of a our best learning experiences

come from things that are fun and ener-
gizing—and that involve all of our senses
on every level. That’s the idea here. Go
back to basics by capitalizing on how you
learn best. Unlike standard practice ses-
sions that rely mostly on your kinesthetic
sense of touch, try adding your visual

and aural senses for a more effective ex-
perience.

By saving preparation time and en-
ergy, you may discover that you have
more focused brainpower that helps you
learn the piece faster. By using “air” in-
struments and hearing the music in your
head before you actually perform it, you
may discover that the process of memori-
zation becomes clearer and that the piece
stays in your head longer.

By using this process, the adventure of
learning new music can be more stream-
lined, more attainable, and even more ex-
hilarating. Go ahead, swat those flies!

Dr. Larry Snider is Professor of Music and
Director of Percussion Studies at the
University of Akron, where he was re-
cently nominated for Distinguished Pro-
fessor of the Year. In 2001 he won the
Akron Area Arts Alliance’s Arts Educator
of the Year Award. Snider has been Prin-
cipal Percussionist of the Akron Sym-
phony Orchestra for 25 years and has
served for many years as coordinator of
the PASIC Focus Day (New Music/Re-
search Day).     PN

Iñaki Sebastián MALLETS

INTRODUCES

All Iñaki Sebastian MALLETS are distributed  by Black
Swamp in U.S.A., Pustjens Percussion Products in
Europe, Nonaka Boeki in Japan, Rivera in Spain,
Optimun Resources in Australia and Seoul Percussion
Music in Korea. For more info contact:
http://www.cin.es/mallets/    E-mail:mallets@cin.es

ÁNGEL  FRETTE
Argentinean Marimba Soloist

New CD “TANGOS and MORE”
Other cd’s: “La marimba en la Argentina”
“Un camino de tierra”

Enjoy the new series of mallets Ángel Frette
made by Iñaki Sebastian MALLETS

Scores and Cds edited  PMM  (Para Marimba Music)
(Jean Jaurés 331 ( 1215) Bs As - Argentina
E-mail: afrette@arnet.com.ar

Scores, CD’s and  Mallets available in Steve Weiss Music

RAÚL TUDÓN
Mexican Marimba Soloist
and TAMBUCO’s member

PRESENTS Three CD’s
“Voices of the wind, voices of the earth” Vol 1
“Voices of the wind, voices of the earth” Vol 2
“Acuostic Nature, Electric Nature”.

Enjoy the new series of mallets Raúl Tudón
made by Iñaki Sebastian MALLETS

Edited by “Quindecim Recordings”
www.quindecim.com         quindecimrecordings@hotmail.com
For Scores, CD’s and Mallets Contact:  rtudon@yahoo.com.mx

Applications are being ac-
cepted for the chair position
of the PAS College Pedagogy
Committee. Among the many
responsibilities, the chair will
facilitate and coordinate the
activities of the committee by
examining and addressing
topics and issues related to
the committee and the Per-
cussive Arts Society.

Deadline for applications:
May 1, 2003

Applicants should send a letter
of interest and a current vita
to Michael Kenyon, Executive
Director, Percussive Ar ts
Society, 701 NW Ferris Avenue,
Lawton, OK 73507.

COLLEGE PEDAGOGY
COMMITTEE CHAIR SEARCH
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W hen practicing, it’s often diffi-
cult for percussionists to deter-
mine how to divide their time

among all the instruments. A long audi-
tion repertoire list, in which five or more
percussion instruments are required,
can be intimidating.

It’s important to view the need for ver-
satility as a blessing rather than a curse.
I find that after a certain amount of time
on any instrument, continuing to prac-
tice results in diminishing returns.
That’s always a good time to take a
break and switch to a different instru-
ment.

When I prepare for an audition, I map
out a daily schedule in which I make
sure I get time on every instrument. I
don’t hesitate to take a break before
reaching the allotted time on any instru-
ment, so often it might take three differ-
ent sessions throughout the day to reach
my time goals. For example, practicing
cymbals can cause fatigue quickly, so I
spread out my cymbal practice over the
course of the day in intervals that are
sometimes as brief as five minutes. As I
reach the time goals for each instru-
ment, I check them off on the schedule. I
don’t always reach my time goals, but by
documenting the time put in, I can de-
termine how to schedule the next prac-
tice day.

It’s important for me to use a metro-
nome and recording device in my prac-
tice. A tape recorder is a great
self-teaching tool, and your hands get a
break when you play back your tape. I
start by practicing a particular piece of
music with the metronome until I feel
that I am firmly in time with it. Then I
turn on the recorder and play one time
through with the metronome and one
time without. When I play back the re-
cording, I’ll note the differences in the
two versions. Does it feel like my ten-
dency is to rush or to drag? Do I con-
dense the dynamics of the music when I
am concentrating on the time?

The real test comes when I try to sync
up the playback of the non-metronome
version with the live metronome. On the
music, I mark places in which I get out

Practicing for a Specific Audition
BY TED ATKATZ

of sync with the metronome, and I con-
centrate on those areas when I repeat
the process.

Making the connection between prac-
tice and performance is difficult, so I
play for as many people as I can prior to
an audition. Just having another set of
ears in the same room can drastically af-
fect the way that you perform. I find that
a half-hour mock audition with several
musicians as your committee can teach
you more than an entire day of practice.
I record the entire event—the perfor-
mance and the committee’s comments.
Playing for non-percussionists is impor-
tant because string or woodwind players,
for example, hear percussion playing
very differently than a percussionist.
They are usually less hung up on the
technical aspects and more involved in
the musical ones. Playing for a commit-
tee that includes a combination of per-
cussionists and other instrumentalists
will come close to replicating most com-
mittees for professional auditions.

As percussionists, we need to be versa-
tile in the instruments we practice as
well as in the ways in which we practice.

We must ensure that we are covering all
the bases and challenging ourselves
mentally as well as musically.

Edward “Ted” Atkatz has been a member
of the Chicago Symphony since 1997. He
attended the Manhattan School of Music
and then studied with Tom Gauger at
Boston University. He later studied with
Will Hudgins at the New England Con-
servatory and attended the Tanglewood
Music Festival for several years. He also
studied with Alan Abel at Temple Uni-
versity. Ted has performed with the Bos-
ton Symphony, the Boston Pops, the
Chicago Chamber Musicians, the Grand
Teton Music Festival, and the New
Hampshire Music Festival, and is also a
member of the St. Bart’s Music Festival.
He teaches at DePaul University.        PN

DEADLINE

PROGRAM FILM/ART—OCTOBER 1

FOR ADDITIONAL INFORMATION PLEASE

CONTACT PAS AT (580) 353-1455
OR E-MAIL: ADVERTISING@PAS.ORG

YOUR AD WILL BE DISTRIBUTED AT THE CONVENTION!

ADDITIONAL DISTRIBUTION ON THE PAS WEB SITE

AND USED AS PROMOTIONAL TOOL

THROUGHOUT 2004!

5% DISCOUNT IF YOUR PAYMENT IS
RECEIVED AT PAS BY AUGUST 1

ADVERTISE IN THE PASIC
2003 PROGRAM!

“Time your practice session
and stop at a pre-designated
time after you have accom-
plished a pre-set goal. Make
yourself stop even if you feel
like going on. You will look for-
ward to the next session with

positive anticipation.”
—Michael Rosen
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Name _____________________________________________   Phone _____________________________________________

Address ___________________________________________   City _______________________________________________

State ______________________________________________     Zip Code __________________________________________

Your E-mail _________________________________________    Cell Phone _________________________________________

Personal Reference _________________________________   Phone _____________________________________________

HOW CAN I MEET AND WORK WITH MY FAVORITE ARTISTS,
GET FREE REGISTRATION TO PASIC, AND A FREE 2003 PASIC T-SHIRT?

RETURN FORM BY OCT. 1, 2003 TO PAS, 701 NW FERRIS AVE., LAWTON OK 73507-5442 OR FAX TO (580) 353-1456

To qualify for consideration as a member of the PASIC 2003 Logistics Team, you must be at least 18 years of age, a
current member of PAS (90 day trial ePAS memberships do not qualify), and agree to work two 6 hour shifts from the
schedule below. If you are not currently a member, send payment for the appropriate amount as indicated on the form below.

PAS is currently taking applications for volunteers to work at the Percussive Arts Society International Conven-
tion (PASIC 2003) in Louisville, Kentucky, Nov. 19–22, 2003. Duties include moving equipment from the exhibit hall
to clinic rooms, assisting with stage setups and sound checks, and checking badges for entrance to events.

(please print)

❑   Yes, I am a PAS member.   Membership No.  ________________________________   Exp. Date  _______________

❑   No, I am not a PAS member.  Enclosed is my check for membership fees in the amount of $ _________________

Charge $ __________________   to my:  ❑  Visa   ❑  Mastercard  ❑  Discover   ❑  American Express

Credit Card # ___________________________________   Exp. Date _______________________________________

Name on Credit Card  ____________________________    Signature _______________________________________

BE A MEMBER OF THE PASIC LOGISTICS TEAM, OF COURSE.BE A MEMBER OF THE PASIC LOGISTICS TEAM, OF COURSE.

TUES. 11/18 ____ 8 A.M. – 2 P.M. ____ 1 P.M. – 7 P.M.  ____ 6 P.M. – 12 A.M.

WED. 11/19 ____ 8 A.M. – 2 P.M. ____ 1 P.M. – 7 P.M.  ____ 6 P.M. – 12 A.M.

THUR. 11/20 ____ 8 A.M. – 2 P.M. ____ 1 P.M. – 7 P.M.  ____ 6 P.M. – 12 A.M.

FRI. 11/21 ____ 8 A.M. – 2 P.M. ____ 1 P.M. – 7 P.M.  ____ 6 P.M. – 12 A.M.

SAT. 11/22 ____ 8 A.M. – 2 P.M. ____ 1 P.M. – 7 P.M.  ____ 6 P.M. – 12 A.M.

Notate four shifts that you would be
available to work. Number the shifts in
order of preference, knowing that you
will be required to work at least two.
Please do not indicate Tuesday and
Wednesday shifts only (these shifts are
limited and fill up quickly.) Shift choices
cannot be guaranteed.

❑ I have been a previous member of
the PASIC logistics team.

❑ I am interested in extra
responsibilities and volunteer to
work more hours.

All scheduling is done on a first come, first serve basis.

❑ e-PAS Student $25   ❑ Student $55

❑ Senior High Student   ❑ College/University Student

❑ e-PAS Professional $40  ❑ Senior citizen $55   ❑ Professional $85

❑ Educator    ❑ Performer/Artist    ❑ Enthusiast

PAS MEMBERSHIP FEES & CLASSIFICATIONS (ONE YEAR)
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The Minnesota Orchestra annually
plays host to a group of young com-
posers for a week. This Composer’s

Institute is under the direction of Aaron
Jay Kernis, who supervises the selection
of works submitted from around the coun-
try. This year, nine pieces are to be read
by the orchestra in three sessions over
three days. Each piece will be played
through at least once—twice if there is
time.

Invariably, the music is challenging for
everyone, but especially for timpani and
percussion, so this seemed to be a good
opportunity for me to analyze how I pre-
pare for the reading sessions. The music
arrives about five weeks before the ses-
sion. The first thing I do is look through
all of it away from my instrument to note
extensive solos or difficult passages.
Tempo indications are very important—
passages of moderate difficulty can be-
come extremely challenging at fast
tempos.

I also take note of stick indica-
tions, especially unusual ones:
brushes and maracas used as mal-
lets are called for in two of the
pieces. Readability also is a con-
cern in this situation. None of
these young composers has a pub-
lisher. They are producing their
own parts—usually on software,
sometimes by hand. The legibility
factor is complicated when parts
are written in score form. It seems
that many young composers have
been persuaded to write their per-
cussion parts for three players,
one of whom doubles on timpani,
so the timpani part will disappear
and reappear on one or more
staves throughout the composi-
tion. Since I’m playing only tim-
pani, I’ll have to mark these
entrances very clearly. For this oc-
casion I’m using a yellow
highlighter over the timpani line
at each entrance.

My next step is to mark each
part for pitch changes. Some com-
posers indicate pitches before each
entrance—some even try to guess

Practice and Preparation
BY PETER KOGAN

which drum you’ll be using. Inevitably
though, I mark my own pitch changes to
suit my particular drum preferences for
range and placement on the page (just
when you tune can be crucial sometimes).
So there’s quite a bit of preparation
needed before getting behind the drums—
in this case several hours.

At the drums I read through each piece
very slowly (slowly enough to decipher
the part and play easily), stopping often
to correct or improve tunings, mark
stickings, and double check tempi, dy-
namics, and metronome markings. I begin
to learn to find my “line” on the score and
where the bad page turns are. (I may
have to copy a passage or photocopy a
page, cut and paste, etc.)

By now I have a good idea what mallets
I’ll need, too. Then I go back and re-read
the piece from the beginning at the indi-
cated tempo, this time counting the rests
while tuning. I’ll only get one or two

chances to play these pieces, so I don’t
want to get lost.

It is now February 27, and the reading
sessions take place on March 12, 13, and
14. I have five pieces to play out of the
nine scheduled (an easy load!) and here is
how they stand:

1. “Amok” by Keith Murphy
The easiest to play with good print and

plenty of time between tunings. Requires
five timpani.

The challenge: I can play it now, but it
changes meter almost every bar. There
are very few cues written in, so counting
will be very important.

2. “Serendipitous Scenes” by Anthony
Cheung

The part is well printed with what
seem to be adequate cues. Notes lie well
on the timpani.

The challenge: Frequent tuning
changes and glissandos mean practicing
foot placement. There are frequent meter

changes while playing and count-
ing. I’ll be running this one down
several more times.

3. “Symphony No. 1” by Gordon
Beeferman

This piece is printed well with
not a lot to play.

The challenge: It’s in score form
and there’s a very fast passage at
the end that will require some
practicing.

4. “The Whispering Wind” by
Michael Gatonska

This piece is hand copied in per-
cussion score form.

The challenge: The measures are
cramped on the page with little
room for writing in tuning
changes. The notes are small and
hard to read. The composer consis-
tently writes for the four timpani
at the bottom of their ranges (e.g.,
low E-flat, F, B-flat and D). This
will be a tuning challenge despite
the tuning gauges and will make it
harder to read. (I’m not used to
seeing such low notes on the upper
drums.) Easy to play, but tricky to
read, it will require regular play-
throughs.
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5. “Canter Into Black” by Mischa Zupko
Well-printed with some cues.
The challenge: Some tempi licks writ-

ten for five drums. There’s an extensive
passage marked fortissimo at a furious
pace—about thirty bars long with some
glissandos, tuning, and syncopation. A
quick consult with the orchestral score
showed it to be a timpani solo with light
accompaniment. While checking the
score, I also learned that some accents
are missing. The tempo is marked quarter
note = 160. I’ve practiced it a few times
and have the tempo now at about MM =
130. This will need daily practice for a
while!

One thing I’ve learned from experience
with difficult music: Daily run-throughs
at a comfortable pace work much better
than long “cramming” sessions. Even af-
ter I’ve learned a difficult passage up to
tempo I will still play it through slowly
first at each practice session. This gives
me time to absorb the musical details and
master the technical problems. The goal
is to feel confident enough with the music
so that during the first reading I’ll be able

to listen to the rest of the orchestra, con-
centrate on ensemble, and even occasion-
ally take a peek at the conductor!

Fortunately, these pieces are nicely
spaced for me, two each on March 12 and
13, and one on March 14. On those morn-
ings after my warm-up, I’ll play through
the pieces to be played that day at least
once before the readings.

Peter Kogan, Principal Timpanist of the
Minnesota Orchestra since 1986, received
his M.M. from the Cleveland Institute in
1972. He was appointed to the percussion
section of the Cleveland Orchestra by
George Szell in 1969. Other positions in-
cluded Principal Percussion and Associate
Principal Timpani with the Pittsburgh
Symphony, 1972–77; Timpani and
Drumset with the Honolulu Symphony,
1984–86; Principal Timpani with the
Santa Fe Opera, 1999 and 2000; and
Principal Timpani with the Grand Teton
Music Festival, 2002 and 2003. His teach-
ers included Saul Goodman, Cloyd Duff,
Elden “Buster” Bailey and Fred Hinger.

     PN
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Technical skills such as the roll need to be practiced on a
daily basis over a period of months and years. It is one of
the few skills on our instrument that requires this kind of

steady, long-term effort to succeed. This guide will offer exer-
cises for refining the various aspects of a quality roll.

LEGATO STROKES
A roll can sound only as good as the sound of the individual

strokes of which it consists. It is important to maintain a
gentle, legato touch, no matter what the dynamic or speed.

The basic exercise for developing legato strokes involves sim-
ply accelerating the roll, from extremely slow (30 strokes per
minute) to very fast (or proper roll speed). Perfect the tone of
your slow, individual strokes, and then accelerate only as you
can maintain the same good sound. When you start to lose your
good quality of sound, slow back down a bit until you regain it,
and then try accelerating once again.

EVENNESS OF STROKES
1. Odd Groupings
Getting away from hearing your roll in duples will help you

to notice if your hands are not balanced. Practice these with
slight accents at first, and then gradually fade the accents away
until all strokes are perfectly even.

Nines:

Fives:

2. One-Hand Swells.
While keeping the dynamic of one hand even, swell the other

up and down until you find the perfect balance.

Practicing the Timpani Roll
BY DUNCAN PATTON
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3. Hands Separate
Dropping out one hand gives you a chance to focus on the

other, and then to compare the consistency of the two hands.

SPEED
The proper roll speed for a high note is very fast—as fast as

one can play, for most people. Consequently, it is important to
develop your hand speed. Good hand speed tends to make it
easier to relax at moderate roll speeds as well.

Exercises in which one starts at a moderate speed and then
does short “bursts” of faster strokes are best for increasing your
speed. You can gradually lengthen the bursts to develop endur-
ance, as well. I give one example here, but numerous snare
drum technique books are full of similar exercises.
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Exercises for evenness and speed may be practiced while
wearing earplugs, with a towel covering part of the head, or on
a practice pad.

PROPER SPEED
For every pitch on each drum there is an optimum speed for

the roll. If the roll is too slow, we will hear individual strokes; if
it is too fast, the drum will not resonate to its fullest capacity.

1. Experimenting
On various pitches and drums, try simply slowing down and

speeding up the roll until you zero in on the optimum speed.

2. Shifting
After you have developed a feel for the proper roll speed on

different pitches, you can practice rolling from one drum to an-
other. The point here is to instantly switch to the new roll speed
appropriate to the new drum and pitch. Tune up any four notes
and play patterns like these. You should start with rather long
notes, giving you time to check and adjust, then move to shorter
notes where you must find the new speed immediately.

DYNAMICS
All of the exercises given here should be practiced at all dy-

namic levels, particularly at the extremes of very loud and very
soft. Another simple but effective exercise is the very long cre-
scendo and diminuendo. You can move on from that to quicker
swells.

STARTING AND STOPPING
After mastering the roll itself, it will take some more atten-

tion to develop good control of the dynamic, placement, and
sound of the attacks and releases of rolls. Generally speaking,
the start and ending of a roll should match the dynamic and
sound of the single notes surrounding it. The roll sustains the
tone at the same level. Exceptions to this would include ac-
cents, forte-piano, tied rolls, and, of course, crescendi and
diminuendi.

Playing simple patterns with rolls will give you a chance to
focus on this technique. If you repeat the patterns without the
roll, it will help you compare the sound of the attack and re-
lease to that of the notes around them. These examples can get
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you started, but go ahead and make up your own. You can de-
vise countless variations in dynamics, and be sure to practice
them at a variety of tempi.

These always seems especially troublesome:
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2003 PERCUSSIVE ARTS SOCIETY 30TH ANNUAL
PERCUSSION COMPOSITION CONTEST

PURPOSE: The Percussive Arts Society sponsors an annual competition
to encourage and reward those who create music for percussion in-
struments and to increase the number of quality compositions written
for percussion.

2003 CATEGORIES:
Category I: Marimba Solo
First Place: $1,000.00 plus publication by HoneyRock Publishing
Second Place: $300.00
Third Place: $200.00

Category II: Percussion Ensemble (6–8 players)
First Place: $1,000.00 plus publication by Southern Music Company
Second Place: $300.00
Third Place: $200.00

Efforts will be made to encourage performances of the winning com-
positions at a future Percussive Arts Society International Convention
or other PAS sponsored events. PAS reserves the right to not desig-
nate a winner if the judges determine that no composition is worthy
of the award(s).

ELIGIBILITY AND PROCEDURES:
• Previously commissioned or published (printed, audio or video)

works may not be entered.
• Time limit for each category is 6–12 minutes. Total duration of

piece should be stated on manuscript. Compositions must be
original (no transcriptions or arrangements).

• Composer should send four (4) complete copies of the score. If not
computer generated, neat manuscript is required. Composer’s
name cannot appear on any of the score pages. Four (4) cassette
tapes or CDs may be submitted in addition to scores but are not
required All entry materials become property of PAS.

• The difficulty of the composition is left to the discretion of the
composer, however, high artistic goals should be coupled with
realistic demands to allow for performance at the university level.
Instrument demands should also be limited to those commonly
found at the university level.

APPLICATION FEE: $25 per composition (non-refundable) should be en-
closed with each entry. Make checks payable to the Percussive Arts
Society.

DEADLINE: All materials (application fee, application form and manu-
scripts) must be received in the Lawton, Oklahoma PAS office no
later than April 12, 2003.

For further information and details, contact PAS
701 NW Ferris Avenue, Lawton, OK 73507-5442, (580) 353-1455;

E-mail: percarts@pas.org

2003 PERCUSSIVE ARTS SOCIETY 30TH ANNUAL PERCUSSION COMPOSITION CONTEST

Name of Composition ________________________________________

Composer’s Name ______________________________________

Address ______________________________________________

City ____________________  State ___________  Zip ___________

Telephone Number (include area code) _______________________

Fax Number ______________  E-mail Address ______________

Signature of Composer __________________________________

I hereby certify that the enclosed composition is original and it has not
been previously commissioned or published in any format.

2004 CATEGORIES: CATEGORY I VIBRAPHONE SOLO   CATEGORY II PERCUSSION QUARTET

SHIFTING
Ending a roll on a different drum, or moving the roll to a dif-

ferent drum, presents a slightly different problem. You can
practice patterns like the ones above, except moving from drum
to drum; and you can simply tune up four notes and practice
rolling from one drum to another (like the exercise for learning
proper roll speed). Start with neighboring drums and then move
onto skipping over drums.

GENERAL PRACTICE TIPS
• Stay relaxed: hands, arms, shoulders, neck.
• Keep listening to the sound you are producing.
• Be aware of the beating spot.
• Practice with hard sticks.
• Play ff and pp more then mf.
• You cannot develop your hands without regular, daily prac-

tice.

Duncan Patton is Principal Timpanist of the Metropolitan Opera
Orchestra and a member of the percussion faculty at the Man-
hattan School of Music. Prior to joining the Met, he was in the
Honolulu Symphony, the Colorado Symphony, and the Albany
Symphony. He also taught at the State University of New York
at Purchase from 1985 to 1989. He graduated from Eastman
School of Music and has studied with John Beck and Roland
Kohloff. Patton has appeared as clinician at PASIC and in the
International Week of Percussion in Mexico City. He is also a
composer who has written several works for percussion.        PN

“Begin and end your practice sessions with something
you enjoy or can do very well. This will keep you in a good

frame of mind to practice.” —John Gardner
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To play any kind of music, one must
have a clear understanding of the
style being performed. It is never

enough to just play the notes on the page.
Executing classical music with a jazz feel
or jazz with a classical feel produces a lu-
dicrous representation of either. To be
even more specific, it is important to un-
derstand that the music of Mozart is
played no more like the music of Mahler
than Dixieland is played like bebop.

One learns to recognize and play con-
sistent with any style not only in percus-
sion lessons but perhaps moreso in music
history and music theory classes and by
selective listening. Through listening and
studying various types of music we gain
insights into the myriad diverse styles
and performance practices. If you were
called to play a ’70s disco gig you would
probably get all the Bee Gees and K.C.
and the Sunshine Band records you could
find so that you would be prepared to
play the style correctly. There is a paral-
lel with classical music; one must listen
to it to learn how to play it.

I once had a student come to a timpani
lesson lamenting that something was not
right at her last rehearsal of the Mozart
“Requiem,” but was unable to put her fin-
ger on the problem. Even the conductor
was giving her grief about how she was
playing; the sticks she was using were
not quite right, the balance was askew,
and generally he seemed to be dissatis-
fied with her work, but he couldn’t ar-
ticulate his demands precisely. I asked if
she had ever listened to a recording of
the piece in question and she confessed
having not done so. When I asked her
what type of music she usually listened
to she was quick to reply, “Jazz, espe-
cially bebop.” After pointing out this
anomaly she realized that she had little
connection to the style of Mozart because
she never listened to Mozart. She prom-
ised to listen more in the future to what-
ever kind of music she was playing in
orchestra with a keen ear to stylistic con-
cerns.

Orchestral excerpts can be used to en-

An Innovative Approach to the
Study of Orchestral Excerpts

BY MICHAEL ROSEN

hance an understanding of style as well
as specific knowledge of the measures be-
ing studied. In addition, learning ex-
cerpts can be an efficient way to study
technique, memorization, concentration,
taste, mallet choice, and perhaps the
most important thing: how to learn,
which differs with each student. All this
can be accomplished by working on or-
chestral excerpts as music, not just as
licks to be perfected and played in a me-
chanical way. To approach excerpt study
as merely a long list of short musical ex-
amples to be memorized and spouted off
on command is boring and only scratches
the surface of their musical possibilities.

To illustrate this idea let’s take an in-
depth look at how to practice the snare
drum part to the “Toccata” from “Sym-
phony No. 3” by the American composer
William Schuman (1910–1992).

TECHNIQUE
In order to perform this excerpt it is

imperative that the student be able to
play softly, and this presupposes that the
student is working seriously on stick con-
trol to develop a consistent sound and
good time. In addition, I would include an
ability to throw the stick as a basic tech-
nique. In order to play evenly it is neces-
sary to lift both sticks to the same height
and throw them gently when playing
softly. I suggest that a student include a
half-hour of soft practice every day, in-
cluding stick control, rolls, embellish-
ments, and the playing of etudes
pianissimo without dynamics. I find
“Etude No. 2” from Advanced Studies for
Snare Drum by Mitchell Peters and
“Etude No. 4” from Advanced Studies for
Snare Drum by Keith Aleo a good way to
work on soft playing if played pianissimo
without the written dynamics. Search for
exercises from Stick Control and Accents
and Rebounds by George Lawrence
Stone, Developing Dexterity by Mitchell
Peters, and etudes from Méthode de
Caisse-Claire by Jacques Delècluse. Play
them softly as well, no change in dynam-
ics; ppp from beginning to end.

It is not necessary to practice too softly
at the beginning of this process. Choose a
comfortable dynamic but not much above
mezzo forte. When an exercise or phrase
feels comfortable at this dynamic, play it
softer the next time or the next three
times. Then once slightly louder, always
monitoring the evenness of the sound,
the height of each stick, and the steadi-
ness of the tempo. In this way we push
down the dynamic in a comfortable man-
ner. Do not force the soft dynamic, work
down to it slowly. If it doesn’t sound good
at the lower dynamic, play a bit louder
until it feels comfortable and then push
the dynamic down again. Use this same
technique with stick control also. This
process should take more than a week,
which helps you learn both the technique
of soft playing, how to practice soft play-
ing, and later “Schuman’s Third” simul-
taneously.

After a few weeks it is time to include
the “Schuman Third” snare drum excerpt
as a part of this regimen of soft practice.
This is often the first excerpt I give stu-
dents because it has a dearth of rolls and
demands the utmost in control, touch,
softness, and steady tempo, which are all
related.

At this point it is essential not to think
of this excerpt as “the excerpt” from
“Schuman’s Third,” but rather as “The
Etude” from “Schuman’s Third.” Don’t
practice from beginning to end at this
point. I have students divide it into short
phrases, each of which is repeated sev-
eral times, but not necessarily in the or-
der written in the music. It is often more
beneficial to practice the last few phrases
of this excerpt first.

Remember that we are thinking of it as
an etude now. For example: Measure 143
to 154 might be the first section. Mark it
with a letter A; letter B might go from
measure 151 to measure 165; letter C
from 166 to 180, etc. Put repeat signs in
the music to remind you where the
phrases are and to play them repeatedly.
Stop after each repetition before you be-
gin anew so that your playing doesn’t get
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hectic. Stay relaxed and always think be-
fore you begin to play. The phrases could
be even shorter for practice purposes. I
would even suggest repeating two or
three measures at a time, always pianis-
simo.

I encourage students to find the
phrases themselves, which stimulates
discovery and helps to involve them in
their practice process and makes it per-
sonal, which is an essential constituent

in learning. Each of these phrases now
has become a separate stick control exer-
cise to be worked on assiduously. In this
way the technical problems of the ex-
cerpt are used as a practical extension of
the music and are, at the same time,
solved by linking them to the piece. Work
meticulously in incremental steps.

Use a metronome. I suggest putting
the clicks of the metronome at the larg-
est intervals. Start with the click on two

PASIC 2003
PERCUSSION MOCK AUDITION
THURSDAY, NOVEMBER 20, 2003 • 2:00 – 4:00 P.M.

Submit all materials to:

Percussive Arts Society, 701 NW Ferris Avenue, Lawton, OK 73507-5442.

PASIC 2003 LOUISVILLE, KENTUCKY NOVEMBER 19–22, 2003

NAME ___________________________________________________

ADDRESS ________________________________________________

CITY ____________________________________________________

STATE _____________________    ZIP _________________________

PHONE __________________________________________________

E-MAIL ____________________     PAS MEMBER # _______________

ALTERNATE ADDRESS ________________________________________

ALTERNATE PHONE __________________________________________

Materials will be sent to the address above unless an alternate address is provided.

August 1, 2003
 Applications and one page

resume due

July 1, 2003
Videotape repertoire

released to applicants

September 19, 2003
Videotapes due

(3 copies required)

October 10, 2003
Finalists chosen and

live audition repertoire list
released

October 17, 2003
Committment to participate in
the live audition in Louisville

must be made

DEADLINES

Five contestants will be chosen (plus three alternates).
A winner, first runner-up and second runner-up will be
decided near the end of the audition period with a public
critique from the judges as a follow-up.

beats per measure, then reduce it to one
beat per measure, and finally to one beat
every two measures. In this way you will
not become dependent on the clicks of the
metronome. When there are four clicks
per measure, students tend to rely on the
clicks and chase them. When there are
fewer clicks, you are responsible for the
space between each click and you will
pay more attention to the time.

Play each phrase ten times, then eight
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times, then six times, etc., until you play
each phrase once, which will become the
complete excerpt. Try improvising the
rhythms to become more familiar with
them. Dissect the excerpt, then put it
back together. Make practicing this piece
a process of deconstruction, then recon-
struct it. It’s the repetitions that do the
trick.

The next step is to play two of the
phrases back to back three times, and
then three phrases three times, and then
four phrases, etc. Proceed this way until
you are comfortable playing from the be-
ginning to the end, each time striving for
an even sound, same height of the sticks,
consistent dynamic, and steady tempo.
Repeat the same process with different
sticks, a different drum, or with the
snares off—anything to create a new situ-
ation that will make you play more rep-
etitions without becoming bored.

During this process of learning it is im-
portant to listen to a recording of the ex-
cerpt many times to familiarize yourself
with your place in the orchestra. Listen
for balance, tempo, dynamics, phrasing,
timbre, style, and ensemble require-

ments. Note that at this point in the piece
the snare drum plays the first subject in a
fugue with the bass clarinet and later the
B-flat clarinets—a unique and interesting
compositional device.

At measure 157, the bass clarinet plays
the same part, rhythmically, that the
snare drum began playing at measure
143. Therefore, it is essential to know
what the bass clarinet plays so that you
can play the part the same way. One sug-
gestion is to begin playing the snare drum
part with the bass clarinet when it enters
at measure 157 on the recording. Look at
your part but play in unison with the bass
clarinet. The idea is to make music out of
the cold, static looking rhythms on the
page. All other instruments have inferred
dynamics because of the direction of the
melody and harmonic rhythm from chord
progressions, but snare drum doesn’t, so
dynamics must be implied. Follow the
subtle rises and falls of the dynamics of
the melody with the bass clarinet and you
will be more comfortable with the music.
But don’t exaggerate. Make it subtle.

Now you are ready to play the excerpt
with the bass clarinet. In the accompany-

PERCUSSION EDUCATION: A SOURCE BOOK OF CONCEPTS AND INFORMATION

AVAILABLE ON CD   SEARCHABLE FORMAT

Developed by Garwood Whaley and the PAS Education Committee, this book has been very
well received and is now a required text in many college percussion techniques classes.

TABLE OF CONTENTS

• Recommendations for the Reorganization of Percussion Instruction • Motivating the Percussion Student

• The School Percussion Ensemble: Organization • The School Percussion Ensemble: Instrumentation

• The School Percussion Ensemble: Literature  • Percussion Equipment, Inventory, and Security

• Sticks, Mallets, and Beaters: Which for What? • The Percussionist’s Pencil: Aids to Marking Parts

• Percussion Problems from the Podium • Percussion in the School Stage Band

• Presenting a Percussion Clinic for High School Students • All-State Percussion Auditions

• Percussion in the Concert Band: An Annotated List

• The Elementary Percussion Section Part I: Repertoire— The Foundation of Musicianship

• The Elementary Percussion Section Part II: Part Editing • Percussion Method Books: A Bibliography

• The Worst Percussion Solos Ever Written (How to Avoid Them) • Audio and Video Percussion Resources

SYSTEM REQUIREMENTS:
WINDOWS: INTEL PENTIUM

PROCESSOR, WINDOWS 95 -
2000, 64 MB OF RAM,

24 MB OF AVAILABLE

HARD-DRIVE SPACE.
MACINTOSH: POWERPC

PROCESSOR,
MAC OS

SOFTWARE VERSION

7.5.3 OR HIGHER,
64 MB OF RAM, 24 MB OF

AVAILABLE HARD-DISK SPACE

TO ORDER: 701 NW FERRIS AVE., LAWTON, OK 73507-5442 • (580) 353-1455 • FAX (580) 353-1456
ORDER ONLINE: WWW.PAS.ORG • SCHOOL PURCHASE ORDERS ACCEPTED

LIST PRICE: $12.95 (U.S.) • PAS MEMBER PRICE $9.95(OKLAHOMA RESIDENTS: PLEASE ADD 8.25% SALES TAX)

SHIPPING: USA, CANADA, MEXICO: $3 FOR 1 CD; $1 FOR EACH ADDITIONAL CD
OTHER COUNTRIES: $6 FOR 1 CD; $3.50 FOR EACH ADDITIONAL CD

ing example I have aligned the snare
drum part with the bass clarinet part as
they would appear if played together. Try
reading from the bass clarinet part and
you will see how much easier it is now
that you can see the vertical motion of the
melody instead of only the horizontal mo-
tion of a snare drum part. Note that in
measure 175 the snare drum part differs
from the bass clarinet part. I suspect this
was a copyist’s mistake. Actually it makes
no difference to us because we should
play the part as written at this point. The
discrepancy occurs so far apart in the mu-
sic that it is not discernible to the lis-
tener. I would also avoid bringing this to
the attention of the conductor because he
or she probably never noticed it and
would not appreciate you pointing this
out.

Ask a bass clarinet player to play the
part with you. Phrase the way he or she
does. Note that the dotted eighths and
sixteenth notes are not close to the eighth
note but are played rather like triplets or
somewhere between. Remember,
Schuman was trying to get a jazz effect
here.
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William Schuman
Bass Clarinet

Symphony No.3

SYMPHONY NO. 3 By William Schuman
Copyright © 1942 (Renewed) by Associated Music Publishers, Inc. (BMI)

International Copyright Secured.  All Rights Reserved.
Reprinted by permission.
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At an audition, the beginning often
proves to be the most nerve racking.
Once we get it going it seems easier. To
help solve this problem I suggest practic-
ing the beginning of this excerpt often at
each practice session. Don’t just play it
from beginning to end each time. Play
the first two phrases, stop, and put your
sticks down. Leave the room for a few
minutes. Then come back and begin the
excerpt again. Do this several times.

Another suggestion is to begin your
practice session by walking into your
practice room and playing this except
without warming up. In this way you will
discover what it takes for you to conquer
the problem of playing cold. This is a way
to work on a practical skill. After all, it is
not uncommon that you will have little if
any warm-up time at an audition; or even
worse, you warm-up and are ready to
play at 11 a.m. but don’t play until 4 p.m.

Try to apply this method to other ex-
cerpts, remembering that practicing
should be a creative process, not just a
boring repetitive exercise.

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. A
native of Philadelphia he was a student
of Charles Owen, Fred Hinger, and Cloyd
Duff. He was a member of the Board of
Directors of PAS and is an Associate Edi-
tor of Percussive Notes. He has recorded
for Opus One, Bayerische Rundfunk, Al-
bany, Lumina, and CRI labels and is a
sought after clinician for marimba as
well as cymbals.     PN

Percussive Notes is seeking an associate
editor. Responsibilities include soliciting,

editing, and proofreading articles for
the Technology section of the

bi-monthly magazine.

Those interested in the position should
contact Teresa Peterson at the Percussive
Arts Society, 701 NW Ferris Ave., Lawton,

OK 73507; Phone (580) 353-1455;
E-mail teresa@pas.org

The deadline for applying is May 15, 2003.

EDITORIAL POSITION AVAILABLE

PASIC 2003 SCHOLARSHIP INFORMATION & APPLICATION

Applicant’s Name _____________________________

Phone _______________________________________

Address ______________________________________

_____________________________________________________________________________

Name of Instructor ____________________________

Telephone ____________________________________

Name of School _______________________________

School Address _______________________________

_____________________________________________________________________________

Grade level __________________________________

Number of years studying percussion _____________

PAS Member # ________________________________

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? ____________

Awards, scholarships, etc., and dates received

(use separate sheet if necessary) _________________

________________________________________________________________________________

Goals

_____________________________________________________________________

________________________________________________________________________________

________________________________________________________________________________

Personal statement (optional) ____________________

_______________________________________________________________________________

_______________________________________________________________________________

Major instruments (instruments that you have or are

seriously studying) _____________________________

_______________________________________________________________________________

Applicant’s signature __________________________

Date _______________

PASIC 2003 . NOVEMBER 19–22, 2003
LOUISVILLE, KENTUCKY

(You must be a current member of PAS®)

❏ 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

The Percussive Arts Society is pleased to
announce several scholarships assisting
students to attend PASIC 2003.

Each scholarship winner (PASIC and
Regional) will receive the following
courtesy of PAS:

• one year of PAS membership
• PASIC 2003 registration
• ticket to the Hall of Fame Banquet
• PASIC 2003 souvenir T-shirt
• monetary awards as indicated
   below toward the cost of
   transportation/lodging.

Winners will be notified in August 2003.

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.

PAS ($500 U.S. SCHOLARSHIPS)
DEADLINE: JUNE 15, 2003
Avedis Zildjian Co. Scholarship
Cloyd Duff Scholarship
James A. Sewrey Scholarship
Ludwig Industries Scholarship
McMahon Foundation Scholarship
Remo, Inc. Scholarship
Steve Ettleson Scholarship
Thomas Siwe Scholarship
Val and Venus Eddy Scholarship
William F. Ludwig, Jr. Scholarship
Yamaha Corporation of America
   Scholarship

SEND APPLICATION TO:
PASIC Scholarship Application
Percussive Arts Society
701 NW Ferris Avenue
Lawton, OK 73507-5442
Tel: (580) 353-1455
E-mail: percarts@pas.org

CANADA
(NOT TO EXCEED $1,500 CANADIAN)
DEADLINE: MAY 1, 2003
scholarship limited to a Canadian music
student (percussion major) who is full-time
grade 12/13 high school or full-time
undergraduate university student

SEND APPLICATION TO:
Sabian/PASIC Scholarship
Ian Turnbull
25-1040 Riverside Dr., London, ON
N6H 5N4 Canada
E-mail: ijt@execulink.com

Contact Ian Turnbull for French version of
application.
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I will confess—I have always enjoyed
practicing! I can reflect on the follow-
ing three phases in my own personal

relationship with practice:
Teenager: over-practiced and spent

too much time playing complete pieces.
Professional orchestra player: learned

to target what I needed to practice.
Studio teacher/recitalist: learned to

emphasize the thinking/analysis area in
learning pieces and work on reaching
flow in every practice session.

All three approaches were fun! But
some are better than others.

In recent research we’ve learned that
the endorphin release that comes with a
good practice session gives us a “musi-
cal high” that stimulates us for future
sessions. We also gain energy for future
sessions by observing that in some prac-
tice sessions we perform measurably
better at the conclusion!

However great these energizing
forces, effective/creative prac-
tice flows from (1) having large-
scale goals that you have
consciously set for your musical
learning/experiences, (2) pre-
paring to practice, and (3)
choosing the most effective
practice technique for each
challenge. Working with a mas-
ter teacher/mentor is an abso-
lutely essential ingredient to
shaping these processes and to
nurturing your maximum inner
musician.

STRATEGIES FOR SETTING LARGE-
SCALE GOALS

Put goals in writing and post
for daily viewing.

• Set yearly learning goals
for each percussion area in
which you have an interest
(keyboard, snare, timpani,
drumset, world percussion,
etc.).  Be sure to include both
musical and technical goals.

• Set performance goals for
recitals, juries, ensembles (how

Reflections on the Nature of
Practice

BY RUTH CAHN

many recitals, in-school or community
ensembles, etc.).

• Repertory: Have you heard pieces
that you would like to play? (Does your
teacher feel that these are good
choices?)

Review these goals frequently with
your teacher to be sure that you are
both “on track.”

PREPARING TO PRACTICE
• Schedule practice during the time of

day when you are most productive.
• Limit your practice session to ap-

proximately 70 minutes. This is maxi-
mum productive concentration time for
most people.

• Select a location that is free of dis-
tractions. (I know this is a challenge if
you must practice at school in a band
room.) At home, make this area “your
place.”

• Clear your mind to think about

practice. Investigate meditation, yoga,
Feldenkreis, or Tai Chi to get you re-
laxed and ready to go.

BEGINNING AND SHAPING PRACTICE
• My students are more productive if

we begin with warm-up exercises (stick
control, scales, arpeggios, strokes, etc.).
Here we can observe how we are playing
and carry our relaxation into our play-
ing.

• Move on to sight-reading, a little
improvisation, or reviewing something
that is “almost ready.”

• Now we are ready for the new
pieces and challenges.

• I often end a practice session by re-
viewing an “old friend.”

• Take time to think about “how it
went.” What will you do tomorrow?

As I work with students to assemble
their yearly goals, I ask them to tell me
how much time they can realistically

devote to practice. I try to bal-
ance their goals with the
available time; I want all of
my students to succeed. When
my students do not reach their
potential it is usually due to
faulty practice technique, and
in only a few cases due to lack
of practice! ( My own teenage
way of practicing in action!)

Here are a few of the “be-
hind the scenes” ideas to im-
prove student practice/
learning:

• Students learn to identify
their key learning styles (vi-
sual, verbal, math, ideo-ki-
netic [see Howard Gardner’s
work]) and approach learning
through these individually
preferred modalities.

• To maximize progress,
students develop a knowledge
of practice strategies and how
to apply them to repertory and
link them to their key learn-
ing styles.

• Isolate the challenge: play
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just a measure or two, not more!
• Play slowly so you can think and

correct the problem. You can almost
never be too slow!

• Sometimes we need to repeat a
movement or passage until it becomes
fluent.

• The answer is not on the page! Look
down and observe your grip, your body
position, the movement or stroke you
are making, and listen!

• Remember that the ultimate goal of
practice is to enable you to make ex-
pressive music in your own unique way.

RECOMMENDED READING
The Art of Practicing, A Guide to

Making Music from the Heart, by
Madeline Bruser, pub. Bell Tower, ISBN
0-517-70822-1.

Confident Music Performance, The
Art of Preparing, by Barbara
Schneiderman, pub. MMB Music Inc,
ISBN 0-918812-70-4

The New Toughness: Training for
Sports, Mental, Emotional, and Physical
Conditioning from One of the World’s

Premier Sports Psychologists, by James
E. Loehr, pub. Plume/Penguin, ISBN 0-
525-93839-7

Psycho-Cybernetics by Maxwell Maltz,
pub. Pocket Books, ISBN 0-671-70075-8

Ruth Cahn is Jack Frank Instructor of
Percussion in the Community Education
Division and Summer Session Director of
the Eastman School of Music. She directs

the summer Music Horizon Program for
gifted high school students at Eastman
and is chair of the PAS Education Com-
mittee.     PN

“Put life into the music without
doing violence to it.”

—Edwin Fischer
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Oddly enough, practicing is what
makes players great, and at the
same time, it is the foremost rea-

son they become disabled. Why is that?
Over my fourteen years of treating per-
cussionist/drummer injuries and over
twenty-five years of playing, I have no-
ticed that practicing is a potential danger
because of the aggressive energy put into
it and the sloppy way we sometimes ap-
proach it.

If done correctly, practice can be so
much fun that it is downright addictive
without causing injury to the body. That’s
right, no injury. The problem is that we
attack it so aggressively that we pay
little attention to the way we are actually
moving and what our body is saying.
Then, when we get tired, we get sloppy
and cause damage to the body. So we ei-
ther do rigid and forced movements or
sloppy movements. Neither is good for us.

This article offers advice about practic-
ing in a way that will help you play with-
out pain, and get the most out of the time
you spend.

PRACTICING—AN ART FORM
Music is art, musicians are artists, and

while practicing we create art by produc-
ing music through body movement.
Proper body movement allows us more
freedom of expression without restriction.
Practice proper movement, not just mu-
sic. For example, during arm movement,
there are two actions of the elbow: flexion
and extension. During this repetitive mo-
tion (the same movement over and over),
one muscle pulls and the other relaxes
and lengthens to allow the movement. If
the lengthening muscles don’t relax, the
pulling muscle has to work harder. This
creates a “tug of war” that fatigues all of
the muscles involved.

Striking the drum incorporates a com-
bination of movements at the wrist: flex-
ion/extension and rotation. While doing
flexion/extension, you have a big bulk of
muscles (biceps and triceps) for power
and endurance. During rotation of the
wrists, pronation and supination (the
movement required to turn a door handle
back and forth, for example) causes fa-

Practice in Good Health
BY DARIN “DUTCH” WORKMAN

tigue more quickly because the muscles
that do that movement are smaller and
fewer in number. When they begin to fa-
tigue, the body gives a warning sign that
manifests itself as weakness, shaking,
tightness, and/or a stinging feeling in the
muscles. This usually puts the muscles
into a constant contracted state com-
monly known as a muscle spasm.

Contractions make the muscles work
harder, which tightens the tendons. This
tightness can (and usually does) pull on
the tendons enough to cause tendonitis.
This type of process can happen in virtu-
ally every joint in the body. It is impor-
tant to use movements that incorporate
the stronger muscle groups when pos-
sible in order to avoid fatigue and spasm.

Positioning of the body part is impor-
tant also. For exampe, I found that when
typing, if I put the keyboard on the
counter, in just a couple of minutes my
wrists hurt. Placing the keyboard on my
lap just a few inches lower changes the
position of the wrists slightly, causing
much less fatigue to my hands, and the
pain goes away as quickly as it came.
Thus, the position of the joint has a great
effect in reducing wear to the body, and
your body will tell you what positions it
likes best. Do you listen?

Instruments have become increasingly
adjustable, making it unnecessary to
play in an awkward position. Make sure
that your equipment is not working
against you. If you are in pain when you
play, you should investigate why and fix
the problem. Many times, a slight adjust-
ment in the instrument makes a world of

PRONATOR
TERES
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SIDE TO SIDE
MOVEMENT
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difference (just like it did in my keyboard
example above). Investing in proper
equipment can save great amounts of
money and pain in the future.

On a deeper note, music is an expres-
sion of the inner self, and I have found
that the body’s movement will often fol-
low the emotions if we allow it to. This
helps the body to move more naturally,
which avoids injury. Use full body move-
ment; the body is the instrument. Prac-
tice listening to your body as it moves.

In the clinic, I usually treat tight
muscles that result from repetitive mo-
tion. They may not pull hard enough or
long enough to cause tendonitis, but they
exert enough pressure to produce muscle
problems and pain. If nothing else, this
can be a distraction to your playing.

WARMING-UP
Warming-up is a simple and usually

quick way to prepare your body for play-
ing to its highest potential. The body
needs to be forewarned and geared up for
movement before going straight into ag-
gressive, repetitive motion. Warming-up
gets the blood flowing and the muscles
ready so the body can move smoothly and
efficiently. Every practice session should
begin with warm-ups.

Start the warm-up with some general
body activity like walking, running, or
calisthenics, to get the heart rate up and
get the blood flowing to the areas that
will be used. Do this until you feel
warmth without sweating. I have found
that warming-up in the mornings takes
longer than if it is done later in the day
when the blood is already circulating
from the day’s activities.

Once the blood is flowing, start moving
the specific areas and muscles you will be
using. Then start increasing the speed
and the various types of movements
you’ll be doing so the body will be famil-
iar with them. Do slow, general move-
ments just to get the brain to wake up to
the motions that are going to be happen-
ing, then gradually increase the speed.
This helps develop both speed and coordi-
nation.

Be sure that the strokes are equal, the
bounces are smooth, and the hands feel
comfortable doing the movements. If they
don’t, just continue those movements
slowly until they do. Then speed up and
slow down until your hands are comfort-
able with it. Eventually, get the speed
well beyond the level you are going to be

playing in the performance. If you feel
that you are pushing the movement, then
you are trying to warm up too fast.

Next, do various rudiments, phrases,
patterns, transitions, different tempos,
and odd time signatures so the brain can
catch on and the movements become
natural to you. It is best to start slow
enough that you don’t make any mis-
takes, and then speed up gradually. If
you do something perfect consistently
and then gradually increase the speed,

you will never learn to play it wrong.
Many percussionists ask me how long

they should warm up. It has very little to
do with time. A warm-up has to do with a
sequence of events telling you when the
body is ready. You must learn to listen to
your body to sense what is actually hap-
pening.

MENTAL PRACTICING
Focus is the key factor that determines

the quality of a practice session. I once
heard it said that “Attention is the
mother of memory.” When you spend your
practice time in full concentration, you
will notice that things are more deeply
burned into your mind, making it easier
to recall them later. In addition, atten-
tion helps commit things to muscle
memory more quickly. So, during your
practice time, practice focusing. Close out
all of the distractions for the period of
time you are in practice. It will also help
you perform with more focus.

The mind learns better if you don’t bite
off more than you can chew. It is easier
for the mind to comprehend one small
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section at a time. Separate the music into
sections. Learn the first section, then
learn the second and add it to the first.
Play them both together a few times.
Then learn a third section, add it to the
other two, and play them all together un-
til you feel comfortable, and so forth.

It is important to remember that the
mind needs down time in order to process
the information you give it. One of the
important ways to do this is to sleep. I
firmly believe that while sleeping, the
mind files away the information it has
been given so that it can easily recall it
later. If you find that you are not retain-
ing the things you learn, try focusing
more during practice and/or giving the

mind more down time between practice
sessions.

 PHYSICAL PRACTICING
I’m going to step off of the beaten path

in this section and discuss the not-so-ob-
vious. One of the things we overlook in
our playing is the importance of finer
mind/body coordination. This involves
the ability of the mind to be keenly aware
of the common bodily movements and the
natural response from the instrument.
This includes timing, momentum, and
dynamics, to name just a few.

For example, when you step down a
stair, the mind calculates the time it
takes for you to hit the surface, and how

much and what kind of force will be
needed to support and balance the body.
If it is miscalculated, you will stumble or
fall. When we first do a movement, we
usually do it slowly so the coordination
can be established. The more times we do
it, the more natural it becomes, and
eventually we do it without thinking.
During practice time, we establish this
playing coordination throughout the
body. It is enhanced as we take time to
focus on learning the easiest and smooth-
est ways to move.

During your practice sessions, focus on
being comfortable holding the sticks, re-
bounding, and being familiar with timing
and body motion when getting around
the instrument. In fact, most of the
warm-up exercises are best done on the
instrument you are going to be playing.
There is a mind-muscle memory that cal-
culates and coordinates the weight of the
sticks or mallets, the distance they
travel, the rebound force, etc. This en-
ables you to play smoothly. So your body
must get accustomed to the environment
it plays in, and you really have to do that
on the instrument to be most effective.

There has been much talk recently
about carpal tunnel syndrome and other
overuse or “misuse” syndromes that are
caused by playing an instrument. If
you’re doing any movement correctly, and
you give the body enough time to adapt,
there is no limit to what the body can do.

Practice sessions are also a time to
build endurance so you can go beyond the
length of the performance. If you tire eas-
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ily, work on increasing your endurance
over weeks or months. For the average
musician, I encourage a fifty-minute ses-
sion with a ten-minute break. There is a
reason schools follow this pattern. It is
because the body operates better with pe-
riodic rests; it helps prevent physical,
mental, and emotional fatigue.

A saying I once heard is, “The mind
can only absorb what the seat can en-
dure.” I consider that good advice.
Shorter practices a few times per day are
usually more productive in the long run
than one long marathon practice. This
will help prevent the frustration that will
occur if you fatigue and don’t play well.

I encourage injured players to do even
shorter practice sessions more times per
day. Shorter practices also keep the mo-
rale up since you are still learning while
you’re injured.

COOLING DOWN
There’s an expression in horse riding

that says “rode hard and put up wet.” It
refers to when you ride a horse into a
sweat, and immediately put it in the
barn where it stands in a small stall, un-
able to run, trot, etc. It is very hard on
the muscles to work them to their peak
so that the blood is circulating at high
volume, and suddenly stop. When this
happens, everything backs up and swell-
ing immediately begins, trapping lactic
acid in the muscles—which is not good
for them. Instead of stopping, it is better
to slow down and let the blood pump out.

Music is similar to athletics, and musi-
cians, like athletes, need a cool-down pe-
riod. After you finish an event, rather
than sit, you should walk for five minutes
or more until you have caught your
breath. Then play slowly, doing short,
quick sections every thirty seconds or so
to milk the lactic acid out of the muscles.
Each quick section should be successively
faster until you reach the level you were
at in the performance. From there your
quick sections should get successively
slower until you are back to where you
started. In this way, you gradually flush
out the lactic acid and the byproducts of
muscle use.

Once you play a piece that is really
taxing, you don’t want to put your hands
in your pockets and just sit, because the
blood is still pumping. When you finish a
piece, your heart rate doesn’t immedi-
ately go back down to normal, it de-
creases gradually over time, and you

should do the same. Your physical action
and motion should continue to decrease
over about half an hour, following the
pattern described above.

PAIN DURING PRACTICE
Pain is not normal. If you feel pain

during practice, you are doing something
wrong that will eventually lead to an in-
jury. If you don’t deal with an injury
when it occurs, each time it comes back
you have to deal with the original prob-
lem plus the additional damage that oc-
curred since. If it keeps recurring, you
haven’t solved the technical problem that
caused it in the first place.

Recurring pain of the same nature in
the same spot that increases with each
episode, starts earlier in the playing
time, or stays longer after the playing
stops is not normal soreness from play-
ing. It is an injury.

You don’t have to stop playing because
of all injuries. Most of them allow you to
continue playing as you recover. Your re-
covery should involve playing your in-
strument, but at a lower level.

During the recovery process, it’s very
important to perform the activity that
caused the injury in the first place. It
helps build stamina and endurance. On
some injuries, you may have to drop
down to a lower level of intensity in order
to recuperate.

CONSISTENCY
Consistency is one of the best ways to

get the most out of practice. However,
most do not realize that it is a concept
that can also prevent injury. The body
can handle almost any challenge you put
to it as long as you give it the time to
adapt.

Most injuries occur when the body ex-
periences an abrupt change in task. For
example, when you double your playing
time, it can be too much of a change too
soon, and certain areas start to hurt.

Other factors may include heavier sticks
or mallets, change of instruments or
styles, increased dynamics, etc. Remem-
ber that playing doesn’t hurt the body,
but an abrupt change in playing usually
does.

It is important that you practice con-
sistently to help keep the body in good
condition. If you take time off, take a
little while to work the body back up to
the level you were at previously. In addi-
tion, if you want to reach a higher level of
playing, or switch to a different instru-
ment, it is important to gradually in-
crease your load so as not to overload the
body. This concept of consistency is prob-
ably the single greatest cause of injury
among percussionists and drummers.

In my new book about percussion and
drummer injuries, most of the injuries
mentioned are a result of doing too much
too soon. It is human nature to be incon-
sistent and then try to make big strides
in a short period of time to make up for
it. Don’t fall into that trap; make good,
consistent practice a habit and you will
benefit in the long run.

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 Physician. He has authored nu-
merous injury and prevention articles
and workshops over the years, and is cur-
rently finishing a book on ergonomics,
and prevention and treatment of drum-
ming injuries. Workman chairs the PAS
Health and Wellness committee and is a
member of the Performing Arts Medical
Association (PAMA). As a drummer/per-
cussionist of over twenty-five years, he
continues to be active in performing and
teaching. He can be reached by e-mail at
druminjuries@juno.com.     PN
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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.

SELECTED
REVIEWS

New Percussion Literature and Recordings

Difficulty Rating Scale
I–II Elementary

III–IV Intermediate

V–VI Advanced

VI+ Difficult

ORCHESTRAL EXCERPTS

La Fanciulla Del West (Girl of the
Golden West)

Giacomo Puccini
Edited by Theresa Dimond
$72.00 complete set (timpani part,
percussion part, timpani/percussion
score)

$25.00 for any one of these three
parts

L’Apprenti Sorcier (The Sorcerer’s
Apprentice)

Paul Dukas
Edited by Theresa Dimond
$20.00 for the complete set (timpani
part, percussion part, timpani/
percussion score)

$10.00 for any one of these three
parts

Touchdown Productions
In his opera “Girl of the Golden
West,” Puccini wrote for some dozen

percussion instruments; in the cur-
rent Kalmus edition, each of those
instruments is assigned to a sepa-
rate book, creating a logistical
nightmare for a percussion section.
This is an excellent example of the
kinds of performance-related prob-
lems that Theresa Dimond solves in
her Touchdown Productions’ publi-
cations (with the assistance of the
Los Angeles Opera percussion sec-
tion for the Puccini opera, and the
Pasadena Symphony percussion
section for the Dukas piece).

The format followed in both the
Puccini and Dukas works (the lat-
ter, of course, containing the glock-
enspiel part that has become a
fixture at percussion auditions),
provides everything a percussion
section needs to rehearse and per-
form all of the percussion and tim-
pani parts. In both publications,
three spiral-bound texts are in-
cluded: one dedicated to the tim-
pani part; a second containing a
compilation of all the percussion
parts; and a third providing a score
that combines the timpani and per-
cussion parts.

Each publication provides cues
not found in the published parts,
addresses performance-related is-
sues including the explanation of
unusual instruments (such as the
“fonica” in Puccini’s score), indi-
cates discrepancies in dynamics
and musical symbols between the
original score and published parts,
suggests appropriate implements,
and offers practical suggestions for
playing timpani, cymbal, and bass
drum parts—information that has
previously only been in the grasp of
the professional who has actually
performed these works.

—John R. Raush

REFERENCE TEXTS

Drum Tuning: the Ultimate Guide
Scott Schroedl
$12.95
Hal Leonard
This 64-page book covers nearly ev-
ery conceivable aspect of drumset
tuning in a logical and understand-
able way. Included are many help-

ful pictures as well as a CD that
aurally illustrates many of the con-
cepts discussed in the book.

The book contains six major sec-
tions. The first three, “Prepara-
tion,” “Drumhead Basics” and
“Drum Construction and Head
Properties” deal with the technical
aspects of general tuning. The last
three deal specifically with tuning
tom-toms, the snare drum and the
bass drum. The book ends with sev-
eral shorter sections, including
“The Drumset as One Instrument,”
“Drum Tuning Aid Devices,” “When
to Change Heads” and “Tips and
Review.”

Tuning for different styles is
dealt with clearly. Anyone who
reads the text and listens to the CD
examples will obtain a detailed un-
derstanding of drumset tuning that
they can then build upon.

—Tom Morgan

Rhythm For All, Vol. 1
Rony Holan
$15.95
Or-Tav Music Publications
Rhythm For All is a book that can
be used by all instrumentalists, in-
cluding conductors. Accompanying
the 61 pages of music is a CD that
acts as a click track and plays the
rhythm found on the page. The 19
chapters are graduated in difficulty
starting with whole notes, half
notes, and quarter notes, and end-
ing with changing time signatures
including 5/4 and 5/8. Rhythm For
All is well organized and will cer-
tainly improve one’s ability to com-

prehend most rhythmic patterns.
—John H. Beck

KEYBOARD PERCUSSION
SOLOS

Brazilian Music for the Beginner I–II+
Francisca Aquino
$19.95
Assunto Grave Musical Editions
Brazilian Music for the Beginner is
a collection of seven pieces for the
beginning marimba and vibraphone
student to perform with piano or
compact disc accompaniment. All
selections are between a minute
and a half and two minutes in du-
ration. Three selections utilize low-
A marimba (“Baiao,” “Frevo” and
“Bossa”) and four selections are
written for vibraphone (“Waltz,”
“Ballad,” “Song” and “Modinha”).

All selections primarily employ
two-mallet technique; however, one
vibraphone selection employs three
mallets and one marimba selection
employs four mallets. These three-
and four-mallet selections utilize
double vertical and single indepen-
dent strokes. The vibraphone selec-
tions do not have pedal or dampen
indications, which can be a little
daunting for the beginning student.

I found the compact disc accom-
paniment to be quite helpful. Each
selection has a click track at a prac-
tice tempo and then another track
at a performance tempo. Brazilian
Music for the Beginner provides the
beginning keyboard player with ex-
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citing pieces to learn and perform.
—Lisa Rogers

Breeze Mystique For Vibraphone III
Steve Kastuck
$3.50
Kastuck Percussion Studio, Inc.
This is a short, whimsical piece for
the intermediate vibraphonist. Its
rubato opening, slow tempo (M.M. =
76) and simple accompaniment
style make this a good piece for a
junior high/high school player. The
introduction features stemless
notes and some mallet muffling.
When the tempo is finally estab-
lished, four mallets are required
but the left hand often plays a
“locked hands” accompaniment that
moves step-wise, and the simple
melody may often be played with
one mallet. There are a few simple
time signature changes (e.g., 2/4 to
5/8) but the slow tempo should help
ease any anxiety by the performer.
This would be a very suitable piece
with which to introduce young play-
ers to musical interpretation, mal-
let dampening and two-hand
independence.

—Terry O’Mahoney

Galop III-IV
Bruce Levine
$7.00
The Franklin Edition
“Galop” for xylophone and piano is
a fast, fun piece for the budding
keyboard percussionist who is
ready for a technically challenging
solo at the medium-difficult level.
The piece is mostly centered in the
key of C, with brief excursions to
related keys. It is a two-part work
with a short introduction. The A
section is mostly scale-wise six-
teenth-note passages with a few
twists and turns. Accidentals are
mostly chromatic neighboring
tones. The B section is slightly
more harmonically adventurous,
and it uses octaves in eighth notes
and some half-note rolls. The A sec-
tion is repeated to bring the piece
to a conclusion. With its use of step-
wise motion and repetition, “Galop”
is an excellent teaching piece for
the advanced beginner.

—Tom Morgan

Ilona’s Waltz III
Bruce Levine/xylophone part arr.
Ian Finkel
$9.00
The Franklin Edition
“Ilona’s Waltz” is a light-hearted

waltz for the intermediate, two-
mallet xylophonist to enjoy per-
forming on any recital or program
with piano accompaniment. Ian
Finkel arranged a challenging part
for the xylophonist, but the piano
part is relatively simple, providing
a basic waltz accompaniment. This
waltz is a monothematic work to
which Finkel has added arpeg-
giated passages, fast double stops,
octaves, and even a short cadenza.
This work will help the two-mallet
performer build “chops” as well as
musicianship.

—Lisa Rogers

Mountain Paths III
Nathan Daughtry
$15.00
C. Alan Publications
This two-movement marimba solo
can be performed with or without
the provided piano accompaniment.
Two-mallet technique is required
throughout. The piece can be per-
formed on a low-A instrument; how-
ever, the second movement contains
two low G’s that would have to be
performed up an octave.

Movement I, “To the Summit,” is
a slow, lyrical folk-like tune that is
to be performed with all notes
rolled. Its long, sweeping melody
will require good roll technique. It
begins with a simple monophonic
melody and eventually moves to a
two-part texture. After a climax in
the high register, the piece gradu-
ally winds down, finally moving
back to the monophonic texture to
conclude the movement.

Movement II, “Downward Spi-
ral,” is marked at quarter note =
120, and is a modal melody made
up of eighth and sixteenth notes.
Like the first movement, it begins
with a monophonic texture. Next
appears a slow, rolled section hark-
ing back to the first movement. The
last section is a tempo and the
movement ends with an exciting ac-
celerando.

Whether performed unaccompa-
nied or with the piano accompani-
ment, “Mountain Paths” is a
well-written piece suitable for mu-
sic festivals and recitals.

—Tom Morgan

Puttin’ On the Ritz III+
Irving Berlin/arr. Thomas A. Brown
$5.00
Kendor Music, Inc.
Irving Berlin’s timeless classic
“Puttin’ On the Ritz” has been ar-

ranged by Thomas A. Brown for the
intermediate four-mallet marimba
or xylophone soloist. Brown’s ar-
rangement is approximately two
minutes in length and utilizes a
four-octave instrument. Brown also
includes notes regarding rolls and
the use of “swing” or “straight”
eighth-note passages. (I believe the
“straight eighth-note” indication
above measure 39 really should be-
gin in measure 38 for continuity of
rhythm.)

The player will be challenged
with combinations of double verti-
cal strokes and single independent
strokes at various intervallic dis-
tances. However, the performer will
be so busy enjoying Berlin’s melody
that the technical work will be a
breeze.

—Lisa Rogers

Scottish Blues Jazz Etude III
Bruce Levine
$11.00
The Franklin Edition
This is a bluesy, three-minute, two-
mallet jazz etude for marimba with
rhythm section accompaniment.
The marimba part is written in
bass clef, uses a 12/8 time signa-
ture, and is easily interpreted by
younger players. Most of the me-
lodic material is based on the C
blues scale, the piano part is com-
pletely notated (eliminating the ne-
cessity to interpret chord symbols),
but the drum part is overly specific.
Drummers would probably best be
served by using the chart merely as
a guide. There are several sections,
each requiring a different tempo,
but never any faster than 120 bpm.
“Scottish Etude” could also be
played on vibraphone (with allow-
ances for register considerations)
and would be suitable for the high
school mallet player looking for a
jazz tune to perform in a music fes-
tival or concert.

—Terry O’Mahoney

Argentinian Rhapsody IV
Adriana Isabel Figueroa Manas
$50.00 score/$40.00 preview
Adriana Isabel Figueroa Manas
“Argentinian Rhapsody” is a ma-
rimba solo with full symphony or-
chestra. Movement 1 is based on an
“Air of Vidala” and Movement 2 is
based on an “Air of Misionera.”
Each movement uses the marimba
in a melodic way, usually playing
the melody alone or in unison with
other instruments. There are a few

cadenza-like sections; however,
they are not virtuosic but rather
subdued, employing a slight embel-
lishment of the melody. Two mallets
are used throughout each move-
ment.

This is not really a concerto in
terms of it being a showpiece for
the marimba, but it is a melodic
display of the marimba sound ac-
companied by a symphony orches-
tra. It is not difficult for the soloist
or orchestra. This is a well-com-
posed, pleasant composition with
overtones of South American
rhythms.

—John H. Beck

Atrium Dance for Solo Marimba III–IV
Mark Shelton
$8.50
HoneyRock
“Atrium Dance” is a four-mallet
solo for low-A marimba. Composer
Mark Shelton has built this solo on
perfect-4th intervals, using mostly
LLRR patterns. The solo is written
in three flats, and is in a common
ABA arch form, with the A sections
being primarily running sixteenth-
note patterns. The middle section is
a fast, dance-like section that in-
volves changing meters and shift-
ing accents. The fact that this
section is constructed over just two
chords makes it easier to prepare
than it appears at first. The tempos
are quite fast and will challenge the
player’s technical facility in per-
forming rotation-type strokes. This
solo will be excellent as a teaching
source and for a studio recital. Be-
cause of the repetitive patterns, it
can be assigned to students with
minimal four-mallet experience.
Students should find this fun to
practice.

—George Frock

Las Estaciones Del Ano IV
John Arturo Lopez
$17.95
HoneyRock
In this four-movement solo suite for
four-mallet vibraphone and ma-
rimba representing the four sea-
sons, John Arturo Lopez has
produced a compelling solo using
the techniques of minimalism.

“Primavera,” or spring, is writ-
ten for vibes. It begins softly with a
simple four-note motive that is re-
peated and developed throughout
the movement. The texture is
mostly two and three voice, but by
allowing notes to ring, larger



PERCUSSIVE NOTES 80 APRIL 2003

chords are created. The movement
is composed in an arch form, re-
turning gradually to its simple be-
ginning.

Movement II, “Verano” or sum-
mer, is written for marimba. Begin-
ning with simple two-note ostinatos
in each hand, the right hand even-
tually moves to a three-note
ostinato over the original, still
played by the left hand. This pro-
cess continues, finally resulting in a
right-hand five-note ostinato over a
left-hand four-note group. Also
written in an arch form, the move-
ment moves backwards through
each step to the original pattern
and dies away.

Movement III, “Otono” or au-
tumn, is also for marimba. The first
section involves a repetitive five-
note pattern in the right hand with
sporadic double stops played in the
left. A longer middle section devel-
ops the two ideas by setting up a
continuous sixteenth-note pattern
that gradually morphs into longer
and longer musical phrases with
changing dynamics. “Otono” ends
with a very long decrescendo.

The piece concludes with
“Invierno” or winter, written for vi-
braphone. This stark movement
consists of simple chords stated
first in block form, then as pyra-
mids and finally as longer melodic
patterns. The pedal is used again to
create different harmonic combina-
tions.

This work, for the most part, is
not difficult technically but will re-
quire much musical finesse and ex-
pressiveness by the performer. A
student moving into more advanced
literature would find this piece to
be an excellent vehicle for develop-
ing musical interpretation and nu-
ance.

—Tom Morgan

Los Suenos for Vibraphone and
Marimba IV+

John Arturo Lopez
$15.95
HoneyRock
John Lopez’s “Los Suenos for Vibra-
phone and Marimba” is for one,
four-mallet performer playing both
instruments at the same time. Not
only does Lopez demand high tech-
nical skills from the performer, but
the coordination between the in-
struments will be challenging as
well. The work utilizes a five-octave
marimba and employs double verti-
cal, single independent, single al-

ternating and double lateral
strokes at various intervallic levels
and moderate tempi.

The work follows an ABC sec-
tional form centering around C mi-
nor/E-flat major with different
thematic statements that Lopez at-
tributes to the influence of “A Day
in the Life” by the Beatles. Lopez
feels his work and the Beatles song
imply the different states of con-
sciousness each person experiences
day to day. In “Los Suenos” the A
and C sections employ marimba
only, while the B section utilizes
both marimba and vibraphone at
the same time.

—Lisa Rogers

Le moulin A Musicue IV
Guy Lacour
$9.25
Gerard Billaudot
“Le moulin A Musicue” is written
“pour xylophone a 4 mains.” The
piece could be performed as a duet
or as a solo with either two or four
mallets. Because it is written on
two staves with two independent
melodic lines throughout, it should
have a duet quality, no matter how
it is performed. The entire work is
in treble clef, and could be effec-
tively performed on a marimba as
well as on a xylophone.

The piece begins in C minor and,
except for sections that modulate to
a major mode, has a melancholy
character. The bottom part usually
functions as an accompaniment for
the often angular but dainty
melody on top. As the piece
progresses, the bottom voice be-
comes more active, taking the
melody for short sections. After a
crescendo and an abrupt stop, the
piece gradually comes to a conclu-
sion as the opening theme breaks

into fragments. This well-composed
piece demands melodic and dy-
namic sensitivity.

—Tom Morgan

24 Caprices, Op. 1, Nos.
1, 2, and 5 IV+

Niccolo Paganini/trans. Nathan
    Daughtrey
$10.00 each
C. Alan Publications
Nathan Daughtrey has provided
transcriptions of Niccolo Paganini’s
“24 Caprices, Op. 1, Nos. 1, 2, and
5” that are quite idiomatic for the
marimba. Each one of the three ca-
prices could be performed sepa-
rately or as a set. Daughtrey
performs all three on his compact
disc recording Spiral Passages. “Ca-
price No. 1” is very fluid and ro-
mantic in character, “Caprice No. 2”
is uplifting and light-hearted, and
“Caprice No. 5” is virtuosic and
bombastic in character. All three
utilize low-F marimba. Technically,
all three pieces primarily employ
single independent and single alter-
nating strokes with double vertical
and double lateral strokes used oc-
casionally.

—Lisa Rogers

The Chase V
Daniel Cathey
$10.00
C. Alan Publications
In this piece for solo marimba,
Daniel Cathey establishes an omi-
nous atmosphere for his “chase” by
exploiting continuous rapid rhyth-
mic motion utilizing broken chords
(especially minor 7th chords and
chords that juxtapose intervals of
perfect 4ths and 5ths) set in a con-
tinuous stream of sixteenth notes.
One brief chorale-like section with
rolled chords provides a welcome
textural change. Variety is also pro-
vided by the use of different me-
lodic configurations within the
four-note groups, and by effectively
altering surface rhythm with a
change to three-note patterns.

Although some college
marimbists may be attracted to this
piece on the basis of its merits as a
technical study, those who have
mastered the basics of four-mallet
performance should be able to con-
vey the excitement found in its
pages, and also be able to coax
some expressive gestures out of the
score. They will be helped by a
number of tempo changes, from an
opening set at quarter note = 130,

through several very slow sections,
to a rapid, robust close moving at
quarter note = 170, and a variety of
dynamic changes.

—John R. Raush

Preludes Nos. 10, 11 and 12 IV–V
Raymond Helble/ed. Leigh Howard
    Stevens
$10.00
Keyboard Percussion Publications

Raymond Helble has now added
“Preludes Nos. 10, 11 and 12” to his
series of preludes for the intermedi-
ate to advanced four-mallet
marimbist. “Preludes Nos. 10, 11
and 12” are dedicated respectively
to Allison Corry, Carol Bassett and
Leigh Stevens. Helble’s mastery of
composition alongside the beauty of
the five-octave marimba provides
the backdrop for the intermediate
to advanced performers to hone
four-mallet technique as well as
sharpen musicality in short set-
tings.

All sticking and roll indications
as well as dynamic markings are
very clear and precise. “Preludes
Nos. 10, 11 and 12” employ double
vertical, single independent, single
alternating, double lateral, and
triple lateral strokes as well as in-
dependent rolls at various interval-
lic distances. I believe both sets of
Helble’s “Preludes” should be re-
quired, four-mallet repertoire for all
marimbists.

—Lisa Rogers

Desafio V
Ricardo Vasconcellos
$11.95
Assunto Grave Musical Editions
In this piece, a scherzando for solo
marimba set in a swift 9/8 meter,
Vasconcellos exploits the guitar-like
idiom of the marimba (a five-octave
instrument is required), utilizing
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the rapid reiterations of notes, ac-
complished here both by playing
hand-to-hand strokes and by alter-
nating inner and outer mallets in a
single hand. Accents and dynamic
changes reveal notes and chords
with melodic and harmonic signifi-
cance within repeated-note
ostinatos. Vasconcellos relies upon
a variety of textures and uses both
melodic and rhythmic parameters
effectively. The work attains a mu-
sical standard that justifies the at-
tention of the discriminating college
marimbist.

—John R. Raush

Monologue II V
Bruce Levine
$9.00
The Franklin Edition
“Monologue II” is a three-move-
ment, non-tonal work for unaccom-
panied xylophone. Two-mallet
technique is required throughout
and the texture is entirely mono-
phonic. The piece could be effec-
tively performed on marimba as
well.

Movement I, “Prelude,” makes
use of 12-tone serial technique. It is
marked quarter note = 96, and con-
tains much rhythmic variety and
dynamic contrast. Sequential pat-
terns that are repeated at an accel-
erating tempo add excitement and
drama. Odd-note groupings and
mixed meters abound, and yet the
balance between unity and variety
makes the movement hang together
well.

The short second movement,
“Lento Rubato,” is marked “quasi
Mysterioso.” No roll markings are
indicated, creating a spacious tex-
ture. It is unclear, however,
whether or not the composer in-
tended the long notes to be rolled.
The movement begins with a lyrical
theme that is developed and frag-
mented. A quasi cadenza leads to a
final suggestion of the theme and a
dramatic upward sweep. This ges-
ture is repeated in diminution to
end the movement.

“Scherzo - Quasi Galop,” the fi-
nal movement, explores the tritone
interval. Written in a quick com-
pound meter (quarter note = 160)
“Scherzo” serves as an exciting con-
trast to the previous music. This is
a profound work demanding sub-
stantial technical skill and a depth
of musical sensitivity.

—Tom Morgan

Rumble Strips V–VI
Gordon Stout
$15.00
Keyboard Percussion Publications

“Rumble Strips” is a challenging
work for five-octave solo marimba.
Its name is inspired by the grooves
on the side of the road that warn
drivers that they are too close to
the edge of the pavement. This idea
appears in musical form throughout
the piece. The work itself is a dark,
fiery, moody piece in two move-
ments that juxtaposes linear,
single-note lines, constantly shift-
ing time signatures and rhythmic
subdivisions with quiet, tranquil
interludes. It demands much of the
performer but also provides the op-
portunity for real drama and ex-
pression. She-e Wu premiered
“Rumble Strips” at PASIC 2000 and
Stout recorded it on his CD Astral
Projections.

The opening theme is a descend-
ing melodic line that drastically
changes density as the piece
progresses. The linear section that
follows resolves into a slow, reflec-
tive section using rolls and sus-
tained chords. A short, angular quip
closes the first movement. Move-
ment two is the more challenging of
the two sections. The opening mo-
tive, voiced in the low register, sets
the pace, both melodically and soni-
cally. The entire movement is a
study in subtle metric modulations,
theme and variations, and tension
and release. Starting at a frantic
pace, the thematic material, its
variations, and the musical refer-
ence to “speed bumps” wind their
way through the piece before the
return of the opening motive, which
serves as the short coda.

Stout has a distinctive voice as a
marimba composer. He knows how
to challenge the performer and cre-
ate interesting textures for solo ma-
rimba.

—Terry O’Mahoney

Stroboscope V
Eric Sammut
$12.00
Keyboard Percussion Publications
Composer Eric Sammut has fash-
ioned a piece for solo marimba that
investigates the instrument’s lyri-
cal possibilities, writing a tonal
work with the expressive qualities
one finds in so-called “character
pieces” from the Romantic era. He
creates an uninterrupted flow of
sound, without relying on rolls, by

juxtaposing a right-hand melody
with an interlocking left-hand ac-
companiment, with the latter set in
the metrical position of an afterbeat
to the former. This publication mer-
its the attention of college percus-
sionists who are anxious to add a
piece to their repertory that will re-
flect their maturity as musicians
and their mastery of “touch” and
“control.”

—John R. Raush

Transformation of Pachelbel’s
“Canon” V

Johann Pachelbel, arr. Nanae
    Mimura
$8.50
HoneyRock
Although Nanae Mimura is cred-
ited as arranger of this entertain-
ing marimba solo, which can be
heard on her CD Marimba Spiri-
tual (Sony), her contributions to
this work would seem to transcend
the limitations that label implies.
In this version of Pachelbel’s
“Canon,” the listener is treated to
some nine variations, following the
initial statement of the familiar
melody, all of which are developed
over a recurring (and equally famil-
iar) I–V–vi–iii–IV–I–IV–V har-
monic progression. Mimura infuses
new life into this old favorite with
the clever utilization of syncopated
rhythms and a variety of textures
from contrapuntal writing to its
closing chorale-like sections, and is
successful in making the work espe-
cially relevant and accessible to the
modern musician. She cleverly uti-
lizes the Baroque original as a ve-
hicle to create a viable
contemporary offering that should
appeal to every college marimbist.

—John R. Raush

Selections From 13 Morceaux,
Op. 76 VI

Jean Sibelius, transcribed by
    Nathan Daughtrey
$18.00
C. Alan Publications
Nathan Daughtrey has taken three
settings from the Sibelius “13
Morceaux” and created three won-
derful short pieces for five-octave
marimba. The first piece, “Etude,”
is a melodic setting of arpeggios
that create a romantic-style setting.
The right hand outlines the arpeg-
gios, and the left hand vamps with
harmonic leaps, which are charac-
teristic of left-hand patterns found
in many piano pieces. The second

piece, “Carillon,” also is created by
arpeggios, but in this movement the
chords are tossed from hand to
hand. Daughtrey scores this move-
ment for the entire range of the ma-
rimba.

The final setting, “Humoresque,”
is a fast, light melodic tune that is
dance-like in nature. Although the
harmonic ideas are carried out in
both hands, the more challenging
patterns will be in the right be-
cause of necessary shifts. These are
definitely advanced pieces, but less
experienced players will benefit
from the content of these three ex-
cellent arrangements.

—George Frock

Sonata for Xylophone and Piano VI+
Bruce Levine
$20.00
The Franklin Edition
“Sonata for Xylophone and Piano,”
written for Ian Finkel, is a tour de
force for the xylophone player. If
ever there was a solo that covered
the entire range of the xylophone,
this is it. This is not a rag, so often
associated with the xylophone, but
a serious composition employing all
the bells and whistles of a contem-
porary mallet solo. Lightening-fast
arpeggios, octave leaps within six-
teenth-notes, double-stop octaves,
four-mallet playing, and rapid arti-
ficial groupings can all be found in
the work.

This composition features con-
trasting musical styles in each of
its four movements. The serious xy-
lophonist will find this work to be
challenging, rewarding and a crowd
pleaser.

—John H. Beck

KEYBOARD PERCUSSION
ENSEMBLE

The Banjo III
Louis Moreau Gottschalk/arr.
    Steven Mathiesen
$22.95
HoneyRock
Louis Moreau Gottschalk’s early pi-
ano classic “The Banjo” has been
arranged for keyboard quartet by
Steven Mathiesen. The character of
the work reflects the title, as the
second and third marimba parts
contain “strum-like” rhythmic pat-
terns. Additionally, several melodic
statements reference Stephen
Foster’s “Camptown Races.” The in-
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strumentation includes a xylo-
phone, two four-octave marimbas, a
low-A marimba and a five-octave
marimba. All performers utilize
two-mallet technique. The perform-
ers should strive for rhythmic preci-
sion as sixteenth-note rhythms are
passed imitatively at times
throughout the ensemble. All roll
indications, dynamics and phrase
markings are clear and concise.

—Lisa Rogers

Frevim III+
Aquino and Vasconcellos
$22.95
Assunto Grave Musical Editions
“Frevim” is an intermediate ma-
rimba quartet that would be a won-
derful addition to a concert or
percussion ensemble program. All
marimba parts employ two-mallet
technique with the exception of the
Marimba IV part, which utilizes
four-mallet technique. The Ma-
rimba I and Marimba II parts uti-
lize four-octave marimbas, the
Marimba III part uses a low-A ma-
rimba, and the Marimba IV part
uses a five-octave marimba.

The composition is very “dance-
like,” requiring the performers to be
rhythmically precise as melodic
statements are sometimes imitated
in the first three marimba parts.
The fourth marimba part contains
traditional “boom-chick” harmonic
and rhythmic patterns.

—Lisa Rogers

SNARE DRUM

A Sequential Approach to
Fundamental Snare Drum I–III

Tom Morgan
$28.00
C. Alan Publications

This is a basic approach to teaching
or learning concert snare drum.
Morgan takes the student through
logical sequences of exercises, met-
ronome studies, concert-style rolls,
etudes and solos, including an in-
troduction to multiple percussion
performance. Although there are
few diagrams or pictures, the expla-
nations of grip and stroke motions
are quite clear, including the prep
strokes or motions needed to suc-
cessfully approach accents and dy-
namics. Simple and compound
meters are included in this 77-page
book. The rhythmic figures are
somewhat advanced for a beginning
method, and because of this, I find
it surprising that the techniques
covered only include single and
buzz strokes. There is no mention
of flams or drags, or other common
techniques that students face regu-
larly even in simple band parts.
Nevertheless, his book will be an
excellent source for teachers to use
as a text or for reading develop-
ment.

—George Frock

40 Intermediate
Snare Drum Solos IV–V

Ben Hans
$7.95
Hal Leonard

These 40 short, concert-style solos
for snare drum cover a variety of
styles, and will be of value as read-
ing material for student percussion-
ists. The first few solos employ just
single-stroke patterns, but the au-
thor introduces flams, drags, and
rolls on page 10, and it is fair game
after that. The solos are scored well
with phrasing, dynamic contrasts,
and tempi. Utilization of syncopa-
tion and accents provide excellent
experience for players of all back-

grounds and abilities. Even though
the solos are short, many will be of
use for studio recitals or solo con-
tests.

—George Frock

MULTIPLE PERCUSSION

Collinear Dancer IV
Steve Riley
$10.00
C. Alan Publications
Although this multiple percussion
solo is written for a minimal setup,
it contains a vast number of sounds
or colors. The instrumentation in-
cludes snare drum, China cymbal,
two bongos, a spring drum and
tambourine. A detailed page of in-
structions is provided to assist the
performer in interpretation of nota-
tion as well as technical demands.

The solo is aggressive with the
opening theme being a rapid pat-
tern of sixteenth notes with shifting
accents. There are several meter
changes as well as contrasts in
tempi and dynamics. The solo is
five pages in length and takes a
little over six minutes to perform.
The piece could be used as a contest
solo or for a studio recital.

—George Frock

what clarity? VI
Dave Hollinden
Solo part: $20.00
Orchestral score: $40.00
Dave Hollinden
The popularity of Dave Hollinden’s
multiple percussion solos has re-
sulted in much anticipation for his
new compositions. “what clarity?,”
Hollinden’s recent concerto for per-
cussion, was worth the wait. The
work is scored for standard orches-
tra with double winds, strings, tim-
pani and one percussionist. The
first of the two major sections fea-
tures the soloist on snare drum; the
second utilizes a multiple percus-
sion set.

In the first part, Hollinden ex-
plores and develops many of the
subtleties of the snare drum, in-
cluding various playing areas of the
drum, rimshots and playing on the
rim. The snare drum solo is very
challenging with quick dynamic
changes, frequent embellishments
and tricky subdivision shifts. This
section gradually becomes more
dense and builds to an explosive cli-
max before the percussionist moves

to the multiple percussion setup,
which consists of six tom-toms, two
bell plates, metal pipe, Tibetan
prayer bowl and Tibetan prayer
cymbal, along with other standard
instruments.

The second section begins at an
extremely slow tempo (quarter note
= 32) and has much room for artis-
tic expression. Frequent dynamic
changes and prescribed
accelerandos and ritardandos pre-
dominate. Through colorful orches-
tration and many complex meter
changes, the work grows more play-
ful and the tempo gradually in-
creases toward the percussion
cadenza, which is totally impro-
vised. The work concludes with five
explosive notes by tutti orchestra
and percussion soloist.

Hollinden’s new work is very cre-
ative and will likely become very
popular with collegiate and profes-
sional percussionists with its driv-
ing rhythms, interesting hemiola
and frequent dynamic changes. The
orchestral scoring is similarly diffi-
cult, which will provide a challenge
in synchronizing the two parts.

—Scott Herring

TIMPANI

Diversions VI+
Bruce Levine
$12.00
The Franklin Edition
Written for Jonathan Haas, “Diver-
sions” (for six timpani) is a six-
movement work challenging the
timpanist both musically and tech-
nically. Each movement has a
clever six-note melody. Since there
are no pitch changes within each
movement, “Diversions” could be
played on six hand-tuned timpani,
thus reducing the wide movement
necessary on standard timpani. The
drums could be arranged with the
number five and six drums placed
in front of drums three and four,
rather than in a circle of six drums.

Each movement is unique in
tempo and style, and each move-
ment has its own dynamic. “Diver-
sions” is an excellent composition
that extends the concept of timpani
as a solo instrument.

—John H. Beck
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KEYBOARD PERCUSSION
ENSEMBLE

Two Impressions IV
Adriana Isabel Figueroa Manas
$40.00
Adriana Isabel Figueroa Manas
“Two Impressions” is a duet for xy-
lophone and vibraphone. The first
movement, “Dreams,” uses both in-
struments in an equal capacity. As
one might expect, there is unison,
imitation, accompaniment, and
good dynamic contrast used
throughout. The second movement,
“Clocks,” employs the same compo-
sitional techniques as the first
movement. There are no pedaling
indications for the vibraphone, nor
are there mallet suggestions for ei-
ther instrument, each of which uses
two mallets.

—John H. Beck

Maracassamba V
Ricardo Vasconcellos
$13.95
Assunto Grave Musical Editions
“Maracassamba” is a duo for vibra-
phone and low-A marimba. Picking
up the flavor of Brazilian musical
styles, Ricardo Vasconcellos writes
several syncopated rhythms for
each performer. Both performers
will need four mallets throughout,
not only to cover patterns, but also
to perform four-note chords, which
appear quite regularly. Although
there are many repeated patterns
and phrases, the players will find
the interaction of patterns to be
challenging, especially for clarity.
There are no dampening marks for
the vibraphone, so clarity and
phrasing will be the responsibility
of the performer, as they should be.
The tempo stays the same through-
out the composition, but scoring
and phrasing provide the contrasts
needed for a musical performance.
Written at quarter note = 112, the
duet takes four to five minutes to
perform.

—George Frock

Suisha V
Moses Mark Howden
$14.00
Moses Mark Howden
Scored for two vibraphones and two
low-A marimbas, “Suisha” is moder-
ately difficult with syncopated me-
lodic material and four-mallet
vibraphone parts. It begins in 7/8
with sweeping melodic interplay be-

tween Vibe 1 and Marimba 1, ac-
companied by rhythmic ostinatos in
the other two parts. The inner sec-
tion, in 3/4 time, features the two
vibraphones and marimba in a
more lyrical style that uses duple
subdivisions against triple subdivi-
sions, giving it a feeling of moving
ahead. The work culminates in a
9/8 section with syncopated melodic
material underscored by driving
eighth notes.

The overall melodic and har-
monic material is based on the
pentatonic scale, giving the work a
Far-Eastern quality. In general, the
marimba parts are less difficult
than the vibe parts, with marimba
2 requiring the least skill. This
staggered difficulty will make
“Suisha” appealing to many percus-
sion ensembles, where playing lev-
els are often varied.

—Scott Herring

PERCUSSION ENSEMBLE

Clockwork Calypso I
Keith Bartlett
$41.95

Creepy Crochets I
Keith Bartlett
$41.95

Dragon Dance I
Keith Bartlett
$41.95
United Music Publishers, Ltd.
Anyone teaching classroom percus-
sion at the elementary level will be
hard-pressed to find examples of
ensemble literature more user
friendly than the three percussion
ensembles listed above, found in
United Music’s Crash, Bang, Wal-
lop! series for classroom percussion

with piano accompaniment.
These publications assume that

directors and their students are vir-
tual novices in regard to percussion
instrument performance. Therefore,
each text is prefaced with “handy
hints” that impart a variety of in-
formation and practical knowledge,
such as explanations of the instru-
ments utilized and their requisite
playing techniques (with helpful il-
lustrations included), directions for
creating homemade instruments if
necessary, descriptions of the
proper types of implements re-
quired, and suggestions for substi-
tutes if certain instruments are not
available. This information even in-
cludes details such as the proper
mounting of suspended cymbals.
(Aimed at an international audi-
ence, the text in these publications
is presented in five languages.)

Each volume also contains a
practice/performance CD (including
versions at rehearsal speed), that
gives a small group or individual
student the opportunity to enjoy a
satisfying ensemble performance
experience. And finally, one must
complement Bartlett’s concept for
these ensembles, in which he uti-
lizes generic categories of instru-
ments, such as “scrapers,”
“shakers,” “metals” and “woods,”
making them suitable for every
school’s instrumental inventory and
any number of performers, as well
as a piano accompaniment (effec-
tively written and yet quite simple)
that provides ensemble cohesion,
not to mention melodic interest.
Each piece also includes easy parts
for “wooden” and “metal” mallet-
keyboard percussion.

These ensembles are tailor-made
for youngsters embarking upon
their initial ensemble experience.
For example, “Creepy Crotchets”
offers seven separate percussion
parts (e.g., “resonant metals,”
“jingly metals,” “woods,” etc., with
the number of players per part left
to the discretion of the teacher),
and a piano accompaniment that
sets a “scary” mood appropriately
set in “crotchets” (the British term
for quarter notes). “Clockwork Ca-
lypso” is written for five different
groups of instruments and a piano
accompaniment that cleverly com-
bines allusions to a ticking clock
and a Latin ambiance. “Dragon
Dance” is scored for six groups of
instruments and a piano score that
suggests an Oriental flavor. Those

wishing to write training literature
for percussion students at any level
would do well to use these publica-
tions as a model.

—John R. Raush

Can-Can III–IV
Jacques Offenbach
Arr. Regis Famelart
$23.95
Editions Combre Paris
This arrangement of Can-Can for
five percussionists will be fun for
performers and audience alike. It is
scored for xylophone, vibraphone,
marimba, four timpani and a
batterie part that includes crash
cymbal, ride cymbal, snare drum
and bass drum. The batterie part,
to be performed by one player on a
drumset, could be divided up
among several players. Keyboard
parts could be doubled to allow for
greater participation.

With a tempo marking of presto,
this arrangement follows the origi-
nal very closely. In the first main
section the melody is passed from
xylophone to vibraphone with the
marimba providing the eighth-note
accompaniment. Later, the ma-
rimba is also given a chance to
carry the melody in octaves. All the
keyboard parts require two-mallet
technique and are about the same
difficulty level. The timpani part
requires one brief re-tuning. This
piece would make an exciting closer
or encore for any high school or col-
lege percussion ensemble concert.

—Tom Morgan

Bluebeard IV
Jacques Offenbach, arr. Regis
    Famelart
$23.95
Editions Combre Paris
When seeing Jacques Offenbach’s
name, one immediately thinks of
the music of Gaite Parisienne, a col-
lection of Offenbachian musical
“hits” including polkas, galops,
marches, and waltzes put together
by French composer/conductor
Manuel Rosenthal as a ballet score.
However, Offenbach’s musical out-
put also included a number of
works now not usually heard, such
as his opera buffa, “Barbe-bleu”
(“Bluebeard”), from which Famelart
has extracted the thematic material
for this arrangement.

Scored for six percussionists—a
timpanist playing a two-note bass
line, a drumset player, and four
mallet-keyboard players performing
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on glockenspiel, xylophone, vibra-
phone and marimba—this piece
would not seem out of place in
Rosenthal’s ballet score. It treats
its participants and listeners to a
very brief (ca. 1:15) taste of de-
lightful, tuneful music with the
sparkle and verve of a spirited
show tune. This arrangement can
easily be handled by a high school
ensemble. The only disappointing
thing about it is its brevity.

—John R. Raush

Momentum IV–V
W. J. Putnam
$11.00
Kendor Publications
This is a traditional-style rudimen-
tal quartet for three snare drums
and one bass drum. There is no in-
dication regarding the sizes or
types of snare drums, but one could
imagine the piece working well
with three identical snares or with
three drums each tuned to a differ-
ent pitch. A tenor drum could be
substituted for one of the snare
parts to add variety as well. The
bass drum part is written in the
old “rudimental bass drum” style
and should be tuned accordingly. It
definitely requires two mallets to
perform.

The piece begins in a canonic
fashion, beginning with the first
snare drum. Written in 4/4, the
parts enter at one-measure inter-
vals. This canonic technique is
used again to end the first section,
which makes a transition to 6/8.
This section makes great use of
hocket technique, sometimes in a
fairly complex manner. A final sec-
tion in 2/4 contains many unison
sections for the snare drums with
the bass drum adding important
accents. A two-measure bass drum

flourish followed by complex unison
and hocket passages for the entire
ensemble brings the piece to a
close.

Rudiments such as the flam,
flam tap, flam paradiddle,
flamacue, drag, single and double
drag tap, dragadiddle, and various
rolls are used throughout. Because
of the sparse dynamic markings,
performers might want to add a
few of their own for variety.

—Tom Morgan

Mouvance IV–V
Regis Famelart
$ 16.95
Editions Combre Paris
This percussion trio is scored for
vibraphone, xylophone and ma-
rimba with each performer also
performing on two drums (two bon-
gos, two congas, and deep tom-tom
and symphonic bass drum). This
two-minute-plus work is contempo-
rary in style and harmonic struc-
ture, and includes numerous meter
changes. The melodic content is
very chromatic, sans a key signa-
ture. The themes are not long and
occur in repeated sections, so
preparation will take less than one
would expect upon first reading.

The composition starts with an
Andante tempo (dotted quarter =
84), and each section gains in mo-
mentum and speed. The composer
maintains unity in his themes, but
changes the texture by gradually
moving from the keyboard percus-
sion instruments to the drums. The
piece ends with a shout from the
three performers.

—George Frock

Carpe Diem V
Susan Powell
$18.00
Innovative Percussion, Inc.
“Carpe Diem” is a multiple percus-
sion duo for the following instru-
ments: Player 1—bongos, snare
drum, low tom-tom, bass drum,
China cymbal, tambourine, piggy-
back cymbal and three woodblocks;
Player 2—snare drum, three tom-
toms, cymbal, bass drum (shared),
piggyback cymbal (shared), tri-
angle and opera gong.

Writing for multiple percussion
is not an easy task. Many compos-
ers choose the “more is better” con-
cept and produce a lot of
complicated noise. Susan Powell
has done the opposite. She chose
fewer instruments and produced a

concise, musical and exciting duo
for percussion filled with rhythmic
intensity, imagination, musical
phrases and good dynamic con-
trast. Requiring virtuosic skills
from each player, this composition
is sure to be a hit on any percus-
sion ensemble program.

—John H. Beck

Time V
James Lewis
$38.00
Media Press, Inc.
Written for the University of South
Florida Marimba Ensemble, “Dr.
Time” is scored for percussion
quartet and drum machine. Instru-
ments required include four sus-
pended cymbals (two small, one
medium and one large), vibra-
phone, three marimbas, orchestra
bells, xylophone and chimes. The
drum machine part is written into
the score (and recorded on a CD
that is included), but there are a
few small discrepancies between
the CD version and the written
part. According to the composer’s
notes, you can use a drumset
player instead of the drum machine
part.

The piece begins with a slow,
rubato introduction. Near the end
of the introduction, the drum ma-
chine starts and the piece takes off
in 4/8 time at eighth note = 134.
The drum machine part is rock-ori-
ented with typical cymbal, snare
and bass drum sounds performing
highly syncopated patterns. The
acoustic parts are performed
mostly on keyboard instruments in
a highly dissonant musical style.
Many interesting rhythmic pat-
terns are juxtaposed with the drum
machine. Hemiola is used to a
great extent. The keyboard parts,
while non-tonal in nature, are ac-
cessible for intermediate to ad-
vanced players. Most difficult
passages are short and repeated.

As the piece nears its end, an
abrupt measure of silence is fol-
lowed by the words “Dr. Time, one
more time!” shouted by the mem-
bers of the ensemble. The previous
rock groove again commences and
the piece is soon brought to an ef-
fective but unexpected end.

Obviously meant to be a novelty
piece, “Dr. Time” would make an
excellent closer or encore number.
Even so, there is much “meat” here
for any ensemble to work through,
and synchronizing the acoustic

parts with the recorded part should
improve the internal time of every-
one in the ensemble.

—Tom Morgan

Savage Ritual V
J. Michael Roy
$42.00
C. Alan Publications
“Savage Ritual” (previously titled
“Sacrificial Dance”) is a work for a
percussion ensemble of nine play-
ers, designed as “a musical depic-
tion of the anxiety and drama that
accompanied the sacrificial rites as
practiced by the Aztecs in 15th cen-
tury Mexico.” The composer has
chosen an instrumentation that
capitalizes on melodic instruments
(xylophone, marimba, vibraphone,
five timpani, and piano), as well as
an inventory of untuned percussion
(bongos, tom-toms, log drums,
snare drum, claves, maracas, con-
gas, tam tam, suspended cymbal,
rattle and bass drum). The former
group contributes dissonant
chords, motives featuring the inter-
val of the tritone that suggest a
sense of foreboding, and a dynamic
timpani part—all enhancing the
work’s dramatic message.

In the latter contingent,
membranophones and idiophones
such as bongos, claves, maracas,
and guiro give the composer ample
opportunity to conjure up an illu-
sion of primitive Aztec instru-
ments, as in the work’s opening
section. The bass drum has special
significance. In a rhythmically free
section featuring improvisational
opportunities for all players, it is
used to convey the relentless beat-
ing of a human heart and drives
the piece to its climax. (This sec-
tion may be omitted, but offers an
opportunity to enhance the dra-
matic scenario the music is depict-
ing.)

One standard that can be ap-
plied in determining the merits of a
work such as this is a consideration
of the composer’s effectiveness in
accomplishing his programmatic
goal. On that basis, this piece must
be judged a definite success, and
should provide a dynamic concert
vehicle for a college-level ensemble.

—John R. Raush

Winged Victory V
David J. Long
$42.00
C. Alan Publications
Written for a mallet ensemble
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(three marimbas, xylophone, bells
and vibes) plus a drumset player
and one percussionist playing
chimes and congas or timbales, this
octet capitalizes on a spirited
tempo and a samba-like groove.
Long uses his mallet instruments
imaginatively, from powerful tutti
statements featuring rhythmically
animated passagework, to occa-
sions when they are utilized in con-
trapuntal fashion, with all
instruments making equally impor-
tant contributions to the melodic
discourse. A busy drumset accom-
paniment propels this music at a
high level of intensity from begin-
ning to end. Ample opportunities
are provided for mallet improvisa-
tions as well as drumset/percussion
solos. The publication should meet
all the expectations of a college en-
semble looking for literature in-
spired by a popular musical idiom.

—John R. Raush

Answers VI
Marcello Ferreyra
$35.00
HoneyRock
This three-movement work for solo
marimba and percussion ensemble
was inspired by Charles Ives’ “The
Unanswered Question.” “Answers”
is an attempt to respond—to
answer the question. This highly-
dissonant work requires a four-
member percussion ensemble using
xylophone, bells, vibes, snare drum
and bass drum. The marimba part
is written for a low-F instrument.
The marimba and vibe parts use
four-mallet technique.

The composer states “The first
movement expresses my thoughts
about the question and the move-
ments’ form is a continuous devel-
opment, very close to a Perpetum
Mobile.” Except for a short section
near the middle, the writing is very
dense with much independence be-
tween parts. The slower, less-com-
plex second movement is more
delicate in nature “The ‘answer’ it-
self occurs in the second move-
ment, in rococo style, and the
listener is challenged to discover if
the question has been answered or
not.”

The fast third movement begins
with a complex statement by the
marimba. The other voices enter
with a simpler version in canonic
style, beginning with the bells and
followed by the vibes. After a
slower middle section the original

material returns to bring the piece
to an exciting close.

Written in a contemporary style,
“Answers” will challenge perform-
ers and audience alike. An accom-
plished marimba soloist is
essential for this work to succeed.

—Tom Morgan

Studie II: Epthyic for Solo Timpani
with Percussion Quartet VI+

Michael Bump
$24.75
Media Press, Inc.
This is an extremely complex com-
position, written for solo timpani
(five drums) and percussion quar-
tet. The timpanist also performs on
other instruments including con-
cert bass drum, tam-tam, Thai
gong, Wu-han cymbal, woodblocks,
and wooden wind chimes. Bump’s
concept in this work is to explore
atypical sonic characteristics of the
instruments. He accomplishes this
by using timpani covers over half of
the head surfaces, yarn mallets,
wooden dowels, and the hands. The
work is quite structured, including
both free sections and controlled
rhythmic passages.

Tuning changes, rhythmic de-
mands and glissandi will require
an artist-level soloist. Each mem-
ber of the quartet will also be chal-
lenged, with each performing on a
number of instruments. The inter-
action of the quartet with the solo-
ist creates interesting textures as
well as exciting rhythmic patterns.

—George Frock

DRUMSET

Drums Movie Session II–IV
J. Bourbasquet/C. Gastaldin
$21.35 (book), $8.75 (CD)
Editions Musicales Alphonse Leduc
This progressive drumset book/CD
play-along package takes an inter-
esting approach to interpreting a
drum chart. Five songs are pro-
vided on the CD. Each one repre-
sents a style of movie music:
western, action/suspense, series,
grand spectacle, and 7/4 contempo-
rary setting. Five different notated
versions of each song are provided,
ranging from simple timekeeping
to highly syncopated grooves with
complex fills. Each chart features
simple time signature changes (e.g.
4/4, 5/4, 6/4, 7/4) and fills. This ap-
proach allows students to choose a

level of complexity with which they
are comfortable. This book could be
used over a long period of time, al-
lowing the reader to “grow into”
each successive version of the tune,
yet feel comfortable with the song
due to its familiarity. The text is in
French and there is no explanation
regarding style, so good notational
reading skills are required.

—Terry O’Mahoney

The Jazz Drummer’s Reading
Workbook III–IV

Tom Morgan
$29.95
C. Alan Publications
Finding a good text to use that sys-
tematically teaches the novice
drummer how to function in a big
band setting has been challenging.
Tom Morgan’s Jazz Drummer’s
Reading Workbook, however, fills
this important educational void. He
offers insight into the (often con-
fusing) world of big band drum no-
tation, sample fills with suggested
stickings, recommendations for
how to orchestrate long and short
notes on the drumset (both on and
off the beat), linear patterns that

require less “setting up,” hemiola
patterns, useful exercises that re-
flect real charts, three full-length
play-along charts, and a big band
listening discography. If you want
to study the basics of big band
drumming, this is a great book.

—Terry O’Mahoney

A New Way of Groovin’ III–V
Ignacio Berroa
$24.95
Carl Fischer
A New Way of Groovin’ picks up
where Ignacio Berroa’s first text,
Groovin’ in Clave, left off. The
premise of the new book is to teach
drumset players how to use the 6/8
Rhumba clave in a jazz style and
how to smoothly flow from a 4/4
feel to a 6/8 feel. Throughout the
text, each exercise has two ver-
sions: the first uses the familiar
“swing” ride cymbal pattern and
the second uses the 6/8 Rhumba
clave on the ride cymbal. The first
and second sections are similar in
that they focus on the ride cymbal
paired with the bass drum and
snare drum, respectively. Part
three combines snare and bass
drum independence while the exer-
cises in parts four and five include
the tom-toms. The final section is a
collection of grooves that incorpo-
rates all of the techniques learned
in the text.

The book comes with a CD con-
taining helpful recordings of se-
lected examples from the text.
Especially nice are the two play-
along examples, which first include
the drum track then take it away,
giving the student the opportunity
to “play like Ignacio.” As drumset
players are required to be more
and more versatile, this text will
help the student become comfort-
able with a Latin-jazz style of play-
ing.

—Scott Herring

Ostinatos for the Melodic
Drumset V–VI

Rob Leytham
$12.95
Mel Bay Publications, Inc.
The use of ostinatos as a pedagogi-
cal tool for drumset development
has probably not been exploited to
its full potential. Rob Leytham’s
Ostinatos for the Melodic Drumset
provides some exciting new mate-
rial that will be of interest to ad-
vanced drumset students.

The book works in a similar way
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to Gary Chester’s New Breed. The
ostinatos are to be practiced first,
then a rhythmic solo is added with
the limb or limbs not involved in
the ostinato. The student
progresses through several rhyth-
mic solos, each more complicated
than the preceding one. Then the
process begins again with new
ostinatos and new solos. There are
a great variety of ostinatos, with
some forming hemiolas in 3/8
against a 4/4 rhythmic solo for the
other limbs. Leytham occasionally
writes the ostinato underneath the
solo to help the player see where
the parts line up. The ostinato tech-
nique is applied to rock-oriented
feels as well as jazz and samba
styles.

The book concludes with four
written solos, suggesting ways this
technique can be applied to musical
situations. Students will find
Ostinatos to be a challenging and
rewarding set of exercises. Written
for the serious student, these stud-
ies will develop technical facility as
well as inspire creativity.

—Tom Morgan

The World’s Greatest Drummers Note
for Note! III–IV

Joe Bergamini
$12.95
Modern Drummer Publications, Inc.
The only way to really learn about
the intricacies of the great drum-
mers’ styles is to pick their playing
apart piece by piece. The easiest
way to do this is through transcrib-
ing—notating every little nuance of
what a drummer plays during a
song (or number of songs) and
learning to replicate it on the
drumset.

All drummers have unique pat-
terns and “licks” that make them

easy to identify on records. While it
is obviously not possible to com-
pletely capture a drummer’s style
in just one song, Joe Bergamini has
selected 13 recordings that repre-
sent the styles of John Bonham
(“Out On the Tiles”), Keith Moon
(“The Real Me”), Phil Collins
(“Dance On a Volcano”), Steve Gadd
(“Late In the Evening”), Stewart
Copeland (“Driven to Tears”),
Simon Phillips (“Space Boogie”),
Neil Peart (“The Camera Eye”), Jeff
Porcaro (“Rosanna”), Terry Bozzio
(“Sling Shot”), Vinnie Colaiuta (“I’m
Tweeked”), Mike Portnoy (“6:00”),
Steve Smith (“One More”) and
Carter Beauford (“Tripping Bil-
lies”). These are complete song
transcriptions.

Bergamini also includes a short
stylistic analysis on each player. If
you want a peek at how the masters
do it (and you don’t have time or
are inexperienced at transcribing),
this book will give you plenty to
work on.

—Terry O’Mahoney

MIXED INSTRUMENTATION

Strange Dreams V
Nathan Daughtrey
$40.00
C. Alan Publications
Scored as an alto sax (or B-flat
clarinet) and marimba duet,
Strange Dreams is a four-movement
work based on stories by Brian
Andreas. Movement one, “Unheard
Music,” is a somber work based on
a four-note sax motive that begins
slowly, somewhat playfully before
building into a gently rolling musi-
cal landscape. “Ballerina Mom,”
movement two, is a more playful,
dance-like offering that moves
along thanks to the ever-shifting
accents and meter changes. Move-
ment three, “Mermaid Song,” paints
a picture of the ebb and flow of the
sea with its gentle arpeggios and
rolled marimba notes that support
a soaring sax melody. Movement
four, “Pools of Light,” captures the
energy of the end of the day with
long, asymmetrically accented ma-
rimba lines and scalar sax pas-
sages. It features tremendous give
and take between the two soloists
before concluding with an energetic
coda.

“Strange Dreams” nicely blends
the sounds and musical strengths

of sax and marimba. The marimba
part is moderately difficult, with
frequent meter changes, but noth-
ing the accomplished college or pro-
fessional player couldn’t handle. A
five-octave marimba is required, as
well as an accomplished sax player.
The world could use more “Strange
Dreams” like this!

—Terry O’Mahoney

VIDEO INSTRUCTION

Arabic Percussion II–III
Yinon Muallem
$29.95
Or-Tav Music Publications
Israeli percussionist Yinon
Muallem helps de-mystify Arabic
percussion in this 74-minute in-
structional video. He demonstrates
the basic strokes and sounds for
five different Arab percussion in-
struments: the goblet-shaped
darbuka (also known as a
doumbek), the riqq (Egyptian tam-
bourine), the mazhar (frame drum
with jingles), duff (frame drum
without jingles) and zils (finger
cymbals). Proper hand positions,
developmental exercises and
sounds are discussed, and ample
time to play along with the video is
provided.

In addition to basic strokes and
several embellishments, Muallem
demonstrates some rhythms com-
mon to Middle Eastern music, spe-
cifically the fallahi, masmoudi
cabir, masmoudi sarir (a double-
time version of masmoudi cabir),
Egyptian saidi, malfuf, and
maqsoum . Several odd-time
rhythms such as the devri hindi
(7/8), the yuruk ahsak (9/8), samai
thakil (10/8), and Turkish aksak
samai (10/8) are also notated and
demonstrated. Muallem plays sev-
eral improvised solos, duets, and in
a percussion ensemble to demon-
strate how all the instruments
function in traditional dance set-
tings.

Arabic Percussion is an excellent
introduction into the instruments of
the Middle East and Africa.
Yuallem clearly articulates the in-
formation and plays very well.
Some understanding of standard
notation would assist the viewer,
but is not absolutely required, as
many of the rhythms involve only
sixteenth-note subdivisions. One
performance features all of the

rhythms discussed on the video—a
nice touch. Labeling the different
rhythms on the screen as they were
being taught would have been help-
ful, and a discography would have
been beneficial, but this does not
detract from the value of this pack-
age. Many of the rhythms are
somewhat familiar to western per-
cussionists, but this video finally
allows us to put the proper names
to rhythms many players have
heard for years.

—Terry O’Mahoney

PERCUSSION RECORDINGS

Astral Projections
Gordon Stout
$18.00
Marimba Productions, Inc.
Gordon Stout’s “Two Mexican
Dances” are among the marimba’s
most frequently performed solo
pieces and just about every
marimibist has either heard of
them or performed them. The com-
poser himself performs these semi-
nal works and 12 other original
works for marimba soloist on his
latest CD, Astral Projections.

Stout opens the CD with “Astral
Dance,” a theme-and-variations
work that is similar in character to
“Two Mexican Dances.” “Rivers of
Wood” is a reflective, eight-minute
piece for piano and marimba that
displays the mellow quality of the
instrument. “Episode #1” is a spry,
angular solo piece with shifting ac-
cents and a dark, ominous charac-
ter. “Episode #2” is an homage to
Paul Smadbeck’s “Rhythm Song”
and has a pensive quality that is
very soothing. “Episode #3” takes
its musical cue from the playful
“Children’s Songs” of Chick Corea,
although Stout’s approach is more
chromatic and angular. The mood is
angrier and insistent in his dra-
matic interpretation of the last
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movement of this short suite, “Epi-
sode #4.”

“Sedimental Structures” was
originally written for Robert Van
Sice. Stout hears a “rocky” quality
to this piece and believes the me-
lodic material unravels in different
“layers” as the piece progresses,
thus producing a structure that re-
sembles a sedimentary rock-like en-
tity. Drawing inspiration from an
unusual source, “Rumble Strips” is
Stout’s homage to those bumps that
are found on the edge of the road.
The “rumble strip” musical motif
reappears several times during the
piece. “Choros #3, #1, and #9” are
three Argentinian guitar pieces by
Augusto Marcellino adapted for ma-
rimba. They are a welcome addition
to the marimba literature and add
a fresh lyricism to the recording.
The title track, “Astral Projections,”
came into existence as an experi-
ment in the recording studio. It is a
slower version of “Astral Dance” us-
ing softer mallets and the process-
ing capabilities of the ProTools
recording system. The effects add a
shimmering quality to the overall
sound and complement the ma-
rimba timbre nicely.

Any opportunity to hear Gordon
Stout perform should not be
missed. This CD makes it easy to
hear his latest interpretation of his
most well-known works as well as
recent compositions.

—Terry O’Mahoney

Go Figure
Damon Short
9Winds Records
Chicago-based drummer Damon
Short seamlessly blends hard-driv-
ing swing with a flair for free im-
provisation on his latest release as
a leader, Go Figure. Short sounds
equally comfortable in both the
straight-ahead and avant-garde
worlds of jazz, at one moment
sounding similar to Elvin Jones,
then Rashied Ali, Ed Blackwell, et
al. The tunes have elements of hard
bop and free jazz (sometimes in the
same tune) and the tempo can shift
on a dime. All of the musicians
have performed together over the
years and have cohesiveness only
time can buy. Accompanying Short
is Paul Smoker (trumpet), Ryan
Schultz (bass trumpet), Jim Yanda
(guitar), Paul Scea (woodwinds),
Chuck Burdelik (saxes) and Larry
Kohut (bass).

Short opens the recording with a

free drum solo entitled “Permuta-
tion” that leaves no doubt as to his
superb touch and sense of phrasing.
The title track follows and is a
catchy melody that is the point of
departure for adventurous solos by
members of the band. “Old School”
is a unison ensemble melody that
shifts back and forth between swing
and free jazz improvisation. Short
takes an impressive turn at the
vibes in his opening solo on “Gar-
dens of Perception.” It’s nice to hear
a drummer with some melodic im-
provisation chops. “Gardens” is a
24-minute tune and that’s a long
time to be freely improvising, so
some listeners’ attention might
wane during the extended free so-
los. The CD also includes a slow,
bluesy tune (“Anesthesiology”) and
an Ornette Coleman-esque free-for-
all (“Flag Day”). “Anthem” is a
peaceful little work that brings clo-
sure to the music journey.

Short possesses taste, musical
sensitivity and a great understand-
ing of how to play drums in a “mu-
sically open” setting such as this.
He colors the music just right and
the sound of his drums and cymbals
is excellent. Free jazz is often fran-
tic or rife with displays of chops,
but Short plays it with attention to
shape, sound, phrasing and pas-
sion.

 —Terry O’Mahoney

The Search
Ecstasy in Numbers
Ecstasy in Numbers
Drummer Garey Williams leads his
Seattle-based group Ecstacy in
Numbers through ten original
tunes in their sophomore recording,
The Search. Stylistically, the group
might best be described as straight-
eighth-note “melodic jazz-fusion”
for guitar trio with Chick Corea
and Weather Report influences. The
tunes are memorable, harmonically
interesting, and all three players
excel at both soloing and musical
interaction.

The tunes run the gamut from
syncopated funk to a waltz, ethe-
real fusion, down-home, Afro-Cu-
ban, and 7/4 funk. The
band—Williams (drums), Rick
White (electric bass), Mike
Mattingly (guitar)—make frequent
use of unison ensemble figures, a
jazz-fusion trademark. There is a
comfortable feel to their playing,
the result of many years of experi-
ence and working together.

Williams sounds like a combina-
tion of Vinnie Colaiuta and Peter
Erskine through his careful atten-
tion to the orchestration of each
section of the tune. His relaxed,
flowing style suits the music, yet he
is always pushing the other players
to new heights.

 —Terry O’Mahoney

Silk Thread
Yousif Sheronick
Bribie Recordings
Yousif Sheronick specializes in
frame drums and Middle Eastern
percussion and his latest recording,
Silk Thread, is a showcase for his
diverse influences. Sheronick has
worked with Glen Velez for ten
years and his composition “Duo 77,”
based on southern Indian drum-
ming cycles, is a duet with Velez on
frame drums. Sheronick plays a
duet on tar (frame drum) with kora
player Foday Musa Suso on the
hypnotic “Sound of the Kotar” and a
solo on riq, the Egyptian tambou-
rine, on the “Manta Ray Dance.” He
accompanies a Lebanese drone tune
on bendir (frame drum), and
doumbek (ceramic goblet drum) on
a fiery guitar tune by John La
Barbera. “Samna’I Bhairabi” evokes
the sound of the Indian subconti-
nent and features his overtone sing-
ing and the tabla playing of Pandit
Samir Chatterjee.

The ten-beat cycle of the Gypsy
Koshlama rhythm is the basis for
Sheronick’s solo piece “Ahmed.” He
doesn’t forget the hand drum tradi-
tions of Africa and Brazil in the
closer, “Silk Thread.” The pandeiro
(Brazilian tambourine) and djembe
are featured on this one. “Silk
Thread” is interesting because its
text is delivered in a style similar
to rap music, although with much
less angst and with a more positive
message. The tune eventually turns
into a funky, medium-tempo dance
tempo.

Sheronick’s frame drumming is
excellent on this recording. All of
the works pay genuine tribute to
the musical cultures from which
they came; there are no “watered
down” traditions here.

—Terry O’Mahoney

Spiral Passages
Nathan Daughtrey
C. Alan Publications
Spiral Passages features the
virtuosic marimba work of Nathan
Daughtrey, who has selected a

strong program of transcribed and
original works for marimba with
and without accompaniment. “24
Caprices, Op. 1, Nos. 1, 2, and 5” by
Niccolo Paganini and transcribed
by Daughtrey are performed beauti-
fully, showcasing Daughtrey’s musi-
cal sensitivity. “WarHammer” by
Daniel McCarthy is an explosive
piece relying heavily on rhythmic
precision by the performer, as the
work has an accompaniment track
of electronic sounds. “Spiral Pas-
sages” by Jon Metzger is a playful,
but energized jazz-influenced piece
for solo marimba. “Gate to Heaven:
A Journey of the Soul” by David R.
Gillingham is for marimba soloist
with percussion ensemble accompa-
niment. The work is through-com-
posed with three sectional
delineations. Daughtrey and the
University of North Carolina-
Greensboro percussion ensemble
(Cort McClaren, director) bring
Gillingham’s sectional work to life.
The precision between Daughtrey
and the ensemble is excellent, and
the balance between ensemble and
soloist is absolutely superb.

“Concerto for Marimba” by
David J. Long follows the Classical
era three-movement concerto form
of fast-slow-fast, but is definitely a
20th-century work harmonically
and tonally. Daughtrey is accompa-
nied by pianist Victoria Shively for
this recording, and has also per-
formed the work with the North
Carolina Symphony. The work is
very compelling and seems quite
idiomatic for marimba. Long’s com-
position and Daughtrey’s playing
signal a bright future for four-mal-
let marimba repertoire. Spiral Pas-
sages provided this listener with a
“win-win” situation: great perfor-
mance, great marimba literature.

—Lisa Rogers
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Contact informantion for publish-
ers whose products are reviewed
in this issue.

 PUBLISHERS

9Winds Records
P.O. Box 10082
Beverly Hills CA  90213
Web: www.ninewinds.com

Adriana Isabel Figueroa Mañas
Darwin 1281
Dorrego-Guaymallen-Mendoza
Argentina 5519
Tel: 0054-0261-4313382
Fax: 0054-0261-156-609890
E-mail: adrifg@dynastar.com.ar
Web: www.sheetmusicnow.com

Assunto Grave Musical Editions
c/o Malletworks Music
P.O. Box 302
Wilton CT 06897
Tel: (203) 762-8083
Fax: (203) 762-8079
E-mail:
malletworksmusic@yahoo.com
Web: www.malletworks.com

Bribie Recordings
315 Packman Avenue
Fleetwood NY 10552
Tel: (914) 668-7552
E-mail: info@yousifsheronick.com
Web: www.yousifsheronick.com

C. Alan Publications
P.O. Box 29323
Greenboro NC  27429-9323
Tel: (336) 272-3920
Web: (336) 272-3988
E-mail: calanp@earthlink.com
Web: www.c-alanpublications.com

Carl Fischer
65 Bleecker Street
New York NY 10012
Tel: (212) 777-0900
Fax: (212) 477-6996
E-mail: cf-info@carlfischer.com
Web: www.carlfischer.com

Dave Hollinden
1347 Jenifer Street
Madison WI  53703
Tel: (608) 251-2949
E-mail: daveh@speakeasy.org
Web: www.speakeasy.org/~daveh

Ecstasy In Numbers
P.O. Box 3245
Bremerton WA 98310
Tel: (360)307-9099
Web: www.ecstasyinnumbers.com

Editions Combre Paris
c/o Theodore Presser Company
588 North Gulp Road
King Of Prussia PA 19406-2800
Tel: (610) 525-3636
Fax: (610) 527-7841
Web: www.presser.com

Editions Musicales Alphonse Leduc
175 Rue Saint-Honore
75040 Paris Cedex 01
France
Tel: +33 (0)1 42 96 89 11
Fax: +33 (0)1 42 86 02 83
E-mail: alphonseleduc@wanadoo.fr
Web: www.alphonseleduc.com/
english

The Franklin Edition
Five Fingers Music
484 West 43 Street, Suite 21-l
New York NY 10036
Tel: (212) 947-9091
Fax: (212) 279-6226
E-mail:
thefranklinedition@earthlink.net

Gerard Billaudot Editeur
c/o Theodore Presser Company
588 Gulph Road
King Of Prussia PA  19406-2800
Tel: (610) 525-3636
Fax: (610)-527-7841
Web: www.presser.com

Hal Leonard Corporation
7777 W Bluemound Road
P.O. Box 13819
Milwaukee WI  53213
Tel: (414) 774-3630
Fax: (414) 774-3259
E-mail: halinfo@halleonard.com
Web: www.musicdispatch.com

HoneyRock
396 Raystown Road
Everett PA  15537
Tel: (814) 652-9184
Fax: (814) 652-6886
E-mail: music@honeyrock.net
Web: www.honeyrock.net

Innovative Percussion, Inc.
501 Metroplex Drive
Suite 109
Nashville TN 37211
Tel: (615) 333-9388
Fax: (615) 333-9354
E-mail:
info@innovativepercussion.com
Web:
www.innovativepercussion.com

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

Kendor Music, Inc.
21 Grove Street
P.O. Box 278
Delevan NY 14042-0278
Tel: (716) 492-1254
Fax: (716) 492-5124
E-mail: info@kendormusic.com
Web: www.kendormusic.com

Keyboard Percussion Publications
By Marimba Productions, Inc.
392 Kirby Avenue
Elberon NJ  07740
Tel: (732) 870-8600
Fax: (732) 870-8610

Mandara Music Publications
431 W. 121 Street, Suite 3D
New York NY 10027
Tel: (212) 866-2375
E-mail: valerie@mandaramusic.com
Web: www.mandaramusic.com

Marimba Productions, Inc.
P.O. Box 467
Asbury Park NJ 07712
Tel: (732) 774-0011
Fax: (732) 774-0033
E-mail: kp3@mostlymarimba.com
Web: www.mostlymarimba.com

Media Press, Inc.
P.O. Box 3937
Champaign Il  61826-3937
Tel: (217) 359-0162
E-mail: t-siwe@uiuc.edu

Mel Bay Publications, Inc.
P.O. Box 66
#4 Industrial Drive
Pacific MO  63069-0066
Tel: (800) 8-Mel Bay/(636) 257-3970
Fax: (636) 257-5062
E-mail: email@melbay.com
Web: www.melbay.com

Modern Drummer Publications, Inc.
12 Old Bridge Road
Cedar Grove NJ  07009
Tel: (973) 239-4140
Fax: (973) 239-7139
E-mail:
mdinfo@moderndrummer.com
Web: www.moderndrummer.com

Moses Mark Howden
637 Main Street
Olean NY 14760
Tel: (716) 372-3238

Or-Tav Music Publications
P.O. Box 1126
Kfar Sava 44110 Israel
Tel: 972-9-767-9869
Fax: 972-9-766-2855
E-mail: email@ortav.com
Web: www.ortav.com

Touchdown Productions
c/o Theresa Dimond
4639 Nob Hill Drive
Los Angeles CA  90065
Tel/Fax: (323) 478-9938
E-mail: dimond@almaak.usc.edu

United Music Publishers, Ltd.
c/o Theodore Presser Company
588 North Gulph Road
King of Prussia PA  19406-2800
Tel: (610) 525-3636
Fax: (610) 527-7841
Web: www.presser.com

West African Music for the Marimba
Soloist

Kakraba Lobi/arr. Valerie Dee
    Naranjo
Mandara Music Publications
West African Music for the Ma-
rimba Soloist is a compact disc re-
cording featuring Valerie Dee
Naranjo on a low-F marimba and
the gyil music of the Lobi people,
and especially gyil master Kakraba

Lobi. The gyil is an ancestor of the
marimba with wooden bars sus-
pended on a frame over gourd reso-
nators.

Naranjo transcribed all selec-
tions on the recording, and most if
not all of these transcriptions are
published in an ensemble format
for marimba with percussion. Addi-
tionally, at the end of the compact
disc, small sections of each tran-

scription are performed in the en-
semble format. The selections fea-
tured are: “Fer Barre Kona Jeno
and Darkpey Song Cycle,” “Kaang
Kuon Kpar,” “Kpar Kpo Naah,”
“Bana Kaaba,” “Kpanlogo,” “Nour
Wongolo,” “Jong Kplek Kple,” “Lo
Ben Doma,” “Wenda Kanawa,”
“Nanye Nuor Balkala” and “Ganda
Yina.”

Naranjo’s prowess as a solo per-

former is evident when listening to
these inspiring and uplifting selec-
tions. As a listener, you wonder how
she is able to coordinate and inter-
twine all of the patterns. West Afri-
can Music for the Marimba Soloist
is a riveting celebration of keyboard
percussion.

—Lisa Rogers
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B eautiful! It was a word that would burst out of Armand
Zildjian as a joyous roar, expressing his enthusiasm
for life, his love of music, and his affection for people.

Born in 1921 in Quincy, Mass., some of Armand’s earliest
memories were of the drummers who used to visit the old
Zildjian factory in North Quincy, Mass. “When I was a kid, I
used to skip school when I knew that my father had a drummer
coming in,” he told Modern Drummer in 1986. “I was always
dying to talk with them, or to see them play, or watch them test
cymbals.”

When Armand was 14, his father put him to work in the
melting room at the Zildjian factory on Saturdays and during
vacations from school. During World War II, Armand served in
the Philippines with the Coast Guard Navy. He went back to
work in the Zildjian factory the day after he was discharged
from the service, dividing his time between the melting room
and the testing
room. When top
drummers came to
the factory, Armand
assisted them in
picking out cymbals.

“I got to know vir-
tually every drum-
mer who was worth
anything,” he said.
“Buddy Rich used to
drive out in a Jaguar
when he was with
the Harry James
band. We were all
mesmerized. Then I
met Louie Bellson;
what a great guy!
We had a lot of
laughs. It made the
work seem like noth-
ing. I picked all of
Shelly Manne’s cym-
bals when he was
with Kenton. I remember one night after a concert, Shelly and I
stayed up all night talking about cymbals. That guy had a tre-
mendous ear for cymbals and the most flowing ride beat.”

Armand himself developed impressive ride technique during
his years as a cymbal tester. According to Lennie DiMuzio,
Armand’s right-hand man at Zildjian for several decades,
“Whenever Buddy or Louie would come out to the factory, we’d
match them against Armand. I’m telling you, Armand’s speed
was right in there. Of course, this was in the days when
Armand was testing the cymbals and he’d play for two or three
hours a day. He developed an incredible ride beat. Shelly
Manne used to say, ‘Too bad he doesn’t have the feet to go with
it!’ Armand never played the drumset much, but when it came

Armand Zildjian
BY RICK MATTINGLY

to ride cymbal, he was a one-handed wonder.”
As music changed over the years and drummers sought new

cymbal sounds, Armand prided himself on being able to meet
their needs—even if the requests were unusual. “Jo Jones
wanted a broken cymbal on the bottom of his hi-hats,” Armand
recalled. “We’d take a 13-inch band cymbal with a big jag in it
and match it with a medium-thin on top. He’d hit it and it
would go ‘buzzzzzz.’ He used that setup with the Basie band,
and he made that set of hi-hat cymbals sing.

“Years ago, Tommy Thompson came from Cincinnati to play
with the Boston Symphony. He was the greatest when it came
to symphonic cymbals. He would play all the Berlioz stuff with
24-inch hand cymbals. Most people couldn’t even lift the damn
things, but he was about six-foot-three and he could handle
them. Anyway, he was looking for a pair of 20-inch cymbals. He
came out to the factory one day, and I had a 23-inch crash cym-

bal that had been
returned by Stan
Levey. Tommy said,
‘Let’s cut this down
to a 20-inch and see
what happens.’ So
we cut it down, and
that made it a little
flatter than a nor-
mal 20-inch cymbal.
Then he put a strap
on a 20-inch ride
cymbal and hit it
against the cymbal
we had cut down,
and it went
‘shinnnnnnnng.’ So
we went over to
Symphony Hall to
try them out. We
were the only two
people in the place.
He was on the stage
and I was up in the

balcony. Those cymbals were a gorgeous match. To my knowl-
edge, Frank Epstein is still using those cymbals with the BSO
today.”

Armand said that many of the Zildjian innovations came
from just paying attention to what the drummers needed.
“When J.C. Heard was playing with Jimmy Lunceford, he had a
Chinese cymbal that he put nails in,” Armand remembered.
“That got us started making swish cymbals. Then, when the big
band era started to fade and the little groups came in, drum-
mers came to us and said, ‘I need something that doesn’t have
so much spread and ring,’ so we developed the mini-cup ride.
Then drummers wanted something even drier, so we came up
with the flat-top ride.”

IN
MEMORIAM
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Armand Zildjian (left) with his father, Avedis, in the Zildjian melting room.

In the early 1970s, Billy Cobham asked Zildjian for a cymbal
that would cut through the extreme volume of the fusion music
he was playing. “I was coming out of the melting room, and
there was a pile of 20-inch cymbals that hadn’t been hammered
or lathed yet,” Armand recalled. “I was always carrying drum-
sticks around, so I picked up one of those cymbals and started
riding on it to see what it would sound like. It didn’t have a lot
of spread, but it had a very cutting stick sound.”

Armand suggested taking one of those unfinished cymbals
and just running it under a cleaning wheel. “We didn’t even buff
it, so it still had its natural, tempered color,” Armand said. “It
looked kind of earthy, so we called it the Earth Ride. Billy
Cobham flipped over it. It was exactly what he was looking for,
and that was basically the forerunner of the Z cymbals.”

Appointed President of the Zildjian Company in 1977—two
years prior to the death of his father, Avedis—Armand re-
mained very involved with product development. He was very
proud of the tradition of Zildjian cymbals, but was never one to
rest on past accomplishments. Even as he strove to have
Zildjian preserve the traditional sounds of the ancient K
Zildjian line, he also sought to make those cymbals more consis-
tent. Toward that goal, Armand sought out the latest manufac-
turing techniques, such as sophisticated computer-driven
hammering that, besides ensuring the consistency he wanted,

led to new lines of Zildjian cymbals such as the Z, K Custom,
and A Custom series.

But Armand also prized the individuality of each Zildjian
cymbal. “If you go down to the bin and pull out every 20-inch
medium ride, each one is going to be a little different—but not
as different as they were years ago,” he said. “Now, we’re a lot
more consistent, but we allow a little bit of variation. When we
do Zildjian Days, we have six drummers, and not one of them
sounds alike. Even when they play the same style of music at
the same tempo, they’re not going to sound the same. That’s the
fun of it.”

Armand died December 26, 2002, at his home in Scottsdale,
Arizona. In addition to his wife, Andra (“Andy”), he leaves four
children (Wendy Mets, Craigie, Debbie, and Robert “Rab”
Zildjian), three stepchildren, eight grandchildren, two great-
grandchildren, several cousins, nieces, and nephews, and a
brother, Robert. During his lifetime he received an honorary
doctorate from Berklee College of Music, was inducted into the
PAS Hall of Fame, and recently received Modern Drummer
magazine’s Editors Achievement Award.

To Armand, the goal never changed: “We have to find out
what the drummers want, and then we have to give it to them.”

Beautiful!

REMEMBERING ARMAND
Neil W. Grover

One of the great thrills of my musical life came a few years
back in Phoenix, Arizona. I was playing with the Boston Pops
and invited Armand and his lovely wife, Andy, to the concert.
Being the gracious person he was, Armand took not only me,
but the whole percussion section, out to dinner. After the con-
cert, Armand graciously complimented my cymbal work that
evening. To me, that compliment from Armand Zildjian gave
validation to my years of study and hard work.

Kenny Aronoff
Armand was one of the most spirited and happy people I

have ever met. We always laughed about how big our noses
were. We took many pictures together at NAMMs and PASICs,
facing each other, touching our noses together. Armand would
say with that amazing one-of-a-kind voice, “You can drive a

Kenny Aronoff and Armand
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Cadillac between us with the doors open and still not touch us.”
He was a hard worker, a creative genius, and most of all he
loved people, life, and a good time.

Adam Nussbaum
As music progressed, developments between the music and

the drummers did as well. Count Basie needed a Papa Jo; Bird
and Diz needed Klook, Max and Roy. These relationships were
crucial in the growth of the music.

Drummers needed cymbals to go with the new sounds that
were happening, and Armand was the man responsible for giv-
ing the drummers what the new music needed. All of us who as-
pire to play the drums will be forever in his debt, for he gave us
the tools for what we do—then, now and forever! Thanks,
Armand. You live forever!

Steve Smith
I always loved hanging out with Armand and it was a thrill

to play for him. He knew if you could play or not—he had grown
up with the best—so I always had to be ON when Armand was
listening. I miss his presence, energy, and humor, and I am
grateful to have been friends with him.

Frank Epstein
Armand, was the coolest, warmest, and most sincere person

one could ever hope to meet. He knew how to enjoy life, and he
spread the same joy to all around him. His instinct for business,
music, and cymbals are legendary. He was generous, gracious,
and humble all at the same time. My favorite recent memory of
him is taking him, his wife, Andy, and a group of his friends on
a tour of the Tanglewood grounds. They had driven down from
Maine for the tour and to sit in on a BSO rehearsal. When they
arrived it was pouring rain like it can only rain at Tanglewood,
but it did not deter Armand in the least. He led the group and
followed me around enjoying every minute of it.

Jim Rupp
Several years ago, I was playing Boston with Woody

Herman’s band and I spent the morning at the Zildjian factory
picking out a ride cymbal. Armand couldn’t come to the gig that
night, but he came to our gig in New Hampshire that weekend.
The most memorable part to me was him coming on stage to
talk and compare ride cymbals after the gig. I had played the
new one during the first half of the concert, and during the sec-
ond half I had played my old 24" K. I would give anything to
have a video of Armand talking about those cymbals. Yowww—
was that a lesson!

Peter Erskine
Armand truly loved music and the drummers that made it.

His enthusiasm was contagious when the stick touched the
metal, and his pride immeasurable. Armand’s legacy lives on in
every cymbal stroke we drummers play.

Louie Bellson
Armand Zildjian was a special friend for over 60 years. We

always had wonderful conversations about what was happening
with the old drummers and the new drummers, and he was al-
ways supportive of everybody.

As a businessman, he was like a family man. He treated ev-

erybody the same. The last time I talked to him was just a
couple of weeks before he passed away. He really sounded great.
He had written me a letter thanking me for a snare drum that
we sent, a gold-plated snare drum that Remo made for my 75th
birthday. He said in the letter that he had been diagnosed with
emphysema and lung cancer. So I called him at his home in Ari-
zona, and he said he was doing good and was going to go see
Maynard Ferguson that night. And then just about a week later
his wife called me and said that things were going downhill
fast.

There are so many great things to remember about a man
like that, and I think about him all the time. He always made
sure that his product was A-number-one. If it wasn’t right, he
made it right. His favorite word was “beautiful,” and he was a
beautiful man.            PN

Armand with Louie Bellson
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Set of eight boobams
(44 inches high) on stand.
1995-02-30

BOOBAMS
Donated by Florence “Flip” Manne

Boobams (bamboo reversed syllabically) are tuned bongos constructed with a shell of natural
bamboo. The available width and depth of the shell, which contributes to the desired pitch, is
limited only by the size of available bamboo found typically in the tropical islands of the Pacific
Ocean. Although boobams appear as ethnic drums in these areas, the modern instrument found its
way into current use through its appearance on numerous recordings in Hollywood beginning in the
1950s. A modern version of boobams, using synthetic or wood shells not of bamboo, is marketed
under the trade name of Octobans.

Two sets of boobams, constructed for Harry Partch by Bill Loughbrough, were owned and used
by Shelly Manne for numerous recording sessions in the Los Angeles studios. Their first use was on
the track “The Sound Effects Manne” recorded with Russ Freeman on September 14, 1954.

One set consists of eight drums tuned in a diatonic octave with shells ranging from 12 to 24 3/4
inches in length. The diameters are all approximately 4 inches. This set has calfskin heads and is
tunable using a hex key on three lugs for each drum. Currently, the drums are tuned to a scale of
B, C, D, E, F-sharp, G, A, B.

The second set, consisting of five drums, has synthetic heads pegged to the shells using six
wooden dowels. These drums are 2 1/2 inches in diameter and range in length from 2 1/2  to 13
1/4 inches. As the tuning system is less refined on this set, the pitches are less definite, giving
a “relative” pitch to each other based on the length of the tube.

Set of five
boobams
(45 inches high)
on stand.
1995-02-31

This photo of Jack Marshall and Shelly Manne shows the
boobams among Shelly’s wide array of percussion
instruments. Photo from the Flip Manne Collection,
courtesy of Jack Brand.

Close-up of tuning mechanism.
1995-02-31






