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President’s Report
By Garwood Whaley

ternational Convention, a review of chapter
and committee work, and goals developed at
this year’s board of directors meeting during
PASIC ’94 in Atlanta. My thanks to the Ex-
ecutive Committee and to the Lawton staff

for another incredible demonstra-
tion of hard work and dedication to
our society.

Once again, I owe the McMahon
Foundation Board of Directors and
especially Dr. Charles Graybill sin-
cere thanks for providing PAS with
a $5,000 grant to offset costs of bring-
ing our Board of Directors to Lawton
next summer. The purpose of this

summer 1996 meeting will be for long-range
planning and will include finance, philoso-
phy, education, goals and objectives, PASIC
and every facet of our society. I look forward
to an exciting planning session, which will set
the tone and direction of our society for years
to come.

Warm regards,

T HE GRAND REOPENING OF OUR
museum was held on Saturday,
August 6th, the last day of the
Executive Committee’s annual busi-

ness meeting in Lawton. The museum re-
opening heralds a major accom-
plishment for PAS and demon-
strates the success of our unique
society.

It is the vision, hard work and
talent of the Executive Committee,
Board of Directors and our entire
society that has made this monu-
ment to the percussive arts pos-
sible. As president, I thank each of
you for the continued support and participa-
tion that made the original building and its
expansion a reality. I encourage you to visit
our headquarters/museum. I assure you that
you will be welcomed and will feel a tremen-
dous sense of exhilaration and pride.

Just prior to the museum reopening, the
Executive Committee held its annual meet-
ing, which focused on a wide variety of topics
that included developing the 1996 budget,
further development and expansion of the In-

? ? ? ?
? ? ?

PAS DIRECTORY

Phone: (405) 353-1455 [leave message between 5 p.m. and 9 a.m.]
Fax: (405) 353-1456 [operational 24 hours a day]

WPN: (405) 353-1441 [address mail to percussive arts society]
Email: pas@ionet.net

Questions about: Contact:

Membership, PAS Clubs, PAS chapter business .............................. Cheryl Copes
Billing ................................................................................ Sally Johnson-Dorsey
Articles/artwork for Percussive Notes or Percussion News,
advertising rates, WPN ...................................................................Shawn Brown
PASIC ’95 ........................................................................................ Matt Murphy
PAS Museum ................................................................................. Linda Gunhus
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The Cleveland Symphony’s Paul Yancich will
present a solo timpani recital. The Metropoli-
tan Opera’s Greg Zuber will provide insights
into audition preparation. Marimbist Dean

Gronemeier will offer musical ap-
proaches to using four and six mal-
lets. Bill Wanser will give a clinic
on symphonic cymbal technique.

World music lovers will enjoy
performances by the African
Drum and Dance Group
Kawambe and the Fine Stream
Gamelan. Of special interest to
hand drummers will be a drum
circle facilitated by Arthur Hull.

At the various masterclasses you can get
help with your ragtime solos from Bob Becker
and Ian Finkel, pick up tips on brush play-
ing from Ed Thigpen, play with bassist Lew
Fischer in a class coached by Bob Breithaupt,
improve your hand drumming technique with
Latin specialist Dom Moio, get timpani point-
ers from Cleveland Orchestra veteran Cloyd
Duff, or get or-
chestral acces-
sory tips from
Neil Grover.

And this is
just the begin-
ning! This al-
ready incredible
list will continue
to grow as fur-
ther arrange-
ments with the
remaining in-
vited artists and
their sponsors
are made.

There is still
time to get your
college or high school drum line into the
PASIC Marching Percussion Festival. Indi-
viduals will be held on Thursday, November
2 in the Hyatt Regency Hotel. Drum line
performances will be held on Friday, Novem-
ber 3 in the 2,500-seat Phoenix Symphony
Hall, which is directly across the street from
the Convention Center. College and high
school drum line applications will be accepted
August 15–September 15; individual appli-
cations will be accepted August 15–October
2. Space is limited, so apply early. In order to
perform, all drum line participants must be
PAS members. (For high school groups, start-
ing a PAS Club will be the most convenient
and inexpensive way to make your line eli-
gible; see PAS Club information below.)

PASIC ’95/Phoenix, Arizona—November 1-4, 1995

P ASIC CLINICIANS, PERFORMERS
and exhibitors are gearing up for
their visit to Phoenix! After
months of preparation and plan-

ning, the premier percussion
event of the year is fast approach-
ing. The time is now for PAS mem-
bers from around the world to
make arrangements to attend!

The host hotel for the event is
the four-star Hyatt Regency in
downtown Phoenix. Not only will
a number of events take place in
the hotel, such as the marching
individuals, jam sessions and the
banquet, but it is also directly across the
street from Civic Plaza and Symphony Hall.
Make your room reservations now so you’ll
be sure to be in the center of all the action. A
reservation form is included in this issue of
Percussive Notes, but you may call the Hyatt
directly to reserve your room; just call (602)
252-1234 and tell the agent you’re attending
PASIC ’95 so you’ll get the special conven-
tion rate.

Airline reservations can be made through
Enterprise Travel at a special convention
rate. Call 1-800-277-9727. The airport is only
a ten-minute taxi ride away from the hotel.
Super Shuttle and city bus access is also
available. Details will be sent to all pre-
registrants a few weeks before the conven-
tion. Once you’re downtown there will likely
be no further need for ground transporta-
tion. All PASIC activities take place in a two-
block area, and restaurants and nightspots
surround the hotel and Civic Plaza.

What’s waiting for you in Phoenix Novem-
ber 1-4? Here’s a partial list:

After a long absence from PASIC, the
Swedish percussion ensemble Kroumata re-
turns. On Thursday evening, the percussion
group NEXUS will perform with the Phoenix
Symphony. (In addition, for those interested
in staying an extra day, NEXUS will perform
The Story of Percussion in the Orchestra on
Sunday at 2:30.) Timpanist Johnny H.
(Jonathan Haas) and the Prisoners of Swing
featuring xylophonist Ian Finkel will make
their PASIC debut.

Drummer extraordinaire Terry Bozzio will
be giving a solo performance. Jazz greats
Carl Allen, Pete Magadini and Lewis Nash
will give drumset clinics, as will Ricky
Lawson, Clayton Cameron, Alex Acuña,
Efrain Toro and studio pro J.R. Robinson.
Danny Gottlieb and Fred Sanford will present
electronic percussion clinics.

By J.B. Smith, Host

PAS Clubs and school groups are encour-
aged to attend. Special rate packages are
available for PAS Clubs and student groups.
PAS Clubs can attend the entire convention
for $25 (as long as they’re accompanied by
their adult leader).

Manufacturers, music stores, instrument
builders, publishers and schools who are in-
terested in exhibiting should contact the PAS
office in Lawton to get information: (405)
353-1455. We’re holding 40,000 square feet
of space for the exhibits in the Phoenix Civic
Plaza. The exhibit hall is in the center of all
clinic and concert activities, so visibility will
be high and traffic constant. The space has a
high ceiling and is large enough to allow for
wide aisles and a large separation between
the loud and quiet areas. The large loading
dock is conveniently located behind the ex-
hibit space, and no elevators are involved in
moving product into the hall or between the
hall and the clinic and concert venues. Se-
cured storage space is also available for non-

display product
that is being
used in clinics
and/or concerts,
as well as for
shipping crates
and cartons. Ac-
cess to the Civic
Plaza loading
dock from the
Phoenix freeway
system is easy.
Detailed direc-
tions will be in-
cluded in the in-
formation sent
to you.

For those of
you who will be joined by family mem-
bers and non-percussionist friends, a
number of activities are available. Gray
Line tours of the Grand Canyon can be
arranged by calling (800) 732-0327. Four-
teen-hour express tours and overnight
trips are available. Valley of the Sun ex-
cursions can also be arranged.

Finally, a special event is being ar-
ranged for all PASIC golfers. On Tues-
day, October 31, the PASIC ’95 Golf Tour-
nament will be held at the Orange Tree
Golf course. Come to the convention a
day early and enjoy the finest golfing
Phoenix has to offer. The shotgun start
is set for 1:00 P.M. For more information
call Lissa Wales at (602) 838-3507. PN
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Hand drumming is both an ancient tradition
and the latest craze. More and more, people
are enjoying playing percussion instruments
together in “drum circles” that are popping

up all across the country and involving people from all
walks of life.

Executives use drum circles for team building.
Drumming helps relieve the anxiety felt by Alzheimer’s
disease patients as well as by former drug and alcohol
abusers in recovery homes. Men’s and women’s groups
drum to get in touch with their primal instincts; so do
cults who meet under a full moon to play drums and
dance around a fire. Senior citizens play drums for
recreation and fellowship—as do people in the park-
ing lot outside a Grateful Dead concert.

Everybody plays drums because it’s fun.

In a typical drum circle you might find West African
djembes, Cuban congas and bongos, Moroccan bendirs,
North African tars, Native American ceremonial drums,
Brazilian surdos, Rhythm-Tech tambourines and a
variety of talking drums, frame drums, cowbells and
shakers.

You won’t find an American trap set.

Rhythms are seldom culturally specific. Someone
might start off with a pulse, and as players join in
with their own interpretations and variations, ethnic
designations become meaningless. All that matters is
intensity and groove.

Most participants are not counting.

Some players produce complex patterns with
power and authority. Others stay simple, striking
their drums as though they’re afraid they will break.
Some sway to the pulse, eyes closed in rhythmic
bliss, arms and hands making liquid movements as
they pull sounds from their instruments. Others
stand stock still, eyebrows knitted in concentration
as hands and drums collide. Some look like ’60s
flower children; others appear to have emerged from
a Land’s End catalog.

Sometimes there are more women than men.

A strong sense of primitive power pervades as the
beats and rhythms intermingle. The “song” may last
for only a few minutes, crescendoing to a rapid, orgas-
mic climax. Or it might go on for hours, serving as a
rhythmic mantra to produce trance-like states of con-
sciousness.

Participants rarely identify themselves as “musi-
cians” by trade.

“Anyone can grab a hand drum or a cowbell or a
shaker and be part of the community,” says drumset
virtuoso Terry Bozzio. “In modern music there is defi-
nitely a barrier between audience and performer. With
hand drumming, someone goes to the park and starts
to play and anyone can join in. A circle can always
expand and there’s room for everybody, as opposed to a
ladder where there is somebody on the rungs above
and below you, and the only way you’re going to get
ahead is to knock the guy above you off or hope he
falls. That’s more what the world of professional mu-
sic is like.”

Many who have become involved with hand drums
over the past few years are doing it outside the typical
music-industry milieu. They don’t take lessons or ma-
jor in music at a university, they don’t play in bands,
they’re not interested in landing a record deal, they
don’t even buy their drums in traditional music stores.
Sometimes, practitioners are not drumming for the
sake of music making, but rather using drums as a
means of reaching some other goal. In some cases,
they don’t know ahead of time that they are even
going to be playing drums.

“When corporations hire me for management-train-
ing programs, they don’t tell the people that they will
be drumming,” says Arthur Hull, who has facilitated
drum circles for numerous community groups, corpo-
rations and schools. “All they see on the schedule is:
Arthur Hull, University of California at Santa Cruz,
Team Building Experience. When they walk in and
see the drums, a lot of them fold their arms across
their chests and start backing up. You can read by
their body language that they are thinking, ‘I must be
in the wrong room.’ ”

One of Hull’s first tasks is to get everyone to relax.
He says that some are concerned about looking foolish
in front of their co-workers or managers. Others may
be intimidated by the belief that one must have years
of training to play an instrument. Even with some of
the people who have had prior musical training, he
must reassure those whose childhood music teachers
instilled in them a fear of playing a wrong note.

Of course, there are always some who can’t wait to
get at those drums.

“I ask how many musicians are here—drummers,
horn players, guitarists, pianists,” Hull says. “Several
people will raise their hands. Then I ask, ‘Okay, how
many rhythm dorks?’ I demonstrate someone who can’t
tap his foot and clap his hands in time; everybody
laughs and a lot of hands go up. Then I say, ‘Okay, you
musicians are in trouble because you’ve been taught
to play with a metronome inside your heads. But the
pulse of a drum circle will be organic and change all
the time.’

“The musicians could end up playing their parts
perfectly, but if they’re not listening to the group, they
will end up doing it perfectly wrong. The rhythm
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dorks,
on the other
hand, are concen-
trating on what the group is
doing and how they can fit in. They get to the point
where they understand that it’s not about musi-
cal expertise, because that’s certainly outside their
lifestyle. It’s about relationships. They see that
it’s okay to make mistakes, to experiment, to take
some risks rhythmically and find out where they
fit in. Then they begin to wholly participate in
the experience.

“Musical understanding is not necessarily an advan-
tage in a drum circle. It’s a matter of wanting to make
the circle work and becoming part of a larger whole.”

That philosophy of merging into a group identity
has made drum circles popular in the corporate
world. “We needed to bring three different organiza-
tions together: people from Apple Computer research,
people from a school district and people from a uni-
versity,” said Kim Rose, Project Specialist with Apple.
“Drumming together and creating a sort of ‘village
of drummers,’ if you will, made us feel that we were
not three separate entities but one group working
on a common goal.

“Another goal was just to have some pure fun mak-
ing music. Music has always been a very important
part of our company’s thinking, and there is a lot in
common between music and computer programming.
Arthur has a wonderful way of helping people deal
with difficult rhythms. He sets up a safe environment
in which you don’t feel like you can’t do it, and so
you’re ready to bang away. I think the most intense
feeling I ever had was at the end of the first group
drumming experience I ever participated in. Everyone
in the room was drumming together and really going
at it, and the whole place was resounding with these
rhythms. It felt really liberating.”

A group of actors from Stage One: The Louis-
ville Children’s Theatre found that drum-
ming enhanced their sense of teamwork
when they had three weeks to learn drum

parts for a production of Ananse: the African Spiderman,
which opened the company’s ’94–95 season. “For three

of us,
this was

the first Stage
One production we had been

in, whereas some of the others had been with Stage
One for years,” said L.Roi Hawkins. “But with the
drumming, we were all starting from ground zero, so I
think it helped us get in tune with each other.”

“Right,” said Jodi Baker, who says she fell in love
with playing the shekere as a result of the experience.
“Because all of us were in the same boat, the struggle
to learn our drum parts brought about a real camara-
derie that we wouldn’t have gotten just from going out
for drinks together after the rehearsals.”

“As a company that works together over several
shows, eventually we all become attuned to each other
to the Nth degree,” said Art Burns, a veteran member
of the company. “But the drumming helped that pro-
cess happen faster. Also, in the eight years I’ve been
with Stage One, that production was the first time I’ve
ever seen the children in the audience get involved
with a play to such a degree that they were bouncing
around to the rhythm. The drums brought them into it
more than any show I’ve ever been in.”

“I loved watching the children in the audience just
grooving to the sound—itty-bitty kids who couldn’t
stop moving,” said actor Tony Policci. “We were creat-
ing something with rhythm that went beyond the
spoken word, and the energy we were giving to the
children and to each other was wonderful.”

Cut to the movie 9 to 5—the scene where “boss”
Dabney Coleman is telling underlings Lily
Tomlin and Jane Fonda, “You girls, of course,
never got to play football and baseball, which

is a shame, because that’s where you really learn
about teamwork.”

“It does take teamwork to play sports,” Hull agrees.
“But there is an aggressiveness to it and an ‘us/them’
consciousness. Companies in our society are compet-
ing with everyone else rather than doing the Japanese
thing, where two or three companies work together to
develop things that no one of them has the technology,
time or energy to do by themselves.”

Prudential California Realty had its agents partici-

Ray Dillard (center) acts as
drum circle facilitator at
PASIC ’93 in Columbus,
Ohio.

SHAW
N BRO

W
N
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pate in a drum circle to diffuse some of the negative
aspects of competition. “There has always been a ri-
valry between Northern California and Southern Cali-
fornia agents,” explains Pat Catlin, Broker of Record
at Prudential. “To a point that’s good, but communica-
tion is also important because you can always learn
from each other. So we used a drum circle to break
down those barriers of non-communication. Competi-
tion still exists, but there is now a better exchange of
ideas within the company.”

Catlin says that having the agents participate in a
drum circle was very unique for a coat-and-tie com-
pany such as Prudential. “This organization is very
service oriented, and there is a strict dress code and
an emphasis on proper manners at all times,” she
says. “Had you told eighty-five managers that they
would be beating on drums, they would have all said,
‘Oh no, not me.’ Arthur was pretty radical for a com-
pany like ours in his dress and manner, but he was
very well received. It wasn’t like we walked in and
were immediately handed a drum. He gradually eased
into it with some rhythm exercises.”

Hull stresses that this is pure entry-level drum-
ming. “But you should see the looks on those execu-
tives’ faces after they do a two-hour drumming ses-
sion,” he says. “You can tell that at some point in their
life, someone told them, ‘Stop making that noise and
grow up.’ So they did. And now they’ve rediscovered
the ability to express themselves after sitting seden-
tary in a bureaucratic corporate position for so many
years. They realize that part of the spirit of their
childhood is still available to them. Some of them will
come up to me at the end and ask where can they get a
drum, where can they find a community drum circle,
where can they find a drum teacher.”

Another thing Hull stresses is that he is not a
teacher, he is a facilitator. “I do not want to turn this
group of people into a class where I’m the teacher,
they are the students, and they are dependent on my
leadership. The attitude of a facilitator is to lead those
people to lead themselves—to take them where they
want to go and then get out of the way. By the time a
drum circle is over, most of the time I’m not in the
center anymore.

I’ve made myself obsolete, and the elements that make
that circle work are now in the psychology of the
people in that circle. They can now get together in the
park next Sunday without me and have their own
drum circle.

“I see a lot of drum teachers who go, ‘Oh, drum
circle. No problem. I can do that.’ They’ll step into the
middle of a community drum circle and turn it into a
drum class, giving out parts and making it some sort
of culturally specific thing. That, of course, eliminates
some people based on the kind of instruments they’re
holding or on their rhythmic expertise. In a commu-
nity drum circle, we’ll start with a basic, simple for-
mat and let the people know that it’s up to them to put
the meat and potatoes on the blueprint and create
their own song from that.

“Even if on a given day I started out with a pattern
that had a samba-like sensibility, I would let the people
take it where they wanted to go with it. There are
some basic, simple patterns that could be identified by
an ethnomusicologist as being culturally specific. But
these are patterns that can be played by the whole
group no matter what kind of instrument they’ve got.
We’re talking about rhythm as the universal language.”

Drumming has also been used to break down racial
barriers between high school students near Sacra-
mento. “The school has a mix of white children from
mining families that live in the mountains, black kids
whose families had moved from the cities to a safer
environment, and Vietnamese kids whose families had
settled there,” says Hull. “I did drum circles there so
the kids could have an experience together with a
universal language, since most of the Vietnamese kids
don’t like speaking English.

“When the kids were ushered into the gym, I told
them to make a big circle, and one third of the circle
was black, one third Vietnamese and one third white.
So I taught each ‘color’ section a part that was interac-
tive with all the other parts. Since each group was
ganged up together, each one thought their part was
the most important because they couldn’t hear the
other parts very well. I told them that the best way to
hear the whole song was to stand next to someone who

was playing a different part. All
of a sudden, the

t h r e e

Rhythm for Life drum circle
of psychologists, psychia-

trists and social workers at
a Menniger Clinic

conference in Topeka,
Kansas.

MICHAEL NEWMAN
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big groups were gone and we had black, white, Viet-
namese, black, white, Vietnamese naturally. When
they played the song intermixed like that, they got a
big surprise. It was a whole different song. I got them
to hear it from a different perspective and see how
beautiful it was when your part is one of many parts,
and it became one group instead of ‘us’ and ‘them.’ ”

At The Foundry School in San Jose, a “tough love”
school where kids who have been expelled from regu-
lar school are sent for one last chance to make it or
break it, drumming is used not only to help the stu-
dents develop a sense of community, but also to in-
crease self-esteem. “A lot of these students’ self-worth
has been eroded by abusive or neglected backgrounds,”
says John Malloy, director of the school. “When we do
the drum circle, everyone feels how important their
part is. Whether it’s striking a bell at the right time or
keeping a pulse, everyone feels a part of it.”

A student at the school once told Hull that he
came into the drumming class ready to hit some-
one—anyone—but was able to release his frustra-
tions on the drums. “We try to take destructive
energy and turn it into meaningful discontent, and
the drum does that real well,” Malloy says. “Drum-
ming wakes the kids up to their true nature because
they can play out their emotions through the drums.
Once they get in touch with that true nature, we can
keep drawing from that well.”

Drumming circles have also been effective in
women’s prisons and recovery houses. “They say that
drumming is calming for them, which is an issue for
people in these situations,” says Sedonia Cahill, who
has led ritual drumming circles in such settings. “In
ritual drumming we find a common, steady beat and
we sometimes stay with that beat for several hours,
which induces a light trance. I personally like staying
right on the edge where you’re part trance but very
aware of where you are and what you’re doing.

“The beat is very monotonous,” she says, “and there
is something very primal about it. There is no virtuoso
performance; it’s about staying together and staying
with it, which isn’t something we are used to doing in
our culture. This style of drumming feels very female
to me. It doesn’t go into crescendo and climax, but
stays on track in a steady way.”

Ritual drumming is related to shamanistic drum-
ming. According to The Way of the Shaman by Michael
Harner, “Contemporary shamanism, like that in most
tribal cultures, typically utilizes monotonous percus-
sion sound to enter an altered state of
consciousness….Specific techniques long used in sha-
manism, such as change in state of consciousness,
stress-reduction, visualization, positive thinking and
assistance from non-ordinary sources, are some of the
approaches now widely employed in contemporary ho-
listic practice.”

The book goes on to explain that the shaman’s
drum should be played with “a strong, monotonous,
unvarying and rapid beat. There should be no contrast
in intensity of the drum beats or in the intervals
between them. A drumming tempo of about 205 to 220
beats per minute is usually effective….”

“Some people think that the ritual drumming I’m
doing is shamanistic drumming,” Cahill says. “But it’s
not. With shaman drumming, only one person is play-
ing the beat. Ritual drumming is a group experience.
The rhythm we play is very steady, but it has a slight
variation to it and has a livelier sound than just
straight, even notes. It’s a matter of everyone coming
together on a common beat. Something happens when
you put your individuality aside for a while and move
into this common river of sound.”

Like many, Cahill believes that people’s affinity for
rhythm and drumming comes in part from prenatal
hearing of the mother’s heartbeat as well as from our
own internal pulse. “I take people out in the desert for
ten-day vision quests,” Cahill says. “Sometimes they
spend three days and nights alone in the desert with-
out eating, and their senses get very heightened. Some
report that they heard drumming the whole time, and
then they figure out that it’s their own heartbeat.”

Getting in touch with primal instincts is one reason
that many men’s groups include drumming as part of
their meetings. “It’s also a way for the men to get
intimate in a safe way,” says Hull, who facilitates
drum circles for the California Men’s Gathering. “When
you drum, you are creating a kinesthetic massage that
touches everyone within the circle and gives you an
intimate connection will all the other men. It’s touchy-
feely without the touching. The energy of the drums is
vibrating the whole group.

“Women also understand the intimacy of the drums,”
Hull says. “Ten years ago, there was a lot of men’s ego
competition going on in the hand drumming commu-
nity. But when women started coming into the circles,
they taught us grace and finesse and how to listen to
each other.”

A women’s circle is described in the book The
Ceremonial Circle, co-written by Cahill and Joshua
Halpern.

The women arrive singly and in deep silence,
pulled into the magic of the circle by the pulse of
the large council drum that was handmade for
the group….

As the drum enters and vibrates into the ma-
trix of the circle, one woman will feel the impulse
to allow a deep, primal sound to issue from her
being, then another will answer, then another
and another until a deeply moving conversation
has been established. This may continue for an
hour. Often because of tender or vulnerable places
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that have been touched the sounds turn into
moans or wails, sometimes tearful sobbing. At
other times they become laughter.

When this is finished the women may move
into a muffled drumming and rattling and a ver-
bal dialogue will be introduced by a member who
needs an issue discussed in council. Because of
the strong, nonverbal, and heartfelt connection
that has been established, and because the con-
tinuous playing of the drum maintains that con-
nection, the women are able to discuss sensitive
issues in a manner that is more devoted to truth
and clarity than to smaller concerns….

Community drum circles often bring odd com-
binations of people together, from those who
are quite accomplished on various percussion
instruments to those who have never played

an instrument in their lives. “We have physicists,
schoolteachers, nurses, Deadheads, professional mu-
sicians, college kids, and people from the community
just interested in drumming,” says Sandy Blocker,
who participates in a drumming circle in Greensboro,
North Carolina.

Typically, one or more of the accomplished players
will stand in the center and serve as a focal point.
Sometimes specific parts will be assigned with less
accomplished players given simple, basic patterns and
more adept players given more complex parts. In some
circles, players first learn a part by singing it, after
which they transfer it to the drum. Participants are
often encouraged to improvise around their part once
they feel comfortable with it, but many are content to
simply lock in with the fundamental pulse.

And it doesn’t matter what type of drum they bring.
“When I facilitated a drum circle in Salt Lake City, a
number of people brought homemade instruments,”
says Hull. “I saw Coke cans with rocks in them, plastic
water bottles with the neck cut off that people played
like a hand drum, wooded salad bowls struck with
wooden spoons—anything and everything. I did a ra-
dio promo and said that it was open to everyone, and if
you couldn’t find an instrument or make one, just
bring your body and clap your hands. That works too,
because when you are dealing with the universal as-
pect of rhythm, it doesn’t matter if you have a $1,000
conga drum or a Coke can filled with rocks. You are
just as important in that circle as any master drum-
mer there. And we need the full spectrum, including
people to hold the bottom down just by playing the
pulse. If everyone was a hotshot drummer who was
too good to just hold that simple bottom part, we’d be
top heavy and fall over. A community drum circle
needs everybody from beginners to advanced players
to make it happen.”

While many community drum circles are culturally

non-specific and feature a variety of instruments play-
ing generic rhythms, others are based around specific
traditions, such as the West African based circle that
Blocker participates in. In fact, the whole tradition of
Latin and African drumming involves ensembles of
drummers and percussionists, and it’s primarily the
American-based jazz and rock tradition in which a
single drummer keeps the beat on a drumset—an
instrument designed to imitate the sound of several
drummers. Jazz drummer Max Roach refers to the
drumset as the “multiple percussion instrument.”

Still, many have become involved with hand drums
primarily for personal satisfaction and don’t regularly
play in circles. “If the economy or pollution or what-
ever got so bad as to no longer allow for the manufac-
ture of drumsets as we know them, I could be happy
sitting under a tree playing a hand drum, because
everything is there,” says Terry Bozzio. “You can have
a million drums, like I do, and not be able to do what
Zakir Hussain does on two tabla drums, because he’s
an incredible master.

“It also ties back to a simpler way of life,” Bozzio
says. “One reason I went back to playing acoustic
drums instead of electronics is that my spontaneity
was destroyed by having to make so many decisions
before I could actually play. And even an acoustic
drumset takes time and energy to transport and set
up. But a little frame drum with a goatskin head is
lightweight, easily accommodated, and you can play it
instantly.”

Bozzio came to appreciate the instant accessibility
of hand drums several years ago when he was in
France playing a concert with a group called the Lonely
Bears. “One of the other artists who performed, a
percussionist named Abed Azrie, played one hand
drum—a tar—and a little tambourine,” Bozzio recalled
in a Modern Drummer interview. “He also had some
sampled percussion sounds that he triggered. It was
an interesting synthesis of old and new.

“I went to dinner with him and the other musicians
in his group that night, and after the meal they all
pulled out their instruments and started to play. Abed
pulled two tars out of his handbag, and he started
playing one of them and handed me the other one. He
just played with his fingers, but the sound coming out
of his little drum was everything you could ever want
from a kick and a snare.”

Bozzio subsequently got together with Azrie on sev-
eral occasions to learn basic hand drum technique and
study Arabian rhythms. He also borrowed three hand
drums from Azrie, which he used on the track “Trois
Tambours De Abed”—“Three Drums of Abed”—on the
first Lonely Bears album.

“One day during the time I had his drums on loan
in Paris, I started playing these grooves while we
were stuck in hectic Parisian traffic,” Bozzio recalls.
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“It had a very calming, meditative effect on me and
my friend who was driving. All the smog and honking
and crazed Parisians didn’t matter anymore. We were
in our own little space grooving as we drove through
traffic.”

After years of playing with sticks, Bozzio has come
to appreciate the direct contact between his hand and
the drum. “Something happens when you put your
hand directly on the skin of a drum that is a step
removed when you use a stick,” Bozzio says. “There’s
an intimacy because it’s a real tactile thing.”

John Wyre says that, ideally, there should be no
difference between playing with your hands or using
sticks. “If you play for a long, long time, the stick
should simply become an extension of your hand” he
says. “I’ve certainly had that feeling playing timpani,
which has been the basis of most of my performing
career outside of Nexus.

“But that’s easier said than done. I think with most
people, the stick tends to get in the way between the
body and the instrument. When you play directly with
your hand, you are one step closer to getting your
energy and the vibrations of the instrument to coa-
lesce. You can certainly feel the vibrations of the drum
much more subtly and quickly when it’s just your
hand touching it. You can feel the sound as well as
hear it.

“It is easy to get distracted by some of the techni-
cal things we deal with,” Wyre adds. “You’re always
looking for the right stick and changing the way you
hold it. If you’re a hand drummer, you sometimes
change the way you play, but it’s a little more natu-
ral, I think, than some of the experiments we get
into with mallets.”

John Bergamo, who teaches percussion at the Cali-
fornia Institute for the Arts (CalArts), says that a
single frame drum offers a full range of expression.
“You’ve got all the sticks you need right on your hand,”

he says. “You’ve got hard beaters with your knuckles
and fingernails and soft beaters with the fleshy parts
of your hand, and you can get different open and
closed sounds. It can offer a great deal of pure playing
satisfaction to people.”

Some people attach great significance to the differ-
ent tones that the drums produce. In her Interworld
video Ritual Drumming and CD Since the Beginning,
Layne Redmond relates the four basic sounds of her
tambourine to the elements: “kah,” a muffled slap
stroke, is the earth; “dom,” the deep, open, ringing
sound, represents water; “tak,” the rimshot-like com-
bination of head and rim, is the sound of fire; “cha,”
the rim-only sound that produces the brightest sound
from the jingles, is air.

Arthur Hull distinguishes between three basic tones
that exist in a drum circle. “The first is the bass note,
which provides the kinesthetic massage,” Hull says.
“The bass note makes the dancers dance. The real
question is, do drummers make dancers dance, or do
dancers make drummers drum? The answer is yes. It’s
a chicken-and-egg kind of thing.

“Then there are the mid-range tones that come out
of any hand drum and sing to the heart and the
emotions. It’s the release that lets you sing your joy
and pain through your instrument.

“Finally are the high-pitched head tones provided
by slaps and shekeres. Those tones stop thought, and
thought is time. If you stop thinking, time stops. When
we are all playing together, we don’t realize how long
we’ve been playing because we have stopped the pas-
sage of time in our heads. When you get to that place,
you have achieved rhythmic bliss. You have become
one mind, one spirit, one rhythm with that drum
circle. You are not just playing a part, you are a part.”

Many schools have added hand drumming and world
music courses over the past few years, including the
Berklee College of Music in Boston, which has offered

Paul Aljian Drumworks

Preview in October
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a hand-drum major since 1991 and is sponsoring a
World Percussion Festival from August 15-20. Bergamo
has definitely seen an increased interest in hand drums
over the past five years at CalArts. “Most of the stu-
dents are coming from a drumset or percussion back-
ground,” he says. “I have yet to see anybody start out
as a hand drummer, but I think that will be happening
in the next generation. We’ve got very formal classes
in Ghanaian drumming, two kinds of Indonesian drum-
ming—Balinese and Javanese—South Indian drum-
ming, North Indian drumming and Latin percussion.

“I also teach a generic hand drumming class to
whoever wants to take it. I have a cellist, a pianist, a
couple of dancers and people from the film school; I
don’t think any of them are drummers. They’re com-
ing for different reasons. The pianist is finding that
it’s benefiting her piano playing because she’s discov-
ered another way of relaxation with her hands.

“Hand drums have become the folk guitars of the
’90s,” Bergamo says. “People are discovering that drum-
ming can be done on a very basic level where everyone
can participate. A lot of people are into the drum circle
environment, but I’m more into what you can do with
a hand drum by yourself. Take your drum out in the
woods and play just to have fun.”

A ll of these drummers must certainly be a
boon for the music industry, right? Guess
again. In many towns your best source for
a hand drum is a new-age bookshop or an

African clothing store, not a traditional music store. And
much of the hand and ethnic percussion on display at
PASIC ’94 in Atlanta came from small drum makers and
importers that you’d never find at a NAMM show.

“It’s been an uphill challenge to get the music-
products industry to recognize new markets and go
after them,” says Remo Director of Marketing Lloyd
McCausland, whose company makes a variety of
hand percussion instruments to serve both hobby-
ists and pros. “When people started getting inter-
ested in hand drums a few years ago, they couldn’t
find drums in the regular music stores. So the new-
age shops and bookstores that were selling men’s-
movement books and Mickey Hart’s book Planet
Drum started selling drums. A good part of our sales
are through these stores and gift-catalog houses.

“After the January ’96 NAMM show, sixty-two mu-
sic dealers visited the Remo factory. I showed them a
video of 1,500 people drumming on the beach with
Mickey Hart and Arthur Hull, and when they saw
those numbers playing drums and realized they didn’t
get any of those sales, they began to get interested.”

Sandy Blocker started his own shop, Talking
Drums, two years ago because of his frustrations at
trying to buy a djembe head in Greensboro. His shop
caters to the hand drum crowd, and he doesn’t stock

a single drumset. He gets a few instruments from
Remo, LP, Gon-Bops and Mid-East Manufacturing,
but most of his instruments come from small compa-
nies such as Rhythm Fusion, Crafton Percussion
and Heartbeat Drums.

“The stores here in town were upset when I first
opened because I took all their conga business,” Blocker
says. “But now they’re glad I’m open, and they’ll call
me up and say, ‘We’re sending some more of those
weirdos over to your place.’ ”

Classifying people who bang on hand drums as
“weirdos” is of special concern to Barry
Bernstein, a music therapist who serves as
program director for Rhythm for Life, a non-

profit organization dedicated to “the study and use of
percussive sound…for the benefit of individuals and
the community.”

“Music therapy as a profession is very well-estab-
lished and has a strong research base, and the medi-
cal profession is really starting to look at music and
sound as an alternative form of providing healthcare,”
says Bernstein. “The important thing is how the mes-
sage is presented. If you get up there and go, ‘Yeah,
maaaan, we’re going to drum and it’s going to be
groovy and far out,’ then it’s going to be perceived like
some hippie thing.”

Rhythm for Life was formed as a result of testi-
mony presented to the United States Senate Special
Committee on Aging during its hearing entitled “For-
ever Young: Music and Aging,” which was held in
August, 1991. Various music therapists, physicians
and musicians testified to the benefits of music in the
lives and health of older citizens.

In particular, Grateful Dead drummer Mickey Hart
spoke of the importance of rhythm and drumming.
“Drumming, the rhythmic manipulation of sound, can
be used for health and healing,” Hart said. “We are
embedded within a rhythmic universe. Everywhere
we see rhythm—patterns moving through time. It is
there in the cycles of the seasons, in the migration of
the birds and the animals, in the fruiting and wither-
ing of plants, and in the birth, maturation and death
of ourselves…. We find that all cultures have music of
some kind. It is inherent to the nature of man….

“Today, without thoroughly understanding it, thou-
sands of people across the country have turned to
drumming as a form of practice like prayer, medita-
tion or the martial arts,” Hart said. “Typically, people
gather to drum in drum circles with others from the
surrounding community to share rhythm and get in
tune with each other and themselves, to form a group
consciousness, to entrain and resonate.”

Hart said that although most older Americans were
unfamiliar with the hand drumming movement, they
were the people who could benefit most, and those
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benefits would include “immediate reduction in feel-
ings of loneliness and alienation through interaction
with each other…. Whereas verbal communication
can often be difficult among the generations, in the
drum circle, non-verbal communication is the means
of relating. Natural by-products of this are increased
self-esteem and the resulting sense of empowerment,
creativity and enhanced ability to focus the mind—not
to mention just plain fun. All this reduces stress and is
a safe form of exercise that invigorates, energizes and
centers….

“The introduction of drum circles and percussion
instruments into the older American population is a
new medicine for a new culture. It was a good idea
10,000 years ago and it is a good idea today.”

Music therapist Dr. Alicia Clair then testified about
the work that she and Bernstein have done over the
past ten years with Alzheimer’s Disease patients us-
ing rhythm-based therapy, which substantiated many
of Hart’s claims.

Following months of discussions between repre-
sentatives of the Senate Special Committee of Ag-

ing, the National Association for Music Therapy, the
National Association of Music Merchants (NAMM)
and other interested parties, Rhythm for Life was
formed in March, 1992. Its advisory council includes
Dr. Oliver Sacks (whom Robin Williams portrayed
in the film Awakenings), Mickey Hart, Remo Belli,
Arthur Hull, Ed Thigpen and Interworld Music presi-
dent Gerry James.

“The concept of the use of rhythm in therapy is very
provocative,” says Bob Morrison, who works for NAMM
in the area of market development. “Rhythm for Life
provided strong data that, with some seed funding
from NAMM, they would be able to create materials
and background information to help our members un-
derstand the role that rhythm is now playing in thera-
peutic issues. It fits hand-in-hand with NAMM’s mis-
sion to expand the market for music products and
related accessories as well as to expand that portion of
the population that makes its own music. The use of
hand drumming in therapy has opened up an incred-
ible opportunity to serve a new market.

“There has also been research on early childhood
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d e v e l -
opment that
indicates that mu-
sic is exercise for the
brain and leads to a higher level
of development. So we’re now talking about marketing
implications from cradle to grave. It’s a good time for
our industry, but we have to work hard to take advan-
tage of these opportunities.”

Rhythm for Life’s projects have included studying
the effects of rhythm-based activities for impaired and
at-risk residents of nursing homes, developing a rhyth-
mic exploratory play project for emotionally disturbed
adolescents to support self-esteem, positive peer iden-
tification and non-verbal communication, and pilot
projects in prisons, halfway houses and drug rehabili-
tation programs using ritual drumming to create a
sense of community and belonging and to encourage
personal empowerment.

One of Rhythm for Life’s most important projects
has been a major study on the effect playing drums
had on Alzheimer’s patients. “Our subjects were able
to increase the complexity of rhythms they played and
learn new strokes,” Bernstein says. “That is really
important, because literature about people with
Alzheimer’s disease repeatedly says that they are un-
able to learn new tasks. So first and foremost, our
research project demonstrated that that’s not true.
When activities are presented to them that they are
capable of processing neurologically, they are able to
learn new tasks.

“As healthcare professionals, we are also looking at
ways we can improve quality of life. We need to do
further research on this, but the reports we are get-
ting from nursing personnel is that after the
Alzheimer’s patients have finished drumming, their
agitation and anxiousness is greatly reduced for an
extended period of time. It’s possible that by using
activities such as this, medication can be reduced and
nursing staffs can be smaller.”

Bernstein says that Alzheimer’s patients work best
with floor-tom style instruments that allow the
patient’s knees or legs to touch the instrument and

t h a t
allow the

therapist to sit
directly across from

the patient making eye
contact. “Working with mallets can

be more successful with Alzheimer’s patients,”
Bernstein says. “We also use the Paddle Drum that
Remo makes and some of the shaman-type drums that
can be held with one hand. We have to be concerned
with the weight of the drum and the way you hold it,
and also with older people’s skin being very tender.
I would never use a conga drum with a geriatric
population.”

As a result of his research, Bernstein and Remo
designed the Drum Table—a fifty-inch diameter hex-
agonal table with a PTS drumhead for a top that
people can sit around and play with mallets or hands.
“We got a higher level of participation when people
could feel the vibrations,” Bernstein says. “We call
that ‘vibrotactile stimulation.’ The Drum Table is
designed so that people in regular chairs or wheel-
chairs can have their legs underneath the vibrating
membrane.”

Despite his positive results with Alzheimer’s pa-
tients, Bernstein is careful to avoid using the words
“drumming” and “healing” in the same sentence.
“The word ‘healing’ can be used rather loosely,” he
explains. “We don’t want people to infer that some-
one can cure themselves of cancer by going to a
drum circle. At the same time, we’re not saying that
such an activity cannot be part of the curative pro-
cess. We call drumming a wellness tool, a preventative
tool, but we’re careful not to say that drumming is a
healing experience.

“I’ve had experiences both personally and
observationally in drumming events where people have
come in with a lot of stress or they’re just tired, and
they get totally energized from the group experience.
Some would define that as healing. But we want to
speak to as many people as possible without alienat-
ing anyone, and so we have to be careful of the lan-
guage we use.”

Hull is also careful about using the word “healing,”

Barry Bernstein (center)
plays a Drum Table with

Alzheimer’s patients.
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but he has no doubt that drumming has a powerful
effect on people. “I had a very profound experience
with a group of autistic kids,” he says. “I did a pro-
gram with twelve autistic kids who had never all
reacted to the same thing at the same time before.
Sometimes a couple of them would pop out of that
strange world they live in for a little bit, but then they
would go back. So I went in this room with these
twelve kids, and each one had a caretaker who kept
them from hurting themselves. I started playing a
drum, and sure enough, two of the kids popped out
into this reality and grabbed my drum and started
hitting it. Then another kid jumped up and started
running around the room.

“It became pandemonium,” Hull says. “Some kids
were banging their heads against the drums, some
were shrieking, and so forth. I didn’t realize the pro-
foundness of what was happening until I noticed that
all of the caretakers were crying. They had never seen
all twelve kids come out of their autistic world at the
same time. The drums did that.”

The connection between music and healing is an
ancient one. According to The Healing Drum by Yaya
Diallo (a member of the Minianka tribe of West Africa)
and Mitchell Hall, “In the Minianka villages of Fienso
and Zangasso, the musicians were healers, the heal-
ers musicians. The word musician itself implies the
role of healer. From the Minianka perspective, it is
inconceivable that the responsibilities for making mu-
sic and restoring health should be separate, as they
are in the West.”

There are some who contend that hand drum-
ming is simply a fad that will capture the
public’s fancy for a short time and then quickly
burn out. But where a typical fad tends to

capture a specific segment of society, hand drumming is
turning up in groups of people who have absolutely no

connection with each other. And unlike hoola-hoops, Davy
Crockett, Beatlemania or disco, hand drumming is
grounded in centuries of tradition.

“The popularity of hand drumming is not based on
any kind of marketing scheme,” says Remo Belli, whose
own interest in hand drumming was sparked by see-
ing Glen Velez perform at a PAS convention several
years ago. “This movement is societal—brought on by
a need that is out there. People are using rhythm and
drums as an expression of wanting to live a different
kind of lifestyle.

“This is probably the biggest musical activity the
music industry has ever seen—and they thought rock
’n’ roll was big. Rock ’n’ roll was an important social
force for one or two generations of people during a
specific period of history, but its social influence is now
over. The hand drumming movement is tied more
profoundly to more people and more diverse thoughts.

“The wellness issue alone takes in everybody that’s
alive, and as more people understand the connection
between music and wellness, the whole perception of
what music is about will change. Musicians started off
as entertainers, and then we became educators. But
watching entertainers didn’t make everybody go out
and buy musical instruments, and having music taught
in schools didn’t stop music from being removed from
the curriculum when money got tight. They won’t cut
sports from the school programs because people be-
lieve that participation in sports is good for the health
of an individual. We want people to understand that
active participation in music is also good for them.

“It’s going to take a long time,” Belli says. “Today,
everybody is talking about high fibre and low sugar.
I’ve been involved in holistic medicine for years, and
I heard people delivering papers about high fibre
and low sugar twenty-five years ago. It’s taken that
long for society to understand that that’s the direc-
tion people should go.”
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Why is it happening now with so many different people? “There is
something really essential here,” says Hull. “Everyone who traces
their ancestry back to the cultures where their great, great, great,
great grandparents came from will find that those source cultures
used a drum in some way to connect people to each other as well as to
connect people to the earth. Somewhere along the way, the American
culture lost that connection. But deep inside our cultural psyche—
somewhere in our genes or DNA or something—there is still a basic
need to express yourself through rhythm. Rhythm is the foundation
of all art and self-expression—not just music.”

Whatever the style or use of hand drumming, Bernstein feels there is
a common thread. “People in the technological world we are living in
are yearning to be connected,” he says. “Fax machines, modems, E-
mail, TV—all those things take us away from human contact. The drum
offers us a way to be connected. Look at ritual and community gather-
ings throughout history; they all involve drumming.

“One of the goals of Rhythm for Life is to bring drumming back
into the family. Turn off the TV and play drums together. It gets you
talking and enlivens you, and we might not have so many family
problems. I don’t think that’s idealistic. I think it’s a real solution to
some of the problems in our society right now.”

FOR FURTHER INFORMATION:
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Grove Dictionary of Jazz. Mattingly has edited instructional books
by Peter Erskine, Joe Morello, Gary Chester, Bob Moses, Bill
Bruford and others, and is the author of Creative Timekeeping,
published by Hal Leonard.

WE’VE EXPANDED! That’s right;
the Percussive Arts Society Mu-
seum has an additional 2,000 square
feet of exhibit space to devote to
unique percussion pieces from
around the world. If you have his-
torical percussion instruments that
you would like to donate to the PAS
Museum, please write to PAS, P.O.
Box 25, Lawton, OK 73502.
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�
1996

PERCUSSIVE ARTS SOCIETY

23rd ANNUAL PERCUSSION COMPOSITION

CONTEST

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

1996 Categories: Category 1: Marimba (Low A) with Piano Accompaniment
First Place: $500.00 plus publication by Studio 4 Productions
Second Place: $250.00
Third Place: $100.00

Category II: Steel Drum Ensemble (Concert Style, No Transcriptions or Arrangements)
First Place: $500.00 plus publication by Panyard, Inc.
Second Place: $250.00
Third Place: $100.00

Efforts will be made to arrange performances of the winning compositions at a future Percussion Arts Society
International Convention or other PAS sponsored events.

Eligibility and
Procedures: Previously commissioned or published works may not be entered.

Compositions should be between 5 and 15 minutes in length. Total duration of piece should be stated on manuscript.
Compositions must be original (no transcriptions or arrangements) and should be in the “Concert” rather than the
“Pop” style.
Clean, neat manuscript is required. Composer must send 4 copies of score. Composer’s name may appear, but it will
be deleted for judging purposes. All entry copies become property of PAS.
The difficulty of the composition is left to the discretion of the composer. 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.
PAS reserves the right to NOT award prizes if the judges determine there is a lack of qualified entries.

Application Fee: $25 per composition (non-refundable), to be enclosed with each entry. Make checks payable to the Percussive Arts
Society.

Deadline: All materials (application fee, application form and manuscript(s) must be postmarked by April 1, 1996.
For further information and complete details, contact: PAS, P.O. Box 25, Lawton, OK 73502-0025, (405) 353-1455.

1996 PERCUSSIVE ARTS SOCIETY
23rd ANNUAL PERCUSSION COMPOSITION CONTEST

(form may be photocopied)

COMPOSER’S NAME _____________________________________________________________

ADDRESS ____________________________________________________________________

CITY ______________________________________ STATE ________ ZIP _______________
TELEPHONE NUMBER (include area code) _________________________________________________

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

SIGNATURE OF COMPOSER ________________________________________________________

○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○
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By Louis Abbott

The Square Concept: Part Two

T HIS SECOND ARTICLE USING THE SQUARE CONCEPT FOR
the development of drumset coordination involves
linear applications. The goal is to build smooth, concise
movement from one limb to the next by defining simple

geometric patterns, called Shapes. These translate into musical
applications commonly known to drummers as “grooves.” Two of the
linear shapes discussed in the introductory article (October, 1994),
Perimeter and Triangles, will be presented here. They are then
enhanced by a concept called Rebound to form interesting patterns.
Let’s start by redefining the two linear shapes.

Perimeter—start at any point and move in either direction around
the perimeter of the square:

Example 1: Perimeter.

Triangles—using three of the four limbs, start at any point and
move in any direction:

Example 2: Triangles.

The musical application of these shapes is the unusual combina-
tion of sonorities that occur when applied to the drumset. For in-
stance, here is Example 1a, played in a 16th-note rock groove:

Example 3: 16th-note Perimeter.

Note that the repetition places each sonority in a recognizable
position:

RH Ride cymbal (on bell)—downbeat
LH Snare (second partial)
LF Hi-hat offbeat (third partial)
RF Bass drum (fourth partial)

Applying accents to different notes changes the groove:

Example 4: 16th-note Perimeter with accents.

Now let us introduce Rebound to the same example. Starting at
one point (in this case the right hand), move around the perimeter in
one direction. When you return to the original point, move—or
Rebound—in the opposite direction.

Example 5: 16th-note Perimeter with Rebound.

As before, the right hand (cymbal bell) remains on the downbeat
and the left foot (hi-hat) remains on the offbeat. The inner partials
now reverse positions:

Example 6: Reversal of inner partials using Rebound.

Again, the addition of accents will alter the groove:

Example 7: Accents with Rebound.

Using the same concepts, play the triangle pattern. Starting with
the right hand, outline the triangles.

Example 8: Triangle.

a. b.
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Now apply the Rebound concept:

Example 9: Triangle with Rebound.

This translates into a 6/8 African groove:

Example 10: African 6/8 using Triangle with Rebound.

In these exercises, the right hand starts each example, but keep in
mind one of the desired goals of the Square concept is the ability to
start a pattern with any limb. Here is a 16th-note Perimeter groove
starting on the left foot with Rebound:

Example 11: Perimeter with Rebound.

Written:

Now try the 6/8 groove using Triangles and Rebound.

Example 12: Triangle with Rebound.

Written:

The Square concept, when applied musically, creates unusual
combinations of drumset sounds. The use of Shapes facilitates this
process by providing simple geometric figures that are visualized
until the movement becomes natural. Be prepared to hear the drums
played in ways you don’t expect and your body to move awkwardly
until the groove makes musical sense. PN

Louis Abbott is an adjunct faculty member at the University of
Miami, where he is pursuing a DMA in Jazz Studies. Along with
performing with the Concert Jazz Band, he is touring and record-
ing with a variety of artists. He has taught drums privately for
twenty years.
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F EW DRUMMERS ACCOMPANY A
soloist with great success. Young
players often sound out of context
due to inexperience or because they

are not aware of what to play. To solve these
problems, a drummer might be told to “play
like a pianist.” This would enable a drum-
mer to focus on accompanying, or “comping,”
behind the soloist. However, how many drum-
mers have ever played the piano? By listen-
ing to and analyzing comping instruments,
drumset players will begin to understand
their role in a small group setting.

When backing a soloist, drummers of-
ten find themselves playing preconceived
ideas. Instead of the music sounding like a
“conversation” between the soloist, drum-
mer, and other accompanying instruments,
it sounds as if each is delivering a mono-
logue on a different subject, which can be-
come distracting to the listener. To ensure
that the drummer’s ideas complement the
group, he or she must listen to and play
with the ensemble.

ing on the upbeat is an interesting facet of
his style. By comparing drummer Elvin
Jones’ comping with Tyner’s comping, you
will find many similarities. For instance,
Jones comps on the upbeats to complement
Tyner’s ideas.

For an added challenge, use comping tran-
scriptions as the basis for exercises. For in-
stance, first play the comping pattern on the
snare drum while playing time with the other
limbs (i.e., quarter notes on the ride cymbal,
2 and 4 on the hi-hat). While playing the
comping patterns, be sure to voice proper
note lengths around the drumset. Secondly,
change to a standard ride pattern, being care-
ful to avoid unnecessary accents. Third, voice
the comping pattern between the bass drum,
snare drum and, eventually, the hi-hat. The
final goal is to be able to play the patterns
using all three limbs while maintaining a
steady ride pattern.

These concepts can help one achieve a
better understanding of playing in a small
group. However, these are only helpful
guides to becoming a better player. Listen-
ing and observing are necessary in one’s
progression. Therefore, ongoing analysis
will produce success.

OTHER SUGGESTED LISTENING:
Empyrean Isles, The Herbie Hancock Quar-

tet; Blue Note Records, CDP 7 84175 2.
Herbie Hancock, Freddie Hubbard, Ron
Carter and Tony Williams.

Milestones, Miles Davis; Columbia
Records, CK 40837. Miles Davis, Julian
“Cannonball” Adderley, John Coltrane,
Red Garland, Paul Chambers and Philly
Joe Jones.

Back at the Chicken Shack, Jimmy Smith;
Blue Note Records, CDP 7 46402 2. Jimmy
Smith, Stanley Turrentine, Kenny Burrell
and Donald Bailey.

Smokin’ at the Haft Note, Wynton Kelly
Trio/Wes Montgomery; Verve Records, 829
578-2. Wes Montgomery, Wynton Kelly, Paul
Chambers and Jimmy Cobb.

Jeremy Bradstreet is a student at Capital
University in Columbus, Ohio, where he stud-
ies Music Education. He is a percussion in-
structor with the Dublin City Schools and a
private instructor at Columbus Pro Percus-
sion. Bradstreet is also an active player
around Columbus, performing in both large
and small group settings. His teachers in-
clude Bob Breithaupt, Guy Remonko, Jim
Rupp and Gary Hodges.

Comping on Drumset
By Jeremy Bradstreet

Drummers should first focus on the ride
cymbal pattern. The rhythms played on the
ride cymbal patterns are similar to those in
a bass line; therefore, the ride cymbal pat-
tern should not have unnecessary accents
that would interrupt the flow. Comping fig-
ures may be played on the other elements of
the drumset, such as the snare drum, the hi-
hat and the bass drum, to complement the
soloists’ ideas as well as to create ideas for
the soloist.

To apply these concepts, drummers may
consider using Hal Crook’s book, Creative
Comping for Improvisation Vol. 2 (Advance
Music). This book has play-along tracks that
offer drummers an opportunity to interact
with a pianist. These tracks help develop the
player’s understanding of song forms and
ability to comp to creative phrasing and
rhythmic patterns, and enable drummers to
work out different phrasing concepts such as
playing long notes or short notes around the
drumset. This also provides a drummer the
opportunity to play good time with a pianist
instead of a click track.

When using Crook’s book, remember to
start simple. Begin with a steady ride pat-
tern that fits with the tempo and the style of
the song. Add the hi-hat on beats 2 and 4;
the bass drum can lightly play quarter notes.
The next step is to tastefully add snare drum
rhythms. These rhythms can be articulated
as long or short notes depending on how the
player is interacting with the comping of the
pianist. After this becomes comfortable, ex-
periment by comping with the bass drum
and the hi-hat. When playing with the tracks,
remember that the drummer does not have
to consistently play comping figures. Leav-
ing space can be just as effective as playing
a lot of notes.

Another helpful idea is to transcribe
rhythms employed by comping instru-
ments, such as piano or guitar, from clas-
sic recordings. After doing this, one begins
to understand how drummers may utilize
these rhythmic ideas as a framework for
their own comping. A transcription also
allows you to compare how the drummer’s
playing affected the pianist’s ideas, and
vice versa.

In this transcription of “Body and Soul,”
played by the John Coltrane Quartet, pia-
nist McCoy Tyner’s comping patterns are
similar throughout the thirty-two bars. In
fact, he plays some of the same rhythmic
ideas over different chords in measures 17-
19 and 25-27. Tyner’s repeated use of play-

DRUMMER

NOT SO
 MODERN

Since 1988

Vintage & Custom
Drums and Percussion

Vintage Drum Magazine

The Ultimate Source for
Vintage & Custom Drums!

Send $1 postage for FREE issue to:
NSMD, 3-A Third St., Fair Haven VT 05743 or call
(802) 265-3133 to subscribe or Fax/802-265-4482

$20/yr. USA ($35/yr.Outside USA) Visa/MC!

We also do custom hand engraving
on new Black Beauties (and other drums.)

Custom Parts & Plating

Extensive Listings of Vintage drums at
REASONABLE PRICES • Articles and
Stories about Vintage Drums, Companies
and the History of vintage drums •Helpful
hints on Buying, Selling and Trading through
the mail • Database of Collectors and Vin-
tage Enthusiasts • Free Wanted and For Sale
Ads for Subscribers! Reasonable Ad Rates.
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Key:

Ride
Snare

Bass Drum

q e=

Piano Rhythms

Hi-hat 2 and 4 throughout

q q

-

“Body and Soul”

by Johnny Green
Transcribed by Jeremy Bradstreet

BODY AND SOUL
Music by JOHNNY GREEN

© 1930 WARNER BROS. INC. (Renewed)     All Rights Reserved
Reprinted by Permission of WARNER BROS. PUBLICATIONS INC. PN

Transcription from: Coltrane’s Sound,
The John Coltrane Quartet, Atlantic Records, 1419-2.
John Coltrane, McCoy Tyner, Steve Davis and Elvin Jones.



PERCUSSIVE NOTES • AUGUST 199526

T HERE IS A SAYING REGARDING
practicing that has been attributed
to concert pianist Vladimir
Horowitz and paraphrased by many.

One version of this saying is: “If I miss one
day I know it. If I miss two days my wife
knows it. If I miss three days my audience
knows it.” That is arguably the consum-
mate statement on the importance of regu-
lar practice.

Time spent practicing brings up the old
debate of quality versus quantity. If the
musician’s focus is right, more can be accom-
plished in thirty minutes than in two hours.

Many musicians do not really practice,
but “play” their instruments. That is to say
that they sit down (or stand) with the instru-
ment and play what they know. This can be
great for the maintenance or polishing of
certain techniques but no real progress is
being made.

The essence of the practice session should
be musicality while striving for perfection
and improvement. Even while practicing,

the musician should concentrate on play-
ing music. Perfection, improvement and
musicality are the guidelines for a produc-
tive practice session.

PERFECTION
Every technique should be executed as per-

fectly as possible. This includes hand posi-
tions, stickings, stick height, wrist move-
ments, touch, etc. Practicing incorrectly will
develop improper technique—and all execu-
tion is affected by technique. Striving for
perfection is the first step in practicing.

IMPROVEMENT
Each practice session should create a chal-

lenge for the musician to accomplish some-
thing new. This could be a new rudiment,
piece of music or exercise. It could also be a
new tempo for an old exercise; the tempo
does not necessarily have to be faster—just
different. Old exercise books are excellent
ways to improve. (Every book should be
played at least twice, because it is never

mastered the first time through.) But, what-
ever it is, some new accomplishment should
be attempted at every practice session.

MUSICALITY
The purpose of playing any instrument is

to play music, and music should be kept
foremost in mind whenever practicing. Even
a rudiment or technical exercise should be
thought of musically and in terms of how it
can be applied to music. As stated earlier,
musicality is the essence of playing an in-
strument.

The amount of practice time will vary from
individual to individual and also from begin-
ner to professional. Beginning drummers
might practice thirty minutes to one hour a
day, and increase that to two hours per day
as they progress after the first year or so of

Practice
By Mat Marucci

FUNDAMENTALS
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study. If a student continues to be serious
and is looking toward or is in a college pro-
gram as a music major, the practice time
should increase to approximately two to four
hours per day. For a struggling, career-
minded professional, it can increase to four
to eight hours per day.

As steady engagements, playing situations
and other responsibilities increase with a
developing career (and with life in general),
practice time starts to decrease. It might be
one to two hours per day or maybe two to
four hours three times a week—whatever
the individual needs are and the professional
and personal schedules allow. But whatever
the situation allows, practice should be con-
tinued throughout one’s professional life.

Modern medicine now has practitioners
who specialize in problems peculiar to musi-
cians of all instruments. They are finding
that players of the same instrument experi-
ence the same or similar problems. (Two of
the problems for drummers are carpal tun-
nel syndrome and lower back pain.) To alle-
viate and/or prevent some of these problems,
experts suggest resting for five minutes each
half hour instead of practicing continuously.
The recommendation is twenty five minutes
practice, five minutes rest.

If possible, the practice session should in-
clude work on specific individual problems,
but should also cover the gamut rather than
isolating one particular phase of drumming.
Daily:

1/4 technique; 1/4 reading; 1/4 indepen-
dence or new rhythms; 1/4 playing/creating.

 Different areas could be addressed on dif-
ferent days.
Weekly:

Monday Technique, reading, play-
ing/creating.

Tuesday Technique, independence,
playing/creating.

Wednesday Rhythms, reading, play-
ing/creating.

Thursday Technique, independence,
playing/creating.

Friday Reading, technique, play-
ing/creating.

Saturday Technique, independence,
playing/creating.

Sunday Rest or just play

Note that these are just suggestions of a
guideline for the individual to adapt to his or
her needs. Also note that “technique” includes
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hands or feet and the rudiments.
Finally, “playing/creating” was included

every day because it is very important to do
what we are striving for as much as pos-
sible—playing the drums and enjoying them.
But this time period could very well be used
to also work on fills and solo ideas—always
playing musically! PN

Mat Marucci is the author of Progressive
Studies for Drums and Progressive Studies
in Jazz Drumming, published by Lewis Mu-
sic Publishing. His performing credits in-

clude work with jazz
greats Jimmy Smith,
Kenny Burrell, Eddie
Harris, Bobby Shew,
Don Menza and Frank
Strazzeri. Marucci is
currently living and
teaching privately in
Sacramento, Califor-
nia. His trio has a cur-

rent CD on the Timeless label entitled Body
and Soul.
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Contemporary Mallet Exercises for the Pit

O NE AREA OF MARCHING PERCUSSION THAT NEEDS TO RECEIVE SPECIAL EMPHASIS is the “pit” or “front” ensemble. Just as a
snare, tenor or bass drummer must warm up, mallet players must do the same. Since it’s pointless for a mallet player to warm
up on patterns that contain flam drags, ratamacues and inverted flam taps, there are a few essential exercises I’ve included to
help work the proper hand muscles for mallet playing.

When playing these exercises, start at a slow tempo, keeping it consistent, then increase the tempo. When teaching, I use a drum machine
or an auxiliary percussionist to keep the tempo steady.

Scale exercise 1 is to be played in all major keys moving up in pitch chromatically. It is important to keep the right and left mallets the
same height.

Exercise 1

You may also try a crescendo when ascending in pitch and a diminuendo when descending in pitch with any of the exercises.
In exercise 2, we will use the 7/8 time signature to develop dexterity. This allows the player to play both right and left lead patterns. Use

the pattern of five 8th notes ascending and two 8th notes descending. When you return to the tonic an octave higher, descend down the
keyboard to the new key and repeat the pattern.

Exercise 2

By Tad Carpenter
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Exercise 3 is an arpeggio that challenges the player to begin breaking up the chord patterns while changing keys chromatically at each bar.

Exercise 3

To keep our technique progressive, we now start moving into four-mallet exercises, one hand at a time, focusing on the individual left and
right hand. Exercise 4 will help develop a rotating wrist motion while strengthening the muscles. Change keys in the circle of fifths, circle of
fourths, or chromatically.

Exercise 4
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MARCHING SALE!
All Silver Fox 35% off!
wood and del tip snare, qwicksilver toms,
and competition B.D. mallets!
wood tip snare: reg. $10.50, SALE $6.79

All Vic Firth 40% off, and more!
famous Hardiman and Delucia sticks
multi-tom and bass mallets
Hardiman snare, wood tip reg. $10.90 SALE $5.99

Premier Tendura Heads 1/2 off!
14" batter reg. $55.00 SALE $27.49

Mike Balter Mallets 45% off!
fiberglass, birch, or rattan handles
fiberglass unwound reg. $22.00 SALE $11.99

Premier H.T.S. and Premierlite drums
call for prices!

ROSEWOOD MUSIC 610-965-9211

Now, create independence of rotation with the inside mallets. Play exercise 5 by alternating the inside mallets on each 16th note while you
keep the outer mallets from moving.

Exercise 5
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Exercise 6 (variation 1) uses block chords in root position. Use quarter notes to ascend and 8th notes to descend. When reaching the
octave, descend using 8th notes on each chord.

Exercise 6, Variation 1

Variation 2 uses the outer and inner mallets independently. The outer mallets play the tonic notes on the downbeats and inner mallets play the
3rd and 5th degree of the scale on the upbeats. We continue to move up chromatically, three chords ascending, one chord descending in pitch. Keep
using this pattern until you reach C major. To end the exercise, use different inversions of the C chord moving down the keyboard.

Exercise 6, Variation 2
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Full Size Floppy Quint Pads
4" 6" 8" 10" 12"
6" 8" 10" 12" 14"

Lap Top/Table Top Pads
Quints • Quads • Tris • Snares

For more information contact: Drum Corps Dale’s,
528 W. 9th Avenue, Tarentum, PA 15084, (412)224-6307

The pad of choice for
Cadets of Bergen County • Phantom Regiment

Snare Pad
Full Size Floppy

and Introducing
Lap Top-Quad/Bass

Variation 3 uses all four mallets independently. Substitute 16th notes for 8th notes using the same pattern in the previous variation.

Exercise 6, Variation 3

These exercises will develop coordination using two and four mallets. Increase the tempo only when you have mastered each exercise at a
slow, comfortable speed. All of these exercises can also be played in minor keys. PN

Tad Carpenter received his Music Degree and Teaching Credentials from California State University Northridge
and currently instructs drum lines for the University of Southern
California Trojan Marching Band and the Tournament of Roses
Honor Band, and serves as Director of Percussion at Pasadena City
College. Carpenter, who marched with the Santa Clara Vanguard
Drum and Bugle Corps as a teenager, has also instructed the Sacra-
mento Freelancers and the Velvet Knights Drum and Bugle Corps,
and was a marching member of Disneyland’s Magic Kingdom Korps.
Tad is currently working with the Glassmen Drum and Bugle Corps

from Toledo, Ohio. Carpenter is a member of the PAS Marching Percussion Committee and
organized the marching percussion events for PASIC ’91 in Anaheim. He is a clinician for
Remo Inc., Avedis Zildjian Co., and Vic Firth Enterprises.
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Finger Control for Marching Percussion

N O MATTER WHAT THE
experience level of my audience
is, one question is repeated at
nearly all my clinics: “How do

you use the fingers when playing fast pas-
sages on snare and tenor?” This question can
refer to either an individual performing for
solo competitions or to full ensemble perfor-
mance situations.

Over the years, I have observed individuals
using all types of finger moves and tricks to
perform fast, articulated passages. However,
most of these moves will not work with large
ensembles—especially those with more than
three snares and two tenors. That’s because
the finger procedure for large ensemble play-
ing has to be the same for every player within
the ensemble. No matter what type of grip is
used, the finger approach has to be uniform
and consistent throughout the drum line. It
takes a very advanced drum line to use the
fingers correctly, especially with all the new
variations of rudiments now being applied in
performance, such as inverted flamtaps, flam
stutters and inverted flamtap stutters.

When applying fingers in the right hand,
squeeze or pinch the stick at the fulcrum while
pulling or pressing slightly upward with the
middle finger. This will limit wrist motion and
allow the focus to be placed on the fingers. If
matched grip is used, this finger procedure
also applies to the left hand.

Traditional-grip players should lightly
squeeze the left stick at the fulcrum (the base
of the first finger and thumb) while the first
finger presses down on the stick at the first

By Marty Hurley

joint of this finger. Try to maintain as relaxed a
feel as possible in both hands.

Here are three exercises that will help with
finger control. They are written for five parts:
snares, tenors (set up in the quad configuration),
five bass drums, four cymbals and one keyboard.

One of the procedures that I have found
effective is to isolate the fingers using single
sticking exercises. In Ensemble Exercise 1,
Finger Control in 12/8, the player should focus
on the fingers, primarily on the 16th notes.
One must feel the right middle finger pull and
the left first finger press on the stick during
the execution of the second, third and fourth
16th notes. Practice this from slow to fast,
maintaining an even sound.

Another way of working the fingers is by
learning to balance the strength and speed of
the hands—specifically, in using diddle rudi-
ments that utilize different note values. En-
semble Exercise 2, Diddle Control, focuses on
diddle hand-speed changes while using
paradiddles, 9-stroke rolls and 5-stroke rolls.
This exercise, which always changes sticking
direction, forces the player to think about the
speed, stick height and volume. Be careful to
avoid common errors that can occur while play-
ing this exercise. Often, the “diddle” of the
paradiddle will be rushed with the fourth 16th
note too close to the third 16th note, and the
right-hand rolls will be played at a faster speed
than the left-hand rolls.

Tenor players often have problems with quick
direction changes, and this exercise helps high-
light hand and finger speed while moving
around the drums. Often, tenor drummers do

not adjust to the difference of drum sizes, head
tension and motion to the left. Tenors should
use more strength as they move to the outside
drums, primarily to the left.

Ensemble Exercise 3, Roll Strength Builder,
keys on the three different methods to play a
double beat: stroke and tap; tap and stroke;
tap and rebound. This makes the performer
focus on each aspect of a double beat and al-
lows the player to open up the sound of the
double beat. Strong fingers will produce clar-
ity and evenness in a roll. This exercise is also
a good approach to “swipe-sticking” control for
tenor players.

In all three exercises, remember to con-
centrate on how you are using your fingers.
Good luck!

Marty Hurley received his BME from Wilkes
University (Wilkes-Barre, Pennsylvania) and
served four years with the Air Force Band.
During his tenure as percussion instructor
and arranger with the Phantom Regiment
(Rockford, Illinois), the corps placed in the top
ten nationally for 14 years at the DCI Cham-
pionships. For the past several years, Hurley
has conducted percussion clinics for the re-
gional and national meetings of the Music
Educators National Conference (MENC),
the Catholic Music Educators Conference,
the Louisiana Music Educators Association,
the Texas Music Educators Association and
the Percussive Arts Society. Hurley is a
Marching Percussion Clinician for Stingray
Percussion, Sabian Cymbals and Rudimen-
tal Percussion Publications.
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Lino Neira Betancourt is Professor of Music
and head of the percussion department at the
Instituto Superior de Arte in Havana, Cuba.
He is director of PERCUBA (the Sociedad de
Percusionistas de Cuba) and as such functions
as president of the Cuba Chapter of the Per-
cussive Arts Society. Although a percussionist
by training, he is best known today for his
ethnomusicological studies of the drumming
of Abakuá, an Afro-Cuban secret men’s society.
He is author of Como Suena Un Tambor
Abakuá, the first comprehensive study of the
drums of the Abakuá. Lino Neira sat down
with Dr. Stuart Marrs at PASIC ’94 in Atlanta
to talk about his impressions after attending
his first PASIC. The interview was conducted
in Spanish and has been translated for Percus-
sive Notes by Dr. Marrs.

Stuart Marrs: Now that you have attended
a Percussive Arts Society International
Convention for the first time, what are your
impressions?

Lino Neira: I think that with just one
visit, it is hard to fathom the enormity of
the PAS. There is something, however, that
I should point out: this is such a vast
organization that it is truly admirable. We
are in a time when everyone is trying to
find their own identity and communicate
with others from around the world. Not
that this is something new—rather this
has been happening for many years. This
is the way it should be. This philosophy
promotes artistic development and unity
among peoples. It is unfortunate that, for
economic reasons, the rest of the world is
not sufficiently represented here. At some
point, whether it will be via the PAS or
some other organization that is yet to come,
all of the percussion societies from around
the world have to meet on equal footing.

Marrs: I agree that this is very important,
and indeed, we intend to head in that di-
rection, as you heard in John Beck’s words
during the International Committee meet-
ing: “That has always been our goal.”

Neira: I feel very privileged to have at-
tended PASIC ’94. There are many who
deserve to be here much more than me:
my teachers, my students, my colleagues.
There are also people who should surely be
members of the Hall of Fame—people like
Domingo Aragú Rodríguez, who for decades
was the timpanist in the Havana Symphony
and played with all of the leading conduc-
tors of his time, toured throughout the world
and is responsible for the high level of per-
cussion playing found in Cuba today.

In the International Committee meet-
ing, you were talking about the percussion
festivals that exist in other countries. You
talked about support for those festivals
and about the fact that it is still a bit of a
dream to be able to support large-scale
international activities. But even what
happened yesterday in the Chapter Presi-
dents meeting was significant. The fact
that I was invited to address the rest of
the Chapter Presidents about PERCUBA,
our percussion festival, was important.
That kind of activity, which is affordable,
should be much more pervasive—Brazil
should speak, Venezuela should speak,
other countries should speak. And not just
about festivals, but about other important
percussion events around the world: hom-
age to great percussionists from around
the world, ethnomusicological research
from around the world, great composers of
percussion music from around the world,
percussion manufacturers from around the
world. Here at PASIC one sees artists sup-
ported mainly by U.S. percussion manu-

facturers. There should be more interna-
tional representation of manufacturers
from abroad and there should be great
support for international clinics by impor-
tant world percussionists.

There are certain world percussion in-
struments that exist in the U.S. that are
not played in their purest form. I am not
against the fusion of distinct traditions;
that can be fantastic. But the pure tradi-
tions must also be rescued and preserved.
It is here that the PAS can do much. The
PAS has a museum; I understand that it is
a fine museum. But few can take advan-
tage of it. The instrument exhibits of this
museum should be taken around the world,
or at least in the form of a video tour of the
museum.

Marrs: That’s an interesting idea. Perhaps
it could be done over the Internet on the
World Wide Web, like the Vatican exhibit.
How have you been received by people
here, knowing that you are from Cuba?

Neira: The people I have met here have
been very warm. The blockade of Cuba
has functioned in both directions. Our
culture continues to develop. Those who
would close off communications lose the
opportunity to know what the others are
doing. I think that the Americans have
been more surprised by the kind of per-
cussion that is happening in Cuba than
the other way around. Here, I have felt
very comfortable. Of course, there were
a few people who were instrumental in
my being able to be here today. And we
have to mention Ney Rosauro, who wrote
the first article about the PERCUBA fes-
tival and broke through the tremendous
communications problems that exist in
the Third World.

An Interview with Cuba’s Lino Neira
By Stuart Marrs

A Truly International PASIC

Members of PERCUBA: (Standing, left to right) Lino Neira, Luis Aragú. (Seated, left to right) Noel Savon, Agustin Gomez, Gorge F. Rodriguez, Ruy
Lopez-Nussa, Abiel Chea, Felipe Aleman, Federico Chea, Roberto Conception, Julio A. Peraza, Alexis Cabrera.
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Marrs: Have you discovered something new
during your visit—something that you
didn’t know before?

Neira: As a professor of percussion for the
last twenty-five years in Cuba, I would
use, and be familiar with, many names
of important American percussionists.
But to me they were just that—names.
For all I knew, the actual people behind
these names could have been alive or
deceased, short or tall, black or white; I
didn’t know. Here at PASIC, I have met
these legends and have shaken their
hands—had my picture taken with them!
Many have given me gifts to take back to
Cuba: videos, books, sticks and mallets,
etc. Many have professed their moral
support for our plight in Cuba. All of
that is very meaningful to me, but to
have met these living legends… I can
now die in peace. I would love for these
great percussionists to discover the Cuba
that I know. Sometimes we think we
know a great deal, but we can’t know
what we don’t know.

Marrs: Are you saying that you think you know
more about us than we know about you?

Neira: I am ninety-percent sure of it.

Marrs: On the exhibit floor, there are many
percussion manufacturing companies, mu-

sic publishing companies, and many other
parts of the percussion industry. What are
your observations regarding this great ex-
hibit hall at PASIC?

Neira: This is the first time in my life that
I have seen so many instruments under
one roof. At times it is quiet, but at times
it is louder than standing next to a loud
engine. Sure it’s loud, but for me it is
pleasurable. Percussion noise is part of
my life. Two aspects of the exhibit hall
that made an impression on me were the
technological advances and the competi-
tion between manufacturers. The quan-
tity of publications is incredible. Every-
thing gets published, and there doesn’t
seem to be a particular emphasis on ma-
jor works. One wouldn’t think that the
area of percussion could have so many
facets to commercialize, but it does.
There was one store from California rep-
resented on the exhibit floor that just
bowled me over with all of the thousands
of knick-knacks, T-shirts and small per-
cussion instruments. That booth is analo-
gous to my total experience here—full of
so many items and impressions that it is
almost overwhelming.

Marrs: What do you think about the clinics
and concerts at PASIC?

Neira: Fabulous! Great! The only thing is

By Douglas Igelsrud

The Caribbean nation of Cuba is sepa-
rated by only ninety miles of ocean from
the United States. But for most North
Americans, it could just as well be 9,000
miles away. Over 600,000 tourists from
other countries went there last year, but
U.S. citizens are forbidden to travel as
tourists because of a thirty-three-year-old
government-imposed economic embargo
against Cuba.

My first trip to Cuba was as part of a
professional research trip dealing with the
performing arts organized by the Center
for Cuban Studies. I had met Brazilian
percussionist and composer Ney Rosauro
at PASIC ’92, and he gave me the address
of Cuban percussionist Lino Neira. When I
arrived in Cuba, Lino arranged a meeting
with members of PERCUBA, the Cuban
Percussion Society.

I went to Cuba again in 1994 as a
journalist (I had written an article for
the local paper about my first trip),
traveling on my own. Both of these ex-
periences in Cuba felt much like those

Making a Cuban Connection

described by James Michener in his
book Six Days in Havana—very posi-
tive feelings coupled with complete
freedom to travel and meet with any-
one. I heard percussionists give excel-
lent performances of music by Elliott
Carter and Gordon Stout; they appar-
ently know a lot about North American
percussion music.

Following my first trip to Cuba I spoke
with PAS leadership about establishing a
connection between PERCUBA and PAS,
and this suggestion was met with much
interest and support. I am proud to be part
of an organization that truly wants to be
international. Thanks to the support of a
number of people, Lino Neira was able to
attend PASIC ’94. Dr. Stuart Marrs, who
has spent many years in Latin America,
was most helpful.

If you would like to support further con-
tact between Cuban and U.S. percussion-
ists, please write to me at: 308 Greenwood
Place, Syracuse NY 13210, or call (315)
471-5749. E-mail: digelsru@erc.cat.syr.edu

For information about traveling to Cuba,
you may wish to contact one or both of the
following:

Caribbean Music and Dance Pro-
grams (PAS Sustaining Member) offers
excellent programs for studying Cuban
percussion. Contact them at: 37 Dearborn
Street, San Francisco CA 94110. Phone:
(415) 861-7107; Fax: (415) 861-8812.

Center For Cuban Studies offers
study tours in many subject areas includ-
ing art, music and dance. Contact them at:
124 West 23rd Street, New York, NY 10011;
(212) 242-0559.

I am interested in organizing a tour that
would provide a general overview of Cu-
ban percussion and the performing arts,
and also include the opportunity for les-
sons with Cuban percussionists. Please
contact me for more information. PN

Douglas Igelsrud is Principal Timpanist
of the Syracuse Symphony Orchestra and
was President of the New York State Chap-
ter of the PAS from 1981-83.

that when the PAS labels its events, like the
new music/research day that is dedicated to
“ethnic percussion” or “performance,” it
should not lose sight of the fact that the rest
of the world has a broader perspective on
the application of these terms, and if it is to
be truly the Percussive Arts Society Inter-
national Convention, then more attention
should be paid to the “international” part of
the event. PN

Stuart Marrs’ pro-
fessional experience
s p a n s t w e n t y - fi v e
years and includes
work as a soloist,
clinician, orchestral
t impanist/percus-
sionist, conductor
and teacher. He has
taught and per-

formed in France, Switzerland, Belgium,
Poland, Russia, El Salvador, and Bolivia,
and was director of the San Jose Chamber
Players in Costa Rica. Marrs is founder
and former president of the Maine Chapter
of the PAS. He has taught at the National
University of Costa Rica and Indiana Uni-
versity, and has been teaching percussion
and music history at the University of Maine
since 1985. Marrs received his doctorate
from Indiana University School of Music.



PERCUSSIVE NOTES • AUGUST 199540

Name _______________________________________________________________Phone _____________________________________

Address _________________________________________________________________________________________________________

_______________________________________________________________________________________________________________
❑    Yes, this is postmarked by October 2 and my current membership is good through 11/95. Please send my badge to the address above. (U.S.
members only—Registration materials will be mailed 3 weeks prior to convention by Certified Mail.)
❑    Please hold my badge for pickup at the registration site.  ❑    Check here if this is a new address.

Pre-register—save BIG and
avoid the lines!

All pre-registration forms
must be postmarked by October 2, 1995.

PRE-REGISTRATION FORM

November 1–4, 1995 • Hyatt Regency Hotel
Phoenix Civic Plaza • Phoenix, Arizona

Please type or print clearly to insure prompt processing and
proper delivery of all PAS correspondence.

Photocopy this page if you wish. Return form with payment to
Percussive Arts Society, P.O. Box 25, Lawton, OK 73502

Please note:  A 20% cancellation fee will be assessed on
ALL cancellations prior to October 27.

NO refunds will be issued after that date.
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RESERVATIONS

1. Reservations must be guaranteed with 1 night’s advance deposit. You may guarantee your reservations by using one of these methods:
A. Assured reservations; use, American Express, Diners Club, Visa, MasterCard, Discover, Carte Blanche, or JCB.
B. Advance deposit; enclose the first night’s deposit when mailing your reservation form. (Deposits will be refunded only if cancellation notification is

received 24 hours prior to arrival).
2. Should reservations be made without this form, please mention the name of your group to secure the preferred rate below. Do not send in the

attached form if reservations have been made directly with the hotel. This prevents reservation duplication.
3. Check-in time is 3:00 PM and check-out time is 12:00 noon.
4. It is this hotel’s policy that Food and Beverage served in this hotel must be provided by the hotel.
5. Reservations must be received by October 9, 1995.
6. If you are a Gold Passport member, please fill in your membership number in the appropriate space (please note convention rates will be in effect over

these dates).

HOSPITALITIES

Our Room Service Manager will be pleased to assist you with all Food and Beverage arrangements for your hospitality suite. Please contact Room Service at
extension 4200. Meeting and Banquet rooms are also available for larger functions. State Law requires all alcohol be purchased from the hotel.

LOCATION

The Hyatt Regency Phoenix is a 712 room luxury convention hotel located in the heart of downtown Phoenix, adjacent to the Phoenix Convention Center. The
hotel is within walking distance to the Arizona Center, the Mercado, Herberger Theater, and America West Arena. Just 10 minutes away from Sky Harbor
Airport, the Hyatt Regency Phoenix offers convenient accommodations for the discriminating traveler.

AIR TRANSPORTATION

Just minutes away from Sky Harbor Airport, the Hyatt Regency Phoenix offers airport transportation through City Chauffeurs. Transportation can be accessed
through the courtesy phone bank in each terminal’s baggage claim area.

CIRCLE
RATE REQUESTED RATE

Single Occupancy
(1 Person) ................................... $105.00

Double Occupancy
(2 People) .................................... $120.00

Triple Occupancy
(3 People) .................................... $130.00

Quad Occupancy
(4 People) .................................... $140.00

1 Bedroom Suite
(1 bedroom plus parlor) .......... $350.00

2 Bedroom Suite
(2 bedrooms plus parlor) ........$500.00

Business Plan
($15.00 additional charge)

___ Smoking ____ Non-smoking

*Business Plan includes continental
breakfast, free local calls, in-room fax,
24 hour access to photo copier and
laser printer.

Name ____________________________________________________________________________

Company _________________________________________________________________________

Address ___________________________________________________________________________

City ____________________________________________ State _________ Zip _______________

Telephone (include area code) ________________________________________________________

Arrival Date _____________________________________ Time ____________________________

Departure Date __________________________________ Time ____________________________

Assured Reservations (please check one)

_______   AMX _______ Carte Blanche _______   Diners Club

_______   Visa _______ MasterCard _______   JCB

_______   Discover

Card Number ______________________________________ Exp. Date _______________________

I authorize the Hyatt Regency Phoenix to charge my account for one night’s deposit and all applicable taxes if I fail
to show for my guaranteed reservation or fail to cancel my room prior to 24 hours prior to my arrival date.

Signature __________________________________________________________________________

122 North Second Street, Phoenix, AZ 85004, Telephone: 602/252-1234, FAX: 602/254-9472
Hyatt Reservations World Wide  1-800-233-1234

HOTEL RESERVATION FORM

HOTEL RESERVATION FORM
November 1-4, 1995 • Hyatt Regency Hotel

Phoenix Civic Plaza • Phoenix, Arizona

PLEASE TAKE A MOMENT TO READ THE FOLLOWING INFORMATION
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In conjunction with the organizations listed below, the Percussive Arts Society will again offer six international and three regional scholarships
to attend PASIC ’95. Each international scholarship will include one year of free PAS membership, four nights free lodging in one of the con-

vention hotels, free convention registration and one free Hall of Fame Banquet ticket. Regional scholarship information is listed below.

HOW TO APPLY

1 Complete the PASIC ’95 Scholarship Application Form. If you are applying for more than one scholarship, please photocopy the blank appli-
cation form.

2 Include a letter from your instructor or school administrator on school letterhead stating that you are a full-time student (required). You
may also include a letter of recommendation (optional).

3 Send each scholarship application directly to the corresponding contact address listed below for receipt no later than Friday, Septem-
ber 15, 1995 (Friday, September 22, 1995 for the Canadian Student Scholarship).

4 You must be a current member of PAS.

INTERNATIONAL SCHOLARSHIPS AND SPONSORING ORGANIZATIONS

Avedis Zildjian Scholarship Colwell Systems Scholarship* Ludwig Industries Scholarship
Leonard DiMuzio c/o PAS Jim Catalano
Avedis Zildjian Co. P.O. Box 25 Ludwig Industries
22 Longwater Dr. Lawton, OK 73502 P.O. Box 310
Norwell, MA 02061 Elkhart, IN 46515

William F. Ludwig Jr. Scholarship Remo, Inc. Scholarship Yamaha Scholarship
Jim Catalano Lloyd McCausland Christie Cierlak
Ludwig Industries Remo, Inc. Yamaha Corp. of America
P.O. Box 310 12804 Raymer St. P.O. Box 899
Elkhart, IN 46515 North Hollywood, CA 91605 Grand Rapids, MI 49512

*The Colwell Systems Scholarship recipient will serve as the student representative to the Board of Directors.

REGIONAL SCHOLARSHIPS AND SPONSORING ORGANIZATIONS

Three scholarships will be sponsored by the Texas State Chapter. One will be for Texas high
school students; the second will be for Texas college students; the third scholarship is spon-
sored by Pro-Mark for either Texas high school or college students. Each scholarship offers one
year of free PAS membership, free PASIC ’95 registration, one free ticket to the Hall of Fame
Banquet and $300 toward the cost of transportation. This scholarship is limited to students
attending school in Texas only, and all other rules/restrictions apply. You must be a current
member of PAS.

Sponsored by Sabian Ltd., this scholarship offers one year of free PAS membership, four nights
free lodging in the convention hotel, free PASIC ’95 registration, one free ticket to the Hall of
Fame Banquet, and transportation to the PASIC ’95 location—total not to exceed $1,000 Ca-
nadian. This scholarship is limited to a Canadian music student (percussion major) who is a full-
time grade 12/13 high school student or a first/second year university student. Deadline for this
scholarship only is September 22, 1995.

If you have any questions about the PASIC ’95 scholarships, please contact the PAS office by writing to
PAS, P.O. Box 25, Lawton, OK 73502, or by calling (405)353-1455.

SCHOLARSHIP INFORMATION
November 1-4, 1995 • Hyatt Regency Hotel

Phoenix Civic Plaza • Phoenix, Arizona

Canadian Student Scholarship
Ian Turnbull
97 Barton Street
London, Ontario, CANADA N6A 1N1

Texas Student Scholarship
Lauren Vogel Weiss
8534 Coppertowne Lane
Dallas,TX 75243
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Name of scholarship ____________________________________________________________________________________________________

Applicant’s name _________________________________________________________________ Phone _______________________________

Address ______________________________________________________________________________________________________________

____________________________________________________________________________________________________________________

❑ Proof of full-time student status enclosed: Statement from instructor or administrator on school letterhead (required).

❑ Recent copy of grade transcriptions or latest grade card enclosed (required).

Name of instructor_______________________________________________________________ Phone _______________________________

Name of school _______________________________________________________________________________________________________

School address ________________________________________________________________________________________________________

____________________________________________________________________________________________________________________

ABOUT THE APPLICANT

Grade level _____________________________________________________ Number of years studying percussion ______________________

Are you currently a PAS member? ___________________ If yes, how long? _________________ PAS index # __________________________

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 ________________________________

*APPLICATION MUST BE RECEIVED BY SEPTEMBER 15, 1995. This application may be accompanied by a letter of
recommendation (optional) and must be returned directly to the sponsoring organization of the scholarship for which you are applying.

Please photocopy this application form if applying for more than one scholarship.
THE DEADLINE FOR APPLICATIONS IS SEPTEMBER 15, 1995.*

Please type or print neatly

SCHOLARSHIP APPLICATION FORM
November 1-4, 1995 • Hyatt Regency Hotel

Phoenix Civic Plaza • Phoenix, Arizona
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T ERRY GIBBS, BORN OCTOBER 13,
1924, grew up—by his own admis-
sion—in the streets of Brooklyn,
New York. Terry was a drummer

and his brother played the xylophone. When-
ever his brother wasn’t around, Terry would
sneak into his room and play the “off-limits”
instrument. His sister heard Terry play “The
Boulevard of Broken Dreams” in an amateur
contest (unbeknownst to his brother), and
she immediately found him a teacher: Fred
Albright. In 1936 Terry won the Major Bowes
Amateur Hour and, at the age of twelve,
went on the road.

I met Gibbs at a jazz festival in July,
1993—still on the road some fifty-seven years
later. The next day Gibbs and I hung out,
laughed a lot, and talked about music, life,
boxing and everything in between. When
he speaks of his many life experiences Gibbs
is glib and funny, yet he quickly turns seri-
ous when speaking of the extraordinary
power of music.

Gibbs is down-to-earth, modest, witty and
tells great stories. He has won six consecu-
tive Down Beat awards and has served as
the musical director for the Steve Allen and
Regis Philbin television programs. Here is a
musician who has worked with (and contin-
ues to work with) the greatest names in jazz;
here is a bandleader who led one of the hot-
test big bands of all time, the Terry Gibbs
Dream Band; here is one of the first to bridge
the equality gap in jazz by hiring musicians
based on ability rather than race or sex.
Here is Terry Gibbs.

Dan Moore: Terry Gibbs was not your name
when you started out in the music business.

Terry Gibbs: I’ll take the fifth.

Moore: How did your name change come about?
Gibbs: When I was young, there was a

fighter called Terry Young, who I sort of
emulated. I wanted to be a boxer, and I
liked how he fought. All the kids started
to call me Terry, so Terry became my nick-
name. So it was Terry Gubenko. I went
with a bandleader named Judy Kane; it
was billed as “featuring Terry Gubenko on
drums and xylophones.” Music Corpora-
tion of America (MCA), which was prob-
ably the biggest agency at the time, didn’t
like my name, and without telling me, the
publicity came back saying “featuring
Terry Gibbs on drums and xylophone.” I
thought I’d been fired; nobody had asked
me. So I became Terry Gibbs.

By Dan Moore

My mother got bugged. “Who’s going to
know it’s my son?” I was starting to make
a little noise, get publicity and finally get
my name on something, and it’s not even
Gubenko. Later on, when I went with
Benny Goodman, she said, “I’ll change
my name to Gibbs so they’ll know it’s my
son.” My mother was funny—she didn’t
care if somebody offered me twenty-mil-
lion dollars a week to play with what-
ever name band, but if Benny Goodman
offered me five dollars, she made me go
with Benny Goodman, because that’s the
name she knew.

Moore: You’ve worked with, and still work
with, some of the biggest names in the
music business.

Gibbs: I’ve been fortunate through the
years. I don’t think there’s anybody that I
haven’t either worked with or played with
that I wanted to play with. The only one—
seriously—would be Frank Sinatra. I
would love to play behind Frank. I con-
ducted for Ella Fitzgerald once for a week.
I’ve played with Charlie Parker, Dizzy
Gillespie, Miles Davis, Bud Powell—
everybody you can think of, especially in
the bebop days. So I’ve been very fortu-
nate in that area.

Moore: Tell me about the Dream Band.
Gibbs: That’s a one-of-a-kind. It’s like Benny

Goodman may have had ten different
bands—you know, musicians leave bands
and other guys come in—but the band he
had with Gene Krupa and Harry James,
that was the history-making band. Count
Basie may have had two—one with Lester
Young and Jo Jones, and then one later on
with Joe Williams and Frank Foster and
all those guys. Artie Shaw had one with
Buddy Rich. And I had this band in 1959.

It was a fluke how it all happened. I
was under contract to Mercury Records. I
could record anything I wanted in those
days. I was pretty hot with Mercury; they
liked what I did. So after moving to Cali-
fornia I wanted to record a big band, but I
heard a musician—I won’t mention the
guy’s name because he is living and is one
of the most famous arranger/band-
leaders—who got into a lot of trouble for
rehearsing for a record date. You couldn’t
rehearse for record dates. The reason for
that is they wanted you to spend the re-
hearsal money in the studio.

There was a movie critic who liked what

I did; Eve Star was her name. She recom-
mended me to a club owner at a place
called the Seville. They were trying every-
thing; they just weren’t doing any busi-
ness. I went down to see him and talked
him into a five-piece band. We went in
and it went well. The guy wanted us to
come back the next week, and I said,
“How’d you like to have a fifteen-piece
band for what you’re paying me for the
five musicians?” I’d get to do my record
date; I’d get to rehearse. You could re-
hearse for a job but not for a record date.
He said, “I don’t care because we don’t do
any business; that’s the end of the club
anyhow.”

So we told our friends about it. Steve
Allen was a good friend of mine—this was
before I conducted for him—and I men-
tioned it to him, and he gave us a plug on
TV. I expected twenty people—thirty
people at most; the place held about 300.
We rehearsed all week. We recorded Fri-
day and Saturday, and went in Sunday to
play the job, and when we got there, sure
enough there were twenty or thirty people.

I only had twelve arrangements for the
record date; that’s all the music I had. So I
said, “Okay, Conte Candoli, at letter A you
play 100 choruses, we’ll make up back-
grounds; Frank Rosolino, you’ve got 2,000
choruses at letter B.” We go out to the
bandstand and there are 300 people
packed in the club with a line waiting to

Terry Gibbs, Still Swinging

Terry Gibbs
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get in. Besides famous jazz musicians like
Shelly Manne, there were a bunch of movie
stars like Ginger Rogers, Fred MacMurray
and June Haver. Somehow word got
around.

It went great. The club owner said,
“Let’s do it again next week,” and sure
enough, when we got to the job there
must’ve been about twenty people there.
By 10 o’clock you couldn’t get into the
place; there were lines around the corner.
We did that for five weeks in a row, then
the guy says, “Why don’t we go five days a
week.” We didn’t realize that Basie was
coming into a place called The Crescendo.
Big bands were not in at that time. This
was 1959. Guys like Dave Brubeck were
making more money with his quartet than
Basie was with his whole band. So there
was no reason to have a big band. And so,
we figured, “Well, who knows”—and we
outdrew Basie. In fact, the whole Basie
band would come down between sets to
hear our band. It was a one-of-a-kind band.

If you took each musician into a room
and interrogated them, and said “Who’s

your favorite alto player? Who’s your fa-
vorite trumpet player?” they’d give you all
the same names. That’s why the band
sounded so good, because we all thought
alike musically.

I ran the band, but I run a very loose
band. I just demand a few things. Show
up on time and play the parts. Don’t ever
fool with the music. The ensemble was
very important. You hear the Dream Band
albums, it’s a party. We’re having so much
fun, but the music is being played right.
Mel Lewis, as good as he played with his
own band, played better on this band.

I put the albums out in 1986 with the
tapes I had from 1959. I had the tapes in
my house; I wasn’t going to put them out
ever. Guys like Buddy Rich and Shorty
Rogers made me put them out. Buddy Rich
kept saying, “That’s the greatest band in
the world. Let people hear that band.”
The first three albums that came out were
unreleased tapes that I had in my house
for about thirty years. The last two, vol-
umes 4 and 5, were the original albums
that we did. I wasn’t really sure if people
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would buy something from 1959. But for-
tunately it sounds like it was recorded
yesterday, because Wally Heider, who de-
serves so much credit for the sound, was
such a great engineer for recording live
performances.

The ensemble work is so good and the
soloists are so good. In fact, the ensemble
work is so good you forget how good the
soloists were—guys like Frank Rosolino,
Conte Candoli, Lou Levy, Richie Kamuca
and Bill Perkins. Those were some heavy-
weight players, but you forget about it
because the ensemble work and the ar-
rangements are so great.

We had fun with it for a few years. In
fact, the first year I lost about $20,000
in bookings. In 1959 that was like
$200,000 now. I lost that in bookings
because I wouldn’t accept a job. Just the
one Tuesday night we worked with the
big band. And then it became two nights
a week. The guys in the band made
$15.00 a night when we worked, which
was scale at the time, but our bar tabs
would be $23.00. You gotta either love

music or be an idiot. And I made $11.00
after I paid the band boy.

So that’s the Dream Band. Every
drummer should have those albums be-
cause of Mel Lewis. Every fill that Mel
played was almost like the arranger
wrote it into the arrangement. And ev-
ery drummer that ever took his place in
my band played these same licks that
Mel played, until Frank Capp, the drum-
mer that was with the band the longest
after Mel left.

Moore: Tell me about the Big Four.
Gibbs: At one time we were called the Big

Four: Lionel Hampton, Red Norvo, Milt
Jackson and myself. Actually, we were
probably the only four vibes players
around. But we were called the Big Four, I
suppose, because we were the most well-
known. There were some other good play-
ers around: Teddy Charles, Joe Roland, a
young kid named Warren Chasson, Emil
Richards, Johnny Rae, Don Elliott. But
we were just a few years before them
and we made all the noise. Later on,

there’s Gary Burton, Dave Pike, Bobby
Hutcherson. But that was way later.

Moore: Dave Brubeck said last night that
he owed you a debt of gratitude for teach-
ing his drummer, Cal Tjader, how to play
vibes. Tell me about that.

Gibbs: Back about 1946 I was with Buddy
Rich’s band. We were playing somewhere
in San Francisco, and Cal was playing
drums at that time. I think we were there
for about three weeks. Cal would come
every night, and then we’d go back to
where he was playing and they’d open the
doors and we’d have a session. I’d show
him little things on vibes—how I ap-
proached it, how I held the mallets, all
these things—and I think Cal got into the
vibes more. Cal Tjader was probably one
of the most underrated jazz vibists around
because he got very lucky in the Latin
field. Cal was such a great Latin player,
but he never got accepted as much in the
jazz field. But he did a great record with
Stan Getz. Cal was a very talented guy
and a very nice man.

Mike Balter Mallets
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Moore: How has vibes playing changed
since you started playing?

Gibbs: I think most of the young players
are picking up four mallets—playing with
two and holding four and playing some
chords. That’s one of the biggest changes.

Moore: You mentioned yesterday something
you called “the four-mallet trap.” What
did you mean by that?

Gibbs: Gary Burton is a phenomena when
it comes to four mallets. He does some
things alone that knock me out. But I
think because he became so popular, ev-
erybody that could pick up four mallets
thought they could play like Gary. They’d
play a chord, then a whole bunch of gar-
bage in between, and then end up on the
right chord. If you took two mallets away
from them, they wouldn’t know how to
play a line.

I did a thing with Gary about two or
three years ago. We played opposite each
other and then Gary and I played together.
You have to work with somebody to know
what they can do. I always knew he could
play four mallets, but we played bebop.
We played a few tunes, and he jumped
into it and swung as hard as anybody I
ever heard. He can do it, but a lot of the
young guys don’t realize that to play like
Gary Burton—if you want to play like Gary
Burton—you better study and learn the
instrument and learn how to play a line,
because Gary can play a line. Some of
those guys play any note and all of a sud-
den they hit a chord, and that’s it.

Moore: What advice would you give someone
who is thinking about a career in music?

Gibbs: That’s hard. First, find a good
teacher; that’s so important—somebody

who’ll teach you the basics the right way.
Because if you start out wrong, you’re go-
ing to play wrong. If you have a natural
talent you should still study, because there
are certain things that natural talent won’t
cover. I think everyone should know a little
about piano so you know a little more
about music. You’ll hit a chord and you
can see the whole chord as you hit it.
Then, if you have an ear—which you
should have when you’re playing jazz—
and know your chord progressions, you’ll
play the right notes. You never can study
too much.

Moore: Do you feel that you’re still
learning today?

Gibbs: Oh, yeah. I’m learning how to ask
for more money. [laughs]

You never stop learning. For example,
last night when I played with Dave
Brubeck, Dave said we’ll play the blues,
and about a minute before we went on he
said we’ll play “C Jam Blues,” and then
about 40 seconds before we went on he
said, “We’ll play ‘Things Ain’t What They
Used To Be,’ then we’ll go into ‘C Jam
Blues’ and we’ll end up with ‘Don’t Get
Around Much Anymore.’ ” After, I told
Dave I would’ve loved to have done it
one more time, because when you play
like that, you must listen to everybody
while you’re playing and then know what
to leave out.

I’ll tell you a story. On Woody Herman’s
band, my big solo was “What’s New.” The
only part of the melody I played was two
notes, and from there on I played four-
billion notes. Nobody knew what song I
was playing. I just ran through the
changes, because I could hear the melody
in my head.

Woody, who was like a father to me,
came over to me one time and said, “You
know, Terry, I think if you played the first
eight bars of melody…” I wouldn’t even let
him finish. I had a hot temper. I said,
“Who the hell are you telling me how to
play? What are you talking about? I know
twice as much as you do.” I thought he
walked away crying, he felt so terrible. So
just a few years ago, before Woody died, I
was playing the Royal York Hotel, in
Toronto, Canada, and Woody came in to
see me. I told the story I just told you, and
I said, “Now, I’m going to play this for you,
Woody.” I played two full choruses of the
melody of “What’s New”—no jazz, just two
full choruses of the melody. I owed him
two choruses and I gave them to him.

Moore: In an interview on one of your al-
bum covers, you mentioned how difficult
it is for you to play the melody on a bal-
lad.

Gibbs: It’s hard for me to play the melody
and hold notes. Unlike a horn player who
can make his own vibrato, when I hit a
note I’m locked-in to the speed of vibrato
the motor is set on. And it throws me off
because that’s not the feeling I might re-
ally have for holding the note. So I have to
jump into other notes. Sometimes I play
my best if I don’t use the pedal on ballads.

Moore: How do you feel about jazz today?
Gibbs: I think it’s good. I think there are

more young people interested in jazz now.
You do a concert, people come back and
ask for your autograph—kids fifteen years
old, or twenty-two which is lovely, or thirty
which is great, or even forty, which is
great because the people who are forty
years old grew up with rock ’n’ roll music.
So when you see them coming to hear you
play, that’s a good sign. Maybe they’ve got-
ten tired of hearing those two chords and
the drummer playing backbeats so loud that
you can’t hear the rest of the band.

Moore: In an interview from about 1964 you
said, “All in all, I’m happy with Terry Gibbs
today. All I ever want is to keep on swing-
ing.” What about Terry Gibbs today?

Gibbs: When I’m ninety years old, I’ll prob-
ably say the same thing. I’ll probably be
out on the road. I keep threatening to
retire some day, and I say maybe I’ll quit
when I’m seventy, but so long as they call
me, I can’t quit. As long as I can still think
of something to play on “I Got Rhythm”
and the blues, how can I quit?
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If I can walk one to three miles in the
morning, and then practice for about an
hour—and I don’t practice any jazz, I
just practice legitimately, what they call
rolls and scales; I do everything hand-
to-hand so that one hand is just as
good as the other. If I do that every
day, I feel like a king. If anybody calls
me, I can leave in two seconds and go
play the concert.

Moore: I have two more questions for you.
Gibbs: When am I leaving town? [laughs]

Moore: There has to be one stupid question
in every interview.

Gibbs: And you’ll get one stupid answer.

Moore: Why do you have pencil erasers on
the ends of your mallets?

Gibbs: There are two questions asked of
me all the time, and that’s one of the
questions. When people in the audience
ask me that, I tell them I make a lot of
mistakes, and I erase the bad notes. Ac-
tually, I cut my mallets short, to about 7
1/2 inches, and I put a pencil eraser on
them because all mallets warp. I know
exactly where the warp is from where
the eraser is.

The other question they ask is, “Why is
that thing [the resonator fans] turning?” I
say, “It’s a fan; I sweat a lot.” And they
say, “Oh, wonderful.” Those are the two
stupid questions I’m always asked by
people, and the stupid answers that go
with the stupid questions.

Moore: What is important for people to know
about Terry Gibbs?

Gibbs: It don’t mean a thing if it ain’t got
that swing. PN
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T HE MORE I TOUR AND TEACH, THE MORE SURPRISED I AM
to see how rarely traditional four-mallet grip is used. It
really isn’t “traditional” anymore. Still, it’s the grip used by
Japanese marimbist Keiko Abe as well as many Asian

players. It was taught to me about twenty years ago by the New York
City-based xylophone and mallet virtuoso Ian Finkel.

Traditional grip always seemed to me to be very natural, comfort-
able and musically versatile; I never gave a moment’s thought to
using another. While it worked well for me from an early stage, I’ve
gradually discovered more and more technical and tonal possibilities it
affords, and imagine that I will continue to do so. I’ve never come across
a technical challenge I couldn’t meet with traditional grip. Conversely,
I’ve seen other grips render certain passages extremely awkward—
ones that would not have been awkward with traditional grip.

I believe that traditional grip has sadly become far less tradi-
tional than it deserves to be because a clear written description of it
doesn’t exist or hasn’t been widely distributed. One of the most
frequently used grips is the “Stevens” grip. One explanation for this,
I think, is that Leigh Howard Stevens’ Method of Movement, in
which he teaches his version of Musser grip, is widely available. It’s
a very clear explanation of a four-mallet grip that people can use on
their own, even if a teacher isn’t available to them.

I never insist that my students switch to traditional grip if they’ve
already been using a different grip. The most important consider-
ations for which grip you choose are: (1) you can meet basic technical
challenges with it; (2) the grip feels good to you; and (3) you can
achieve every conceivable musical and tonal nuance with it. Some
students who had been using Stevens grip or Musser grip have tried
traditional grip since starting to work with me. Some immediately
found it easier and got good results.

The point of this article is not to start a debate over which is the
best grip to use. Peoples’ hand sizes and structures vary far too much
that any one grip could be comfortable and effective for everyone. My
hope is that this introduction will encourage people to try traditional
grip and that it may appeal to them. My thanks to Michael Rosen, who
first prodded me several years ago to write an article on my grip.

Throughout these steps, I will be referring to the four mallets
with the following number system:

Traditional Four-Mallet Grip
By Nancy Zeltsman

Step 1
Lay out the four mallets in two pairs with the handles crossed

about three-quarters of the way down the mallet shafts (from the
mallet heads). The outer mallet handles should be on the bottom,
i.e., mallets 1 and 4. It helps to have the handles extending off the
marimba or a table. (See Photo 1)

Step 2
Begin with only your right or left hand. Put your second (index)

finger down through the top of the X (where the mallets cross). (See
Photo 2) Wrap your fourth and fifth fingers around the crossed
handles (keeping the mallets stacked, with the outer handle on the

Nancy Zeltsman is
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bottom). An inch or two of the handles should extend out the back
(side) of your hand (not under your wrist).

The fifth finger (“pinky”) must stretch across and touch the palm
of your hand. It will always touch your palm and sometimes needs to
be really clenched. The fourth finger will often help the fifth finger
clench and anchor the mallets; other times, it will be relaxed and
loosely curled around the sticks (not reaching over to the palm). It
may help to think of your fourth and fifth fingers as extending across
the mallets to the heel of your hand, as opposed to being curled
around them with the nail of the fifth finger digging into the palm.
(See Photo 3)

Step 3
The first step in situating your “front” fingers—1 (thumb), 2 and

3—is to orient the outer mallet to the spot on your index finger

between the first two joints. Think of this spot as “home base” for the
outer mallet. (See Photo 4) This is the basic orientation point where
the mallet will be when you’re playing midsized intervals: roughly,
thirds through sixths.

Basically, the thumb always rests on top of the inside mallet with
its tip between the two mallets. It should be bent slightly in a convex,
rather than a concave, curve. The two main orientation points on the
thumb for the inner mallet are: (1) just below the first joint (i.e.,
between the first and second joints; see Photo 5); and (2) just above the
first joint (i.e., between the first joint and the nail; see Photo 6). The
former (below the first joint) tends to be most comfortable for intervals
of a fifth or larger. The latter (above the first joint) tends to be most
comfortable for intervals of a fourth or smaller. However, the individual
hand and musical context may supersede this generalization.

Meanwhile, your third finger should be loosely curled and re-
laxed. It creates a sort of supporting shelf for the outer—and some-
times, both—sticks. (See Photo 7) With smaller intervals, it should
be wrapped around both sticks. With large intervals, you may gain
support for the outer mallet by having the third finger curled around it.
Be careful, however, that the tip of the third finger doesn’t come up
between the mallets as you move back to smaller intervals; it will
prevent you from drawing the mallets closed. Pulling the third finger in
toward the thumb allows the second finger to push out (toward the
third finger) and “grab” the stick at the orientation point.

By squeezing the fifth (and maybe also fourth) finger(s) around
the X, you should gain the necessary resistance for the mallets to
feel really anchored—almost glued—to the second finger and thumb
at the basic orientation points. If you play a lot, you will probably
form a callus on the second finger at the orientation point.

Photo 6

Photo 7

Photo 4

Photo 5

Photo 3
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Step 4
Play a comfortably-sized interval (with both mallets). Probably

this will be a fourth or fifth. Repeat it slowly. Try to play with a full
sound, at a dynamic of mp to mf. Play fairly slowly, about quarter
note = 70.

As you do so, think about your basic body posture. You should
have both feet on the floor and be standing up straight, squarely
facing the marimba. You want your arms to feel very relaxed and
long, extending from your shoulders, elbows in. Your palms will be
facing down (rather than having your hands rotated with the thumbs
up). Your basic strokes, up and down from the wrists, will be similar

to that of matched-grip snare drum. Keep your mallet handles as low
to the marimba as possible without quite touching. If you have
trouble feeling relaxed with this, go ahead and let the handles touch
the bars sometimes until you get accustomed to your arms feeling
naturally extended. (See Photo 8)

There are three reasons for keeping your hands low to the key-
board: (1) your movements across the keyboard will look very smooth;
(2) you’ll feel most connected to the keyboard; and (3) you’ll take
advantage of the greatest surface area of the mallet striking the bar,
for the “fattest” sound.

With the double-stop, focus on lifting up from your wrist rather
than using your forearm. To really get a feel for this, try playing a
natural down-stroke, after which you bring your mallets only slightly
above the keyboard; freeze there. Then lift the mallets up very
slowly, bending up from your wrist to an exaggerated degree. You
actually may never raise your mallets as high as shown in Photo 9
during regular playing; this is just one of the best ways to feel the
particular wrist muscles you’ll be using. Repeat this: natural down-
stroke—at about mf—and exaggerated, sloooowww up-stroke.

Whenever (this goes for the next steps, as well) the mallets feel
like they’re slipping; or you feel you’re losing the basic orientation
points for the second finger and thumb; or the mallet handles are
clicking together, the problem will probably be that you’re not clench-
ing the fifth finger around the mallets at the back of your hand.
Remember that the fifth (and sometimes also, fourth) finger(s) squeez-
ing up on the mallets provide the crucially needed resistance for the
“front” fingers (second and thumb) to push against. Your little finger
may feel utterly overwhelmed by the responsibility required of it.
Building isolated strength in that finger, so that the “front” fingers
can feel relaxed even though the fifth finger is clenched, is for some
people the most difficult aspect of traditional grip.

Step 5
Repeat Steps 2 through 4 with the other hand.

Step 6
So far, I have described the basic grip for conservatively-sized

intervals (thirds through sixths). The basic grip changes slightly for
smaller and for larger intervals. Let’s continue through the spec-
trum.

Starting with your right hand, play a fourth—say, a C and F—a
few times. Open the F out to a G and play the fifth a few times. In
opening to the fifth, the thumb orientation point may go from the
spot above the first joint to below the first joint—or maybe not. Open
out to a sixth and play it a few times. Now the thumb orientation
point is likely to be most comfortable below the joint. In opening, you
should feel like you’re stretching out with second finger and with the
thumb (in opposite directions). With wider intervals, the orientation
point on the second finger may shift up above the first joint (near the
tip). Open out to a seventh, then an octave, then (if you’re daring) a
ninth (and beyond, depending on the width of your bars and the
register you’re in). Play each a few times. With these last few widest
intervals, you may need to hold onto the X with only your fifth finger.
Also, the thumb orientation point may change to farther back on
your thumb than previously discussed—to the little notch just above
the bone of the base joint or even below it. In addition, it will be
easier to play wide intervals if you shift your basic grasping point on
the mallets to nearer the tip. (See Photo 10)

Now work your way closed: octave, seventh, sixth, fifth, fourth—
reviewing the slight adjustments as you go (e.g., by the sixth, your

Photo 8

Photo 9
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fourth finger may be able to be back across the X along with the fifth;
the thumb orientation points may change along the way). Basically,
to state the obvious, you’re gradually bringing your fist closed. For a
third, the most comfortable thumb orientation point will almost
definitely be the spot above the first joint.

One slightly tricky thing is the interval of a second. We’ll begin by
going from the interval of a third to a second and back. For the
interval of a second, you need to get your second finger forward and
out of the way. Straighten it out, but be extremely careful to keep the
tip of it hooked under the outside mallet. (See Photo 11) Your thumb
will help to bring the mallets closed for this small interval by
pushing down on the inside mallet and pulling it in. You can push
down with the thumb because of the resistance offered by the
fourth and fifth fingers clenching upward. It is crucial that you
keep both the thumb and second finger in between the two mal-
lets or you won’t be able to get a hold on them to open back out to
regular position. With the interval of a second, your third finger
will be wrapped around both mallets underneath along with the
fourth and fifth fingers.

When you go from the second back to the third (intervals, not
fingers), you’re reclaiming the basic position. To do so, one of my
students thinks of “bumping” the outer mallet over the first joint.
With the third, you have just enough room for the outer stick to be in
basic position on the index finger, and the thumb to be at the
orientation point above the first joint. Practice going back and forth
between the second and third. Don’t play the next one until your
hand is set. Keep thinking: second/special position with extended
second finger and thumb hooked in between mallets; third/basic
position (a cramped-feeling version of it).

Step 7
Repeat Step 6 with the left hand. Start with a fourth—say, G and

C. Keep the inside mallet on the C and gradually open out with the
outer mallet (index finger) as well as with the thumb. (See Photo 12)

Obviously, you could invent countless exercises for practicing
going between different sized intervals, besides just moving by scale
steps. The best “exercises,” however, may be applying these prin-
ciples to some actual music.

Step 8
The final basic step is understanding how to use the mallets

independently. First, we’ll address the outer mallets, numbers
1 and 4.

With mallet 4 (in your right hand), concentrate on raising the
stick in a straight line alongside your second finger. The straight line
you’re envisioning should continue down the tendon of that finger
and up your arm. Raise the stick from your wrist, which should be
low, near the keyboard (remember your relaxed arm extension from
Step 4) with your wrist as flat as possible (rather than rotated so
your thumb is above your hand). As much as possible, think of
keeping the top inside corner of your wrist (below the thumb) tilting
down and in. (See Photo 13)

Using the same basic playing position and wrist motion described
in Step 4, slowly play single notes at mf. For the downward stroke,
you’ll push down with the index finger and thumb. After each stroke,
leave the mallet just above the keyboard and then slowly raise it to
an exaggeratedly high level. Focus on how it feels to make a straight
down-stroke and up-stroke. The power for single strokes with the
outer mallets comes from the flick of your wrist. Try the same with
mallet 1 (in your left hand).

Photo 11

Photo 10

Photo 12

Photo 13
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The stroke is different for the inner mallets, numbers 2 and 3. The
power for single strokes with the inner mallets will come from your
thumb. It is enhanced by rotating your wrist so the thumb is above
your hand (as I had warned against in relation to the outer mallets).
Again, we’ll begin with the right hand.

Begin by playing slow, single strokes at mf. The exaggerated
stroke you should try here—again, just so you’ll feel the muscles that
will be used—is one in which your wrist rotates outward from a flat
(palm down) to a sideways position (thumb above your hand, or even
rotated so palm almost faces up). Notice the tremendous weight and
strength with which the bone in your thumb can bring the mallet
down. (See Photo 14) Experiment to find the exact course the mallet
needs to take to achieve a straight down-stroke and up-stroke. Then
try the same with mallet 2 in your left hand.

At first, don’t be concerned if, when you’re playing with only one of
the mallets in a given hand, the other mallet in that hand is flopping
onto the keyboard. First, just concentrate on the basic independent
strokes, ignoring any flopping by the other mallet. Then work on
eliminating it. Simply squeeze with the fifth (and maybe also fourth)
finger(s) to cast the temporarily unwanted mallet up and out of the
way. When playing with the outer mallet only, the tip of the third
finger placed against the inner mallet can also sometimes help keep
it out of the way. You may wish to also tilt your hand down slightly
toward the side you’re playing with. Eventually, when playing with
only the inner or outer mallet, the other mallet should remain
relatively stationary, seeming to serve as an axis for the mallet with
which you’re playing.

Photo 14
I commonly play single-line passages with mallets 2 and 4 (espe-

cially in the high range), in that case keeping mallet 3 in near my
stomach; or with mallets 2 and 3 (the inner mallets); or with mallets
1 and 3 (especially in the low range). I frequently switch back and
forth between these.

Through all of these steps, pay careful attention to whether one
hand happens to initially feel more comfortable than the other. If so,
try to figure out why and have the slower-learning hand copy it.

The final step, obviously, is to apply traditional grip to some
actual playing. Play something with which you’re already familiar,
approaching it slowly, trying to remember the various pointers I’ve
laid out. Or, just try some scales.

In conclusion, here are some of the primary virtues of tradi-
tional grip:

1. Its basics can be learned quickly affording immediate
application.

2. The mallets crossing in your hand and your fist around them
affords natural leverage and power.

3. You can grasp the mallets at any point on the handles. This
enables you to control how much length you use. In some instances,
e.g., one-handed rolls on one note, less handle extension means your
arm positions can be much more relaxed and natural.

4. Becoming accustomed to the subtle shifts in hand position
necessary to play different-sized intervals means that your fingers
are primed for and sensitized to subtle shifts they can make to
achieve different tone qualities.

5. Traditional grip can be applied equally well to the vibraphone
as to the marimba. It also works well in the context of multiple
percussion playing that involves quick mallet/stick changes: You can
pick up four mallets very quickly with traditional grip. PN

Encore Mallets

Share PAS with a friend!
Percussive Notes has exciting information

for everyone!
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Foreword: In February, 1992 I attended the
Suffolk County Music Educators’ Association
(SCMEA) Day of Percussion on Long Island.
Not only were the clinics, performances, and
organization excellent, the attendance at the
concert was higher than most I had seen at
similar events.

As I noticed the relatively high percentage
of public school students, teachers and par-
ents, I realized that a key factor in making a
Day of Percussion a success is to actively
involve students in a performance; i.e., an
all-county percussion ensemble. By organiz-
ing a percussion ensemble for area students
to perform in during a Day of Percussion, the
educational and musical goals of PAS are
put into practice in a more tangible way.
Although clinics and performances by artists
are inspirational and educational, the expe-
rience of performing in a fine quality percus-
sion group will foster pride and excellence in
our students that observation alone cannot
achieve. The students, in turn, will attract
more teachers and parents to the Day of Per-
cussion, thereby increasing community aware-
ness and participation in the event (and fu-
ture events).

The following is an article written by
PAS members John Immerso and Brian
Clancy about their experiences in organiz-
ing an all-county percussion ensemble. One
of the keys to their success (besides their
diligent work and commitment to the growth
of percussion students) was their collabo-
ration with their area’s Music Educators’
Association. As we all know, funding is one
of the most difficult problems to overcome
in any musical event; engaging a large num-
ber of participants is another. By combin-
ing their expertise in percussion with funds,
organization and personnel from SCMEA,
John and Brian were not only successful in
creating an all-county percussion ensemble,
but in establishing an annual Day of Per-
cussion for that county.

We in PAS need to find new ways of reach-
ing younger (than college age) percussionists,
actively engaging them in performances of
quality literature, and fostering excitement
about the percussive arts. We also need to
make our expertise more available to music
teachers and their students by combining
forces in percussion-related events. PAS is
growing and broadening its scope each year,
thanks to its fine leadership and willingness
to change. Let us continue to plant these mu-
sical seeds so generations to come may do the
same.—Kristen Shiner McGuire

The All-County Percussion Ensemble
By John Immerso and Brian Clancy

IN THESE DAYS OF FISCAL CUTBACKS AND
dwindling enrollment, an all-county per-
cussion ensemble can offer talented
percussion students an opportunity

they could never get in their home schools.
Percussion ensembles made up of the best
young percussionists in your county offer
these students the chance to prepare and
perform some of the finest works in the per-
cussion ensemble repertoire.

It is our hope that this article will offer
some guidance in starting an all-county per-
cussion ensemble in your area. You will surely
have some great ideas of your own; by all
means make use of them. Consider this ar-
ticle a point of departure rather than an
instruction manual. What has worked for us
may not be right for you. In fact, we find
ourselves constantly updating and adapting
our own procedures to make them more ef-
fective each year. Most importantly, enjoy
yourself and allow your students to do the
same. There is a great deal of fine percussion
ensemble music out there for you to experi-
ence together.

First, a little background material. When
each of us began teaching in 1987, we were
right out of graduate school with Master of
Music degrees in Percussion Performance
from the Crane School of Music. One of the
best parts of the percussion department at
Crane is the very strong emphasis on per-
cussion ensemble. Professor James Petercsak
introduced us to many fine works, and we took
that love for percussion ensemble with us.

We each planned on starting a percussion
ensemble in our own schools as a supple-
ment to our regular school band program.
We found, however, that we each had only
one or two really talented student percus-
sionists. While we did start ensembles, these
exceptional students remained unchallenged
because of the necessity of keeping the diffi-
culty level accessible to all the students. As a
result, we were unable to perform most of
the really fine works for percussion ensemble.
When we approached other band directors in
the area about this, we found that the lack of
talented and well-trained student percussion-
ists was a common problem.

We came up with an idea: If we could
bring together the best percussion students
from several schools, we could perform the
better pieces in the repertoire and help im-
prove the level of playing and interest in
these more advanced percussion students.
This seemed like an ideal way to help not

only the interested students, but their band
directors as well by providing them with more
able percussionists.

We decided to follow the successful prac-
tices of the Suffolk County Music Educators’
Association (SCMEA) and create an All-
County Percussion Ensemble. SCMEA has
many years of success with large ensembles
in the all-county format (i.e., band, orches-
tra and chorus), so we knew that we had a
good model to work with.

There was, however, one important differ-
ence with what we were attempting to do:
size. The larger ensembles can accommodate
120 or more students and can therefore al-
low for representation from every school dis-
trict in the county. A percussion ensemble
can only use eight to ten players. This small
number limited the number of districts that
could be represented. In order to increase
district representation, we decided to form
two ensembles. Ensemble 1 would be made
up of students in grades 8, 9 and 10, and
Ensemble 2 would be made up of students in
grades 11 and 12. Once again, we followed
the established policies of SCMEA, which
divides students in a similar way for partici-
pation in the larger all-county groups.

AUDITIONS
The next consideration was that of selection.
Here we had to break away from the estab-
lished procedures. While participation in the
larger all-county ensembles is based prima-
rily on teacher recommendation and previ-
ous New York State School Music Association
(NYSSMA) ratings, neither of these would be
an effective method for our purposes. There
was only one answer—auditions.

We devised the following procedure in order
to make the auditions as fair as possible. We
send each teacher a recommendation form to
be filled out and returned to us listing each
student who would like to audition, the area(s)
in which they would like to be auditioned
(snare, mallets, timpani), and their grade in
school. We also include a list of all dates (audi-
tion, rehearsals, performance) to eliminate
scheduling problems right from the start. Then,
approximately three weeks before the audi-
tion, we send each teacher a packet for each
student who wishes to audition containing the
audition schedule and directions to the audi-
tion site, a second list of the pertinent dates, a
commitment form to be signed by the student
and the parents agreeing to be at all rehears-
als (as well as the concert, of course!), and the
audition pieces themselves.
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In order to provide each student with an
equal chance and approximately the same
length of preparation time, we deliberately
avoid selecting pieces from the NYSSMA
manual. We felt that the chances of choosing
a piece that had been performed by one or
more students at last year’s NYSSMA Festi-
val were too great and therefore provided
some students with an unfair advantage.

Running the auditions themselves is rela-
tively easy. Be sure to have enough judges to
cover every room (two to a room is ideal, and
can make a big difference when dealing with
a disgruntled parent or teacher at some fu-
ture date) and provide breaks for each judge.
The number of rooms you will need is obvi-
ously dependent on the number of students
who will be auditioning. You will also need
someone to greet and direct the students at a
registration table as they arrive. Be sure to
provide time in the schedule for a meal break
if the auditions will go on for an extended
period of time. Bringing in dinner (or even
just coffee and donuts) for the judges shows
your appreciation and also gives them time
to chat with each other. This social aspect
makes the experience more pleasant for the
judges, and may also generate some new
ideas for improving the audition process.

In order for the evaluation to be as consis-
tent as possible, we use a form listing sev-

who has a student in one of the ensembles
and a letter of appreciation to each judge.

THE MUSIC
Now the music may be selected. Obviously,
the ability and strengths of your players must
be taken into consideration. If you plan to
use a guest conductor, that person should be
consulted about the choice of music. Another
important consideration is the overall for-
mat of your concert. We have had success
with this format: one combined piece (per-
haps a rudimental snare drum piece per-
formed by the whole group), three pieces by
the younger ensemble, intermission, three
pieces by the older ensemble, and a com-
bined finale. (We always use Three Broth-
ers by Michael Colgrass for our finale.) We
will occasionally double up some of the
parts in order to provide each student with
approximately the same amount of playing
time. With Three Brothers, we double (and
sometimes triple) up on the accompaniment
parts in order to have every student play-
ing in the finale.

Another important consideration is the
location of your concert(s) and the audience
for which you will be performing. You should
also consider the instrumentation of the mu-
sic and the instruments you have available.
You may be able to borrow some of the in-

eral areas of successful performance (accu-
racy, time, tone quality, technique, etc.) and
the student is rated numerically based on a
maximum of twenty points. We also encour-
age each judge to write constructive com-
ments regarding the student’s performance.
At the bottom of the form, the scores on each
instrument (snare/mallet/timpani) are re-
corded. These scores are averaged together
to arrive at the student’s overall score. This
averaging allows students to be compared
equally whether they audition on one, two or
three instruments.

The students with the highest scores are
selected to be in the ensemble. Remember
to choose only eight to ten students for
each ensemble. Some interpretive judg-
ment must be used because a student
who scores an 18 on snare, 16 on mallets
and 17 on timpani (making an overall
average of 17), is more desirable than a
student who scored an 18 on snare but
does not play mallets or timpani.

Once the students have been selected, the
band directors are informed by mail with a
listing of students in both ensembles and
each student’s home school. Also included
are the audition forms of each student who
participated, in hopes that the judge’s com-
ments may be helpful. We also send a con-
gratulatory letter to each Director of Music
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struments you don’t have from other schools
in your area, particularly if a student from
that school is in one of the ensembles. Much
of the intermediate to advanced literature
may require several mallet instruments (or
four-mallet technique), use of some unusual
percussion instrument (marching machine,
lion’s roar, brake drums, etc.), or instruments
that require specialized technique (congas,
tabla, pedaling on the vibes or timpani, etc.).

The next step in the process is rehearsals.
We have found that three rehearsals are suf-
ficient. It is wise to schedule rehearsals about
two weeks before, about a week before, and
the evening before the concert. This provides
sufficient time between rehearsals for the
students to practice. The conductor should
be thoroughly familiar with the scores and
have the layout of the instruments planned
in advance. Since a portion of our concert is
devoted to a combined performance of both
ensembles, we use an overlapping rehearsal
schedule (Ensemble 1—6:00 P.M. to 8:30 P.M.,
and Ensemble 2—7:30 P.M. to 10:00 P.M.).

An integral part of our approach to the
all-county percussion ensemble concept is
that rehearsals should be run as
masterclasses. This provides the students
with instruction on new techniques and
approaches, not just how to play the next
piece of music. In order for this to be effec-

tive, it is important to have assistance from
other percussionists. They should feel free
to circulate throughout the students and
give advice and playing tips. At first the
students may feel uncomfortable with this
arrangement, but they will soon be eating
up all the suggestions they can get. We
have had great success with this
“masterclass” approach and urge you to
consider implementing it in your program.

THE CONCERT
The last consideration is the concert. You
need plenty of help backstage to make sure
the players are ready to go. With regard to
scheduling the performance, we have our
All-County Percussion Ensemble perform
an evening concert as the highlight of our
annual Day of Percussion. You may want
to consider doing the same. If you do not
have a Day of Percussion, perhaps this is
the time to start one. There are many
other performance possibilities for your
all-county percussion ensemble. Regard-
less of how you set up the performance,
be sure to invite the parents and teach-
ers. Some may need a little coaxing, but
they will surely enjoy it.

Take time during the concert to recognize
all the people who helped during the various
stages of preparation. If several key people

are involved, perhaps you should consider
organizing them into a committee. This has
worked well for us. A committee can help out
with details and can make your job much
easier. This will also increase the turnout at
both the audition and the concert. People are
more likely to support a project they are
actively involved in.

Finally, when you are in the thick of prepa-
rations and things seem too crazy to control,
try to keep in mind the reasons why you got
started with this project. Working with the
students and seeing their faces light up when
they finally get it right is what it is all about.
All the paperwork and countless details can
get you bogged down, but in the end it will
all work out just fine. PN

John Immerso is a band director in the
Patchogue-Medford School District in
Patchogue, NY, where he directs the concert
band, the symphonic band, the marching
band and the jazz ensemble. He is a member
of the PAS Education Committee.

Brian Clancy is an instrumental music
teacher at Hauppauge High School in
Hauppauge, NY, where he directs the con-
cert band, marching band and jazz en-
semble. He is a member of the PAS
Education Committee.
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By John Soroka

In the summer of 1994, Stanley Leonard
retired from his position as Principal Timpa-
nist of the Pittsburgh Symphony Orchestra.
During his last week of rehearsals and con-
certs, John Soroka (Principal Percussionist
of the PSO) spoke with Leonard about his
career and his plans for “retirement.”

John Soroka: I’d like to know what changed
the most about orchestra playing, or what
remained the same during your long ten-
ure with the PSO.

Stanley Leonard: A different style of or-
chestral playing has developed over the
years. I have noticed that conductors seem
to want orchestras to produce more and
more sound and play with a more pro-
jected kind of sound than we used to do
forty years ago. It seemed like conductors
used to have a more natural concept of
loud sounds. I have a feeling that it might
be due to the spectacular way that re-
corded sound has developed over the years.
Conductors and musicians are much more
used to hearing a quality of presence in
the recorded sound. Now they expect that
same quality and character in the concert
hall. Years ago, we were able to play more
naturally and not be quite as concerned
with projecting the sound in such a strong
manner.

Soroka: What techniques have you devel-
oped or changed in order to be able to
accomplish that?

Leonard: The advent of the plastic timpani
head has assisted in sound production,
because you are able to play stronger and
use slightly heavier sticks without the dan-
ger of breaking the drumhead, as we would
have done if we had been using calfskin
heads. I use sticks with a little bit larger
diameter handle. The diameter of the handle
is a significant factor in producing a bigger
sound. You have to adapt to each concert
hall, too. Some concert halls require using a
general range of harder sticks, if there is
considerable reverberation. Drier sounding
concert halls require a general range of
slightly softer sticks in order to produce the
proper character of sound.

Soroka: Could you speak about the types of
mallets you use?

Leonard: I have tried, over the years, to
develop a selection of sticks that will pro-
vide me with the kind of tone colors that I
need to play any piece of music. I don’t

sense of rhythm and can communicate that
sense through the baton and through his
or her gestures on the podium. Starting in
the present and going backwards, I appre-
ciate Lorin Maazel’s wonderful sense of
rhythm and ensemble. The clarity of his
baton technique and consistency is appre-
ciated by all of the musicians. I appreci-
ated the flexibility and the musicianship
of André Previn. He has the ability to in-
terpret Russian and French music with an
understanding that other conductors never
communicated to me. William Steinberg
taught me how to understand and appre-
ciate Brahms, Beethoven, Wagner and the
German repertoire. I appreciated the emo-
tional and sentimental heart that he put
into the music of Mahler. I loved the way
Eugene Ormandy created orchestral
sounds. I have never played with anybody
who developed the sound of an orchestra
like Ormandy did.

Soroka: So these conductors have served as
teachers, and through their interpretations,
you were able to gain insights about the
composers and performance. What lessons
have remained with you from the percus-
sion teachers with whom you studied?

Leonard: I think that each of my teachers
had an emotional and spiritual impact on
the things that I do now. I began studying
timpani as a teenager with a Saul
Goodman student—Ben Udel, who played
timpani in the Kansas City Philharmonic.
He taught me a lot about the musical as-
pects of playing the timpani—something
that I really grabbed hold of. Ben was an
incredibly intense and devoted musician.

Stanley Leonard: A Life in Percussion

make too many sticks myself, but I have
designed sticks for stick makers to make
for me. I’m always thinking in terms of
the colors of the sounds. I have tried to
develop sets of sticks that answer the needs
of the music, articulate the music cor-
rectly—both rhythmically and dynami-
cally—and provide proper musical nuance.
I may use several pairs of soft sticks—
each pair having a different size head, a
different type of core—in order to achieve
a particular kind of sound. The same with
hard sticks—I’ll use several pairs that are
all of a different character.

Soroka: With what you’ve just described in
terms of a life-long approach to exploring
colors and doing that partially through
different sticks you’ve created and acquired,
have your insights into playing Beethoven
or Brahms symphonies changed? How have
these works remained fresh over the years?

Leonard: First, let me say that these are
two of my favorite composers—not only
because of the music they wrote, but also
because of the kind of timpani parts they
wrote, which seem to fit the music so well.
When I’m playing, I’m always thinking
how my part fits into the total musical
picture. From time to time I get new per-
formance insights and will say, “Oh, I never
noticed that this particular passage played
a certain way or with a certain dynamic
could achieve a slightly different feeling
here.” Freshness continues as a part of
the exploring process you’re always going
through when you’re playing, even though
it’s a work you may have performed liter-
ally hundreds of times. To me, playing a
Beethoven symphony is always a fresh ex-
perience because I enjoy playing it so much.
I have become so familiar with his works
I’m able to really listen with a depth of
perception that I didn’t have when I first
began playing. When I first started, I was
concerned with the mechanics of fitting
the notes into the rest of the music and
the orchestral tonescape. As the years have
gone by, I’ve been able to think more about
the perceptions I have about the music
itself, and that has been really helpful to
me in interpreting and performing.

Soroka: Would you comment on what you’ve
appreciated or respected about some of the
conductors under whom you’ve performed?

Leonard: A percussionist always enjoys per-
forming with a conductor who has a good Stanley Leonard
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Mike Balter Mallets
B & W

He taught in a way that helped me de-
velop a real sense of listening to what I
was doing when I was playing.

My first percussion teacher was Vera
Daylen. She taught me about character and
color on all of the percussion instruments.
She was a marimba virtuoso, a student of
Clair Omar Musser. I studied also with Ed-
ward Metzinger, who was in the Chicago
Symphony. He taught me a lot about con-
trolling the placement of the timpani stick
on the drumhead. My teacher at Eastman
was Bill Street, who refined all of these
techniques that I had been gathering over
the years. He was what I would call “the
gentleman of timpani players.” He taught
me about playing with a musical style, and
with an approach to the drum that respected
the instrument, the music. He always em-
phasized striking the instrument so as to
produce a singing musical sound.

Soroka: Could you talk a little bit about
your percussion experience, including your
beginnings as a timpanist?

I began playing the timpani when I was
fourteen years old. I played timpani in a
little orchestra in my home town, Inde-
pendence, Missouri. I actually wanted to
play percussion; I didn’t know much about
the timpani when I was fourteen, but I
went to the conductor of the orchestra and
said, “I’d like to play in your orchestra,”
and so I played a few little drum things for
him, and read some music. Then he said,
“Do you know anything about the tim-
pani?” and I said, “Well, very little,” and
he said, “Come with me.” He showed me
the timpani and a pair of sticks and how
to sort of hold them, and he said, “Come to
next Tuesday night’s rehearsal.” That’s how
I began. The first piece I played on the
timpani was the opening movement of
Schubert’s Unfinished Symphony. I had a
good time figuring out how to tune the
drums; they were old-time hand-tuned
Belgian timpani with calfskin heads. I im-
mediately bought a copy of the Ludwig
Timpani Instructor so that I could find out
more about the timpani. In that book there

Leonard: When I was seventeen, I began
my professional career as a percussionist
with the Kansas City Philharmonic. My
teacher Vera was the principal percussion-
ist, and my teacher Ben played the tim-
pani. That was great to be able to perform
with them, where I learned all of
the major percussion pieces by Ravel,
Tchaikovsky, Rimsky-Korsakoff and oth-
ers. I spent a lot of time getting scores out
of the Kansas City Public Library. In those
days we didn’t have all the wonderful rep-
ertoire books we have today. I hand-copied
out all the major parts of those pieces
from the score, so I could become familiar
with all of the percussion parts that I even-
tually played with the orchestra. I just played
the triangle part to start out with, then
graduated to tambourine, and then played
the snare drum on many of those pieces. It
was an incredible opportunity for me to be
able to learn the repertoire in a professional
orchestra that way. The more I did it, the
more I was convinced that this was what I
wanted to do for the rest of my life.
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fills a major gap in the educational perfor-
mance practice repertoire for that instru-
ment. Could you speak about the
development of the book?

Leonard: Over the years a lot of people I
talked to, including students that came to
study with me, thought that the pedals
were just used for tuning, and that tuning
was an isolated part of what you did on
the timpani. The movement of the sticks
over the drumhead and producing the
sound was perceived as the most impor-
tant thing, and tuning was some kind of
necessary evil. I always felt that using the
pedals was part of the performance tech-
nique of the timpani, and so I developed
the idea that to be a total timpani player
you had to be able to use the pedals just
the same way that a harpist uses the harp
pedals and a trombone player uses the
slide. Pedaling is part of the whole experi-
ence of producing the sound, playing the
notes and articulating the music. I wanted
timpanists to be able to think of the ped-
als as being a natural part of the total
process of playing the timpani, as an inte-
gral part of your playing, not just some-

was a section on pedal timpani, written by
Joseph Zettleman. I was really inspired,
and eventually my high school got a set of
pedal timpani and I was able to play those
exercises that Zettleman had written. I
learned how to play scales and arpeggios
on the timpani, which really opened up a
whole new world for me.

Soroka: During this period of time did you
find yourself being more attracted to the
timpani as an instrument and seeing that
as the way you wished to express yourself
musically in the future?

Leonard: I played timpani in my little town
orchestra, and then a year or so later, I
began playing timpani in the University
of Kansas City Orchestra. The timpani
started to become my real focus in percus-
sion. It seemed as though that was the
way I could express myself musically as I
wanted. And, in a kind of selfish way, it
also gave me the opportunity to play more
than a percussionist.

Soroka: You’ve written a book about pedal
technique for the timpani, which certainly
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nail into a piece of wood, and play it per-
fectly rhythmically together. Or you can
play it like part of the structure, part of
the inner energy of the music, and it acts
as a real binding force for all the other
longer sounds that are going on in the
orchestra. You have to think in terms of
the movement of the rhythm, the dynamic
character of the sound, and also the inner
focus of the music—going from the first
note of the first measure to the last note of
the passage. You really must immerse your-
self in the music and make it be a part of
your inner self, and express that in the
energy of your performance.

Soroka: With your retirement from thirty-
eight years of service with the Pittsburgh
Symphony, what do you plan to do now?

Leonard: Well, I don’t intend to give up
music, but I intend to do a lot more fish-
ing. [laughter]

Soroka: Aside from the fishing, Stan!
Leonard: I will continue teaching privately

and conducting the percussion ensemble
at Duquesne University, where I’m on the
faculty. At the moment I’m writing a solo
for one of my students to play on a recital,
so I intend to keep writing pieces, includ-
ing some more percussion ensembles—I
love to do that. I intend also to present
masterclasses around the country, using a
variety of themes, possibly conducting en-
sembles and even performing with en-
sembles. Through these masterclasses, I
want to be able to share with people some
of the things I’ve learned.

Soroka: What advice can you give younger
performers who have their eyes on achiev-
ing the kind of musical life that you’ve
been able to experience and enjoy?

Leonard: I must say that I grew up in a
different performing era than people to-
day. It seems as though there were more

opportunities for me to play because there
were fewer percussionists. Today, percus-
sionists have the opportunity to communi-
cate with other percussionists, and I think
that’s very important. The PAS has really
provided a forum for communication that
we never had before, and I think that’s very
good. I believe percussionists should always
try to find an opportunity to study with a
teacher who is experienced in the field in
which they want to work. When I say a good
teacher, I mean a person who is involved
professionally in that field. If you want to be
a classical percussionist, you have to study
with a professional orchestral percussion-
ist. If you want to be a jazz player, you have
to study with a good professional jazz player.
If you want to be an educator, you should go
to a place where you can get training from a
person who has the right concepts and ap-
proach to musical education.

The next thing is to perform. In real
estate, it’s location, location, location. In
music, it’s perform, perform, perform.
That’s the key. If you want to be a per-
former, you have to take advantage of ev-
ery opportunity to perform. Every
opportunity you have to play helps you
develop as a performer. Sometimes you
have to play some rather crummy things,
but you still have to play, and that’s what
is important. Always make it your goal to
have good instruments, sticks and mallets
to play with. That’s really an important
thing, to have your own musical tools with
which you feel comfortable.

During the past school year Stanley Leonard
has presented masterclasses at several univer-
sities including the Eastman School of Music,
Manhattan School of Music, San Francisco
Conservatory of Music and the University of
Akron. He can be heard performing and con-
ducting his own works on a soon-to-be released
CD produced by Ludwig Music titled Canticle—
The Music of Stanley Leonard. PN

thing you brought in from the outside.
There were techniques to change the pitches
rapidly that would also help articulate the
music and make it easier to play some parts,
depending on the pedaling used. All these
ideas had been floating around in my brain,
and finally about seven or eight years ago I
decided to start putting the concepts down
and developed exercises that would help ar-
ticulate these concepts.

Soroka: I think that, at times, people view
the timpanist and the timpani as an is-
land unto itself in the larger ocean of the
orchestra. I would like to hear what you
have to say about blending the timpani
with the whole percussive musical texture.

Leonard: I believe that you’re talking about
balance, which is incredibly important in
music. The timpanist is kind of a lonely
figure at times. And sometimes you feel
lonely when you’re playing, too. You have
to be continually aware of the way your
playing is articulating the music. I think
that articulation—or communication—of
the music is the key thought here. When
you are articulating the music, you are
thinking about balance in terms of the
dynamic, musical nuance, rhythmic struc-
ture and how that rhythmic structure is
fitting into what everybody else is playing
in the orchestra. In one sense, the timpa-
nist, being alone, can be a leader. I think
of the timpani more as a binding force.
Not so much a “telling everybody else what
to do” force, but a “getting everybody to-
gether kind of feeling” force.

The sound of the timpani creates a cer-
tain tone color for the rest of the orches-
tra, too. It has an effect on the total sound
of the orchestra in a way that’s really kind
of unique. Here you have this drum that
you’re striking and yet you’re producing a
pitch—a musical timbre, a musical char-
acter, and that character is affecting every
other sound that is being played in the
orchestra. The timpani functions as a har-
monizer, as a balancer, as a binder in both
the tonal sense as well as the rhythmic
sense. The timpanist must understand
when it’s time to play stronger with greater
urgency in the rhythmic feeling to keep
everything together, and when to back
away, but still have the binding power to
keep things together.

Take, for instance, something as simple
as the notes at the beginning of Brahms’
Symphony No. 1, where the timpani plays
a long series of repeated notes. You can
play that passage as if you’re pounding a

Percussion section of the Eastman Wind Ensemble, Frederick Fennell, conductor, March, 1954.
Stanley Leonard, timpani; percussionists (left to right) Jim Dotson, John Beck, Mitch Peters and
Gordon Peters
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IHAVE RECEIVED MANY LETTERS DURING
the past year from Percussive Notes
readers asking me to help them with
terms they have found in various com-

positions. I always write to these people di-
rectly with my ideas, and now I would like to
share these letters with my readers in hope
that they will be of some help.

But first a question that belongs in the
“Percussionist’s Who’s Who Department”:
Name the drummer who has been seen by
more people than any other drummer. Look
for the answer at the end of this article.
Meanwhile, here is a potpourri of definitions
of terms used in percussion:

Q I am performing Hansel and Gretel
by Engelbert Humperdinck. The part

calls for a tambourin. Should I use a tam-
bourine or a deep drum such as the tambourin
provençal from France?
—David Eyler, Concordia College, Moorhead,
MN.

A There is no question in my mind that
the instrument should be a tambou-

rine and not a drum. The word tambourin in
German means tambourine. The place
where confusion arises is the tambourin
part in Carmen. You see, Bizet’s score was
first published in Germany. When the Ger-
man copyist saw the word tambourin on
the percussion part, he didn’t think it
needed translation because he knew of the
same word in German. Unfortunately, he
didn’t realize that the instruments have
the same name but are completely differ-
ent. In addition, had he known about the
music of Provençe he would have realized
that a drum was the proper instrument for
this part in Carmen. However, this is not
the case with Humperdinck. He and his
copyists knew full well that tambourin is
tambourine in German. You might want to
refer to Percussive Notes Vol.16, No.3,
Spring/Summer, 1978 for a more detailed
explanation of this situation in one of my
Terms articles. Two recordings of Hänsel
und Gretel that support this idea, by the
way, are:

Jeffrey Tate, cond
Symphonie Orchester de Bayerischen

Rundfunks
EMI-CD7540222

Max Rudolf, cond
Metropolitan Opera Association
Columbia-Y232546

is constructed by adding an e to a feminine
noun, thereby creating le scopettine—
brushes. I usually use a large scrub brush
when a part calls for brushes on the bass
drum. It gives a fuller sound and is more
interesting.

Q The last few times I was asked to play
ruthe in the music of Mozart, Rihm,

Mahler and Webern I actually went into the
woods to find suitable twigs, but I was never
satisfied with the result. The sound was ei-
ther too soft, not good or the wood deterio-
rated as I played! How can I make a good
sounding switch to use in the orchestra?
—Dooms Bruno, Leuven, Belgium.

A I would suggest finding sturdier
branches! That’s what I use. You might

have to make a new ruthe each time you play
a composition that calls for it. I know of
many things percussionists have used for
this instrument. Among them: (1) Sam Tundo
(Detroit Symphony) uses a Pulli-Pulli. This
is a cylindrical shaped piece of bamboo (about
2" in diameter by 21" long) that has been
split to about six inches at one end to create
about thirteen thin strips. It is used in pairs
in Tahitan folk music by dancers who strike
them together as rhythmic accompaniment.
He simply strikes the shell of the bass drum
with it. (2) Brian Stotz (Rochester Philhar-
monic), Buster Bailey (retired from the New
York Philharmonic), John Soroka (Pittsburgh
Symphony), Paul Berns (Indianapolis Sym-
phony) and Richard Weiner (Cleveland Or-
chestra) all use a ruthe consisting of about
twenty to twenty-five thin dowels (18" long
by 1/8" diameter), although Rich tells me
they also have a bundle of real branches
they use if the conductor prefers. They are
fastened together at one end and also played
on the shell. Brian told me that he played on
the rim of the bass drum with a single dowel
in Mahler’s Sixth Symphony on one occa-
sion.

There is a controversy about whether to
play on the head or on the shell. It seems
to be a performance practice to play on the
head in Mozart and Haydn, and on the
shell with more modern composers such as
Mahler and Berg—although this rule might
not be very rigid. For further information
about the ruthe I would suggest several of
my past Terms articles that have dealt with
this topic: Vol.18, No. 1, Fall 1979; Vol.18,
No. 2, Winter, 1980; Vol.18, No. 3, Spring/
Summer, 1980; Vol. 23, No. 1, October, 1984.
See also Nicholas Ormrod’s article, “The

Q Castagnettes en bois et en fer are
called for in Samson et Delila by

Saint-Saëns. I know this means castanets
made of wood and metal, but I don’t have
metal castanets. What should I use?
—William R. Schoolfield

A You are right, it does means wood and
metal castanets. At this place in the

opera there is a baccanale on stage with
many dancers. What is called for here are
not castanets made out of metal but rather
finger cymbals of the type used by belly danc-
ers. I mounted two pairs on a small piece of
wood with a spring mechanism so that each
time I push the top finger cymbal down the
spring mechanism forces it back up for the
next stroke. Use large finger cymbals so they

can be heard over the orchestra and don’t try
to make the sound too clean. It should cap-
ture the same high-spirited character as the
music suggests.

Q We are performing Cantata para
America Magica by Alberto Ginastera.

The composer asks that a scopettine be used
on the bass drum. I have asked several Span-
ish-speaking people but no one seems to be
able to tell me what it is. Can you help?
—Dane Richardson, Lawrence University,
Appleton, Wisconsin

A The reason Spanish-speaking people
are having difficulty defining this word

for you is that it is not Spanish. Italian is
still the universal language used by many
composers when they ask for directions in
music. Scopettine is the Italian word for
brushes. Actually, the word is similar to the
Spanish word for broom, which is escoba. In
Italian a broom is la scopa, while a small
broom (or brush) is la scopettina. The plural

Terms Used in Percussion/We Get Letters…
By Michael Rosen
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Ruthe in Authentic Performance” in Vol. 33,
No. 3, June, 1995.

Q I am playing La Traviata by Giuseppi
Verdi next month. In Act III the part

calls for tamburelli. What instrument should
I use?
—Brian Johnson, Opera North, Lebanon,
NH.

A I spoke with Valentino Marrè, who is
the timpanist with the Bologna The-

atre Orchestra in Italy, and he validated my
conclusion that tamburelli means tambou-
rines. Verdi does not specify how many tam-
bourines, just several, which could be as few
as two. It is used in a section marked Coro di
Zingarelle (a chorus of Gypsies) where tam-
bourines would sound just right.

Q I will be performing in a production
of Tosca soon and was wondering if

you had any suggestions about the church
bells that are called for at the end of the first
act. The pitches are low B-flat and F and are
not on a standard set of chimes. What would
you suggest I use?
—William R. Schoolfield

A There is no real substitute for the low
chimes the composer calls for. It was

written for real church bells. When played
on a regular set of chimes the sound is too
high and doesn’t even sound like a church
bell—let alone convey the ominous character
of the music. We have a set of chimes here at
Oberlin with an extended range down to low
E, which is what I use. My suggestion is to
contact Gilberto Serna at Century Mallet
Repair in Chicago, who will make any size
tubular chime you need. He can also make
the low chimes for Symphonie Fantastique,
but the sound is not heavy enough in my
opinion. Personally, I would prefer not to use
a sampled sound for these chimes. However,
I heard it done this way once, and when
played from backstage it sounded better than
I expected.

Q The drumset part in Milhaud’s
Creation du Monde has gotten much

attention in articles over the years but the
timpani part is seldom mentioned. The com-
poser calls for a D and an F above middle C.
The last time I played this part I used
RotoToms, but wasn’t satisfied with the sound.
Is it a misprint? What should I use?
—Jack E. Rumbley, Fort Worth Chamber Or-
chestra

A  No, it is not a misprint! Several French
composers have written for this range.

Jacques Rémy, timpanist of the Orchestre de

Paris, told me there are a few possibilities
including tuning tom-toms to the right
pitches or having an instrument maker make
small timpani. Then you could use them if
you played L’ Enfant et les Sortilèges by Ravel
or Lakmé by Delibes. Short of this, he sug-
gests good sounding RotoToms. I use tim-
bales with calf heads, which can be tuned to
clearer pitches because of the single head,
and are far less expensive than having drums
specially made for only a few compositions
that are not performed very often in the
States. In French, timpani is timbales.

Q A student of mine asked about an in-
strument called hosho. He read the

term on the jacket of a CD by the Baliphon
Ensemble. Do you know what it is?
—Gary Spellissey, Chelmsford, MA

A Hosho is a natural gourd rattle with
internal seeds just larger than a stan-

dard maraca. It is played by the Shona people
of Zimbabwé in Africa.

Q I am performing Caucasian Sketches
by Mikhail Ippolitov-Ivanov. He is not

a very well-known composer in this country
so I am having difficulty determining what
instrument to use for what the composer calls
piccoli timpani orientali (small Oriental tim-
pani) in the second movement called “In the
Village.” What is usually used for this part?
—Stuart Chafetz, Honolulu Symphony

A  Ippolitov-Ivanov was born in 1859 and
died in 1935, which makes him a con-

temporary of Rimsky-Korsakov, with whom
he studied. Their musical styles are quite
similar. Early in his career as a teacher and
conductor, Ippolitov-Ivanov went to the
Causasus region of Central Asia (Georgia)
and developed a deep love of the country
and its people, which had a profound influ-
ence on his musical style, sometimes called
“Russian Orientalism.” In this case
orientalism refers to Mideastern syle rather
than Asian style.

A knowledge of the background of this
composition, which was premiered in 1895,
suggests that the drum he had in mind was a
small hand drum of the type used in folk
music all through the area. Depending on
where you are in Central Asia it might be
called daire (Yugoslavia), dahare, dahira
(Caucasus), daira (Caucasus), da’ira (Iran),
dairea, dajre (Albania) dairea (Romania),
doira (Uzbekisan) and even daaré (Bulgaria)
to name a few. The term is from the Persian
or Turkish for circle. All are single-headed
frame drums played with the hands and
sometimes fitted with small rings, bells or

jingles on the circumference. Ippolitov-Ivanov
wrote for the same instrument in a similar
piece again in 1930 called Turkish Fragments
where he calls for tambour orientali daira
(Oriental daira drums). I would use two small
tom-toms tuned rather high and played with
small, hard mallets so the sound cuts
through the orchestration. If you used real
frame drums it probably wouldn’t be
heard—although it might be worth a try.
The piece is not played often enough to
have a performance practice, although the
one recording that does exist (Angel SR-
40119) corraborates my choice.

MISCELLANY
• Jan Pustjens, principal percussionist of

the Concertgebouw Orchestra in Amsterdam,
tells me that for the hammer part in Mahler’s
Sixth Symphony, he uses a huge mallet to
strike a large box. Note the incredulous vi-
sual comment by Gerard Schoonenberg, the
associate timpanist of the orchestra in the
photo of the instrument.

• From the “Percussion Curiosity De-
partment” comes this recipe for fish:
“DRUM ROLL OF COLONIAL FISH:
poached mullet marinated for twenty-four
hours in a sauce of milk, rosolio liqueur,
capers and red pepper. Just before serving
the fish, open it and stuff it with date jam
interspersed with discs of banana and slices
of pineapple. It will be eaten to a continu-
ous rolling of drums.”—from The Futurist
Cookbook, originally published in 1932 by
F.T. Marinetti (1876-1944) and available
in a handsome paperbound reprint with
photos by Bedford Arts, Publishers, San
Francisco. I should counsel readers that
this is the only reference to percussion in
the entire book.

• Here is the answer to the “Percussionist’s
Who’s Who” question from the beginning of
this article: The drummer who has been seen
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by more people than any other is Jacob Jaritz.
You might not know his name, but if you
have ever seen a photograph of Rembrandt’s
painting The Nightwatch or have been for-
tunate enough to see the original in the
Rijksmuseum in Amsterdam, Holland, I am
sure you noticed a drummer in the lower
right-hand corner. That’s Jacob Jaritz. No,
it wasn’t a trick question; I specifically
asked who is the drummer who has been
seen by more people than any other. I didn’t
ask who has been heard by more people
than any other! That’s another question
and another answer. PN

Address questions about terms used in per-
cussion to Michael Rosen, Oberlin Conserva-
tory of Music, Oberlin OH 44074.

Michael Rosen is Professor of Percussion at
Oberlin Conservatory of Music and is direc-
tor of the Oberlin Percussion Institute. He
was Principal Percussionist with the Mil-
waukee Symphony from 1966 to 1972. A na-
tive Philadelphian, Rosen was a student of
Charles Owen, Cloyd Duff, Fred Hinger and
Jack McKenzie. He is on the Board of Direc-

tors of the Percussive Arts Society, writes for
Percussive Notes and is a sought-after clini-
cian for cymbals as well as marimba. He has
recorded for the Bayerische Rundfunk, Opus
One, Albany, Lumina and CRI labels. Rosen
has concertized and taught extensively
throughout the world, including France, Hol-
land, Spain, Belgium, Denmark, Italy, Ger-
many, Finland, Beijing, and Hong Kong.

Looking for the latest
word on percussion
products?

Find it in the
September issue of
Percussion News!

Read about and get a look at
the percussion industry’s
latest releases in
Percussion Industry News,
edited by Steve Beck. Don’t
miss it!

Pre-register for PASIC ’95! See page 40
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Reviewed by Norman Weinberg

of the screen are the familiar menus (File,
Edit, Score, Measures, Notes, Options and
Windows). Below the menus are the exten-
sive tool bar and the transport controls. At
the bottom of the screen are the page view
controls. Additional windows include the
tracks window (for assigning staves to MIDI
output), the graphic window (used for view-
ing and editing your music in “piano-roll”
style), the chords window (for adding chordal
indications in your score), the lyrics and the
step input window.

One of the best features of Overture is
the speed at which it can scroll to various
areas of the page on screen. Overture’s
score window is WYSIWYG (what you see is
what you get) and it gains scroll speed by
drawing the entire contents of the page in
RAM memory. With this feature, the pro-
gram doesn’t have to redraw the page im-
age when you scroll the window, it simply
moves to the area already drawn in RAM.
Along with using the traditional Macintosh
scroll bars, you can access a hand cursor by
holding down the option and shift keys.

O PCODE SYSTEMS, INC.’S
Overture is the newest
computer-assisted notation
package for the Macintosh. The

Mac, being a great computer for graphics
(and music notation is an intensely graphic
process), has seen a number of music nota-
tion programs come and go. And in the last
few years, many new products have reached
the market.

Macintosh users may now choose be-
tween a host of high-end notation packages:
Finale (the current leader), Mosaic, Night-
ingale, Encore, Cuebase Score, Lime and
now—Overture. No program is perfect, as
each one has its own strengths and weak-
nesses, and Overture is no exception. De-
pending on your requirements, however,
Overture may be the perfect program for
you. So let’s see what makes Overture tick.

WINDOWS AND PALETTES
When first calling up a new file in Overture,
you’re presented with the score window in
the main screen (see Example 1). At the top

Once you’re
using the hand cur-

sor you can simply click and
drag the score in any direction.
The tool bar  is shown in Example 2.

The tools are divided into three different
categories: the cursor buttons, the palette
buttons and the transcription quantize
amount button. The toolbar itself, and
each palette, can be oriented in either the
vertical or horizontal position with the
click of the mouse. The cursor buttons in-
clude the arrow cursor, the eraser cursor
and the scale cursor. The arrow is used for
most of the editing operations and will be
discussed at length later. To erase an entry,
select the eraser tool and click the cross

Overture: Macintosh Notation Software

EXAMPLE 1. Overture’s main screen showing menus, toolbar, transport controls, score window,and page-view controls.
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hairs on any musical symbol and its history.
The scale cursor is unique to Overture

and a great help for creating cue notes,
multiple grace notes, solo lines in piano
scores, ossias, kick lines in drumset
charts, or any type of musical notation
that needs to be reduced (or enlarged).
When you select the percentage tool and
drag over the notes, you’ll get a dialog box
asking what percentage you wish to set.
Try 60 to 75% and you’ve got it! In addi-
tion to notes, you can scale staves, mul-
tiple staves, clefs and dynamics.

The palette buttons (See Example 3 for
an illustration of all Overture palettes) con-
tain pop-up menus of musical symbols, and
each can be torn off the menu to create a
floating palette. The notes palette contains
the usual complement of values—from
double-whole to 128th notes and their asso-
ciated rests. You can also make a note a
part of a triplet or select from single, double
and triple augmentation dots. All the neces-
sary accidentals are included in this pal-
ette, including parenthetical accidentals.

For simple note entry from the notes pal-
ette, you select the desired symbol and click
anywhere on the score for insertion. If the
“auto position” command is checked in the
options menu, Overture will automatically
justify the horizontal placement of the sym-
bol in the measure according to the current
allotment table and beat chart (see below).
Without the auto position command in ef-
fect, notes and rests are inserted in the
score exactly where you click the mouse.

Another method of using the note palette
is to combine the use of the mouse with the
Macintosh keyboard. Overture contains
several keyboard shortcuts for selecting
tools within the notes palette. For example,
pressing 1, 2, 4, 8, etc. on the keyboard calls
up whole, half, quarter and 8th notes re-
spectively. There are also keyboard com-
mands for toggling triplets, augmentation
dots, rests and grace notes. All keyboard
commands for this palette are logical and
easy to memorize. To use this feature,
strike the key that selects the tool and
click the mouse on the score for instant
entry. You can also enter notes in step-

time with a MIDI keyboard, from real-
time performances, and by transcribing a
standard MIDI file.

The groups palette contains pop-up
menus for slurs, tuplets, ties and glissandi.

To use any of these features, simply select
the appropriate command and then drag
across the notes you wish to group. Ties and
slurs can be easily edited with the arrow
cursor (which turns into a drag cursor when

EXAMPLE 2. Overture’s toolbar. Notice the logical groupings of various tools and palettes.

EXAMPLE 3. All the musical symbols and commands contained in Overture’s palettes.
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placed on top of one of the control points).
Arc height, arc curvature and endpoints are
fully adjustable, as is flipping the direction
of the tie or slur. Tuplet adjustments are ex-
tensive, allowing for no beam, straight
beam and curved beam indications.

The ornaments and the articulation pal-
ettes together contain a large group of the
most often used note alterations. All sym-
bols are placed into the score at their de-
fault position when the mouse is clicked
over a note. However, if you click and hold
down the mouse button, you can drag the
symbol to position it manually. Of course, if
you choose the default position and then
later wish to make an adjustment, you can
always drag the symbol anywhere on the
page. It’s a snap to add articulations to mul-
tiple notes in much the same manner as
grouping notes. Just select the articulation
you wish and draw a box around the notes
you want articulated.

The noteheads palette contains several
noteheads that are essential for percussion
notation. However, it lacks a few noteheads
that you may find necessary for your nota-
tional projects. There are no parenthetical
notes for ghost strokes. Also lacking are
serif “X” noteheads (some composers prefer
this shape—not unlike the double-sharp
symbol—to the sans serif “X” for cymbal
notes). Overture contains a full set of
noteheads for “shape note music.” Many of
these noteheads can be used for percussion
notation as well.

The dynamics button includes all the dy-
namics you might ever need, from
pianissississimo to fortisississimo! Hairpins
are fully editable, offering control over the
endpoints, size of opening and angle of the
lines. If you option-click a position on the
page, you will add a dynamic to all the
staves of a score. Option-dragging will ad-
just and edit the dynamic marking in all
staves in one operation.

Overture has several methods of deal-
ing with text. You can insert text that is
tied to measures, text that is tied to the
system, rehearsal marks and page text.
Text tied to a measure will remain with
that measure even if other bars are in-
serted or deleted in the score. System text
applies to all staves in a system and will
display and print on all systems when
parts are extracted from the score. Re-
hearsal marks allow you to edit the font,
size, style, alignment and box size. Page
text is used to insert titles, headers,
footers, composer name, etc. A very slick
feature is the ability to make any text

block transparent or opaque. If transpar-
ent, musical symbols and other items on the
page will show through behind the text. If
made to be opaque, a white area will sur-
round the text.

The clefs button contains both versions of
the neutral clef that are commonly used for
percussion notation: two vertical lines and
the rectangle. Rather than have several dif-
ferent C-clefs in the palette, Overture con-
tains a single C-clef that can be moved up
or down on the staff. All the other necessary
clefs are included in this palette.

The staves button is extremely easy to
use. This palette is used for inserting
staves of various types and grouping staves
together into systems. These tools give you
the power to create almost any type of score
setup with cross-staff barlines and group-
ings using both braces and brackets. The
program has no problem with nested braces
and brackets. To connect a group of staves,
simply select the tool you wish to use and
draw a box around the staves. It’s really
that simple!

The barlines button offers single, double,
final and dotted barlines, open and closed
repeats, single and double measure repeats,
and first and final endings. Setting first and

multiple endings is a breeze, as all aspects
of the repeat are editable. If desired, Over-
ture will perform all repeats when the score
is played through a MIDI sound module.

Finally, the toolbar ends with the tran-
scription quantize amount button.
Overture’s smallest transcription note
value is the tripleted version of the select
note value. In other words, if you select the
16th note as the quantize value, Overture
will correctly transcribe notes as short as
16th triplets.

REAL-TIME TRANSCRIPTION
Overture’s real-time transcription ability is
quite good. You can set the metronome to
click in record, click in play, click in the
countoff bar only, and select a metronome
sound through MIDI. The “record options”
dialog box (see Example 4) offers a wide
selection of control over your MIDI input.

PAGE VIEW CONTROLS
These controls contain a pop-up menu used
to select a viewing scale from preselected
choices of 50%, 70%, 100%, 150%, 200% and
250%. If these percentages don’t fit your
needs, you can enter any numerical percent-
age between 40% and 999%. As in all Opcode

EXAMPLE 4. The “Record Options” dialog box set to record only notes, pitch bend,
monophonic aftertouch, pan position and the sustain pedal. All other MIDI data sent to
Overture will be ignored.
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programs, numericals can be typed into the
dialog box, or you can scroll through avail-
able values with the mouse. In addition, you
can perform selective zooming by using the
arrow cursor and option-dragging a box
around the part of the score you wish to
zoom. This area of the score will then be
automatically enlarged to fill the score win-
dow. This pop-up menu also lets you select
commands for “fit in window,” viewing a
single page at a time, or viewing multiple
pages in both horizontal (pages placed side
by side) and vertical formats (pages placed
down the score window).

The “Voice” area of the page view controls
lets you select any one of eight voices for a
single staff. The bar and page numericals
along with the arrow selections for previous
page and next page commands make navi-
gation around the score easy and intuitive.

EDITING DATA
Editing score information in Overture is as
easy as it can be! Any symbol can be moved
left or right, up or down. When you select a
score symbol for editing, the symbol will ei-
ther show up as an outline (used mostly for
notes and rests) or the adjustment handles
will become visible (examples include beams
and slurs). By using the arrow cursor, you
can select individual symbols, contiguous and

discontiguous symbols with ease. Double-
clicking selects all the symbols in an indi-
vidual measure, and triple-clicking selects
all the symbols on an entire staff line.

The arrow cursor turns into a “drag cur-
sor” when placed on top of an individual

symbol or a group of selected symbols. In
addition to dragging any note to a new
pitch and option-dragging to create new
notes in a chord, you can adjust stem length

and direction, beams, slurs, ties and any of
the articulations and ornaments.

There are some really nice features about
entering and editing the notation that
make Overture unique. Symbols such as
fingerings, roll indications and other articu-
lations center themselves in the proper po-
sition on the staff by default. No additional
editing of the articulations’ position is nec-
essary, but if you wish to move them
around, you certainly can. Another cool
thing—let’s say you have a roll on a “D” so
that the stem goes down and the slashes
are below the notehead. If you later edit the
note so that it is an “A” and the stem flips
to point up, the slashes will follow along!
When you wish to drag an ornament, it is
restricted to either horizontal or vertical
movement. At first, this might seem to be a
problem, but by having these restrictions,
an ornament’s edit won’t get out of hand.
All symbols can also be tweaked by using
the arrow keys of the Macintosh keyboard.

When you wish to arrange the position of
staves on the score, Overture takes a
unique approach that is both simple and ef-
fective. By using a combination of dragging,
option dragging or command dragging, you
can adjust the relative positions of a single
staff, all the staves on a page, or all the
staves in the score.

By far, the coolest feature

of this program for

percussionists is the drum

map, which will take any

MIDI input and assign

note numbers to specific

positions on the staff with

specific noteheads.
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Staff widths are altered by grabbing any
staff ’s left or right side selection handle and
dragging to the desired position. Each
measure’s width can be adjusted by drag-
ging the barline left or right. Overture will
automatically respace the music contained
within the measure.

One of the more important features of
any notation program is the amount of flex-
ibility offered in positioning the notes
within the measure. Overture offers auto-
matic positioning according to the
measure’s existing beat chart. The beat
chart can be adjusted by dragging the beat
boxes left or right (see Example 5).

MIDI IMPLEMENTATION
When editing note values in Overture (for
example, changing a series of 8th notes to
8th-note triplets), the program intelligently
decides how to affect the corresponding MIDI
data. If the notes were recorded in real-
time or imported from an existing MIDI
file, Overture will not alter the MIDI data.
If the notes were entered by another man-
ner, then the program will change the cor-
responding MIDI data.

All trill marks affect the MIDI playback
of the score if the “play trill/tremolos” com-
mand is selected in the preferences dialog
box. Any other articulations, such as stac-
cato dots, accents, fermati, tenutos, etc., are
ignored in playback. While these score
markings do not affect playback, dynamics
do. In fact, you can alter the MIDI velocities
of dynamics in a special “dynamics” window
(see Example 6).

MORE FEATURES THAT MAKE OVERTURE
UNIQUE
If you often use musical notation for ex-
ams, articles or books, you’ll be especially
pleased with Overture’s ease in creating
graphics that can be exported to other pro-
grams such as Pagemaker, Freehand or
Microsoft Word. If you keep the mouse de-
pressed over the arrow cursor, a pop-up
menu appears that lets you select either

PICT or EPS. You then draw a box around
any portion of the score (the box can be
edited to further refine your selection) and
double-click inside the box. Presto! A PICT
is instantly placed on the clipboard for in-
stant pasting into another program, or an
EPS file is saved to your hard disk. It
really couldn’t be easier!

There are a series of menu selections that
help transcribe MIDI performances. The
“notate notes as” command can instruct the
program to notate any group of notes as ar-
peggio, staccato, swing 8ths, trill, tuplet or
turn. This comes in handy if you wish to
change a performed trill (for example) into
a single symbol rather than a long string of
short note values.

The fact that Overture will play back
tremolos is very helpful for percussion nota-
tion. If you’re writing a snare drum solo, in-
dicating quarter note rolls by three slashes
through the stems, the MIDI file will play a
series of 32nd notes (perfect for those MIDI
nine-stroke rolls!).

For percussionists, the coolest feature of
this program by far is the drum map, which
will take any MIDI input and assign note
numbers to specific positions on the staff
with specific noteheads. Think about this
for a moment—you can now record your
electronic drumset or drum machine perfor-
mances in real-time and have the proper
pitches and noteheads automatically placed
on the staff! You can also notate your per-
cussion parts as you wish and not have to
worry about the MIDI playback. This is an
extremely hip feature!

Creating a drum map is easy (see Ex-
ample 7) but there are limitations. For ex-
ample, there is no way to automatically no-
tate “X” noteheads as diamonds when
longer durations are performed, and you
are limited to eight different voices or “in-
struments” on a single staff. If your per-
cussion part contains more than eight in-
struments, you’ll need to notate the part
on two staves or add/edit additional notes
after the fact.

HELP IS ON THE WAY
To help get you started, Overture comes with
score templates for full orchestra, string trio,
string orchestra with piano, string orchestra
and string quartet. Choral templates in-
clude SAB with piano; SATB with piano,
bass and percussion; SSA with piano; vo-
cal solo with piano; two part with piano;
and SATB with piano. The brass/band/en-
semble templates include woodwind choir,
wind ensemble, concert band (22 lines),
brass quintet and brass choir.

There are also some sample files that you
can experiment with to gain more working
knowledge of Overture. Included on the
master disks are the “Sonata in E-flat”
for Flute by Bach, a Prokofiev march,
“Greensleeves,” “Danse de la Fee-Dragee,”
“Blue Salsa” and “Amazing Grace.”

The Overture package comes with sev-
eral manuals that are well thought out
and highly organized: Getting Started
Manual—contains installation instruc-
tions and a series of step-by-step tutorials
designed to introduce you to some basic

EXAMPLE 6. The dialog box used for
setting MIDI velocities that correspond to
various dynamic markings.

EXAMPLE 5. Overture’s beat chart allows the user to control the overall spacing of the notes within the measure. Each bar can have
its own unique beat chart.
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Overture features. Overture Reference Manual—contains de-
tailed information about every window and menu item in Over-
ture. Overture Encyclopedia—contains brief explanations of
Overture’s functions. Just look up the function you want to per-
form (using standard musical terminology) and read the descrip-
tion. Encyclopedia entries also point you to other areas that con-
tain more detailed information. There is also a “read me” file
included on the disk, which contains several chapters of addi-
tional helpful information.

LOOK AND FEEL
Overture’s interface is a little odd at first, but very consistent. If
you want to transpose a group of notes or add staccato dots to a
group, the syntax is the same. Without reading the manual, you
might try selecting a group of notes and then call up the “X”
notehead. Well, if you do this, nothing is going to happen. The
correct Overture syntax for this type of operation is to first select
the “X” notehead and then tell the program which notes will be
affected by selecting them. Shortly after making the selection,
the noteheads will change like magic.

 Most Macintosh programs work in the following syntax: here
(indicated by making a selection) do this (indicated by calling up
a command). This is, for example, how one changes fonts in a
typical Mac word processor. But Overture works in the opposite
manner: do this (by calling up a menu command) here (by click-
ing on a place in the score).

EXAMPLE 7. The Setup Track window—where you create a drum map for a staff. This drum map was made for a general MIDI
sound module. Notice that certain notes can also have unique notehead shapes.
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DRUMST6

BOTTOM LINE
Overture is a very slick program that ran without problems on both
my Powerbook 140 and PowerMac 7100. It is fast (no, make that
very fast), intuitive, stable, clean and produces outstanding printed
results. The ease of editing and the ability to edit large portions of
the score with a single command make altering data a pleasure.
Exporting PICT or EPS graphics is fast and painless.

There are a few limitations that may prevent you from using
Overture as your main notational program: somewhat limited
symbol set (lacking several specialized symbols for jazz notation),
key signatures limited to traditional key centers (no mixing of
sharps and flats), and no ability to import or create special graphic
elements necessary for contemporary notation.

On the other hand, how many times do you need these extended
features? And, how many times would you like to notate your
drum performances without major transposition and editing night-
mares?

All in all, I feel that the good points of this program far out-
weigh the slightly less-good points. As Overture is still in its Ver-
sion 1 state, the limitations outlined above may be addressed in
future versions of the software. Even if they aren’t, I’m going to be
using Overture as my standard notational package for most of my
everyday needs. If you’re in the market for a new notation pack-
age, you could hardly go wrong with Overture.

REQUIREMENTS
Overture version 1.0.4 requires a Macintosh 68020 processor or
better. This means that if you’re still using an old Mac Plus, it’s
time to upgrade! The program also requires two megabytes of RAM,
2.5 megs of hard-disk space, and System 7.0 or later. If you plan to
use MIDI devices for playback or real-time recording with Over-
ture, you will need to be running OMS version 1.2 or higher (the
“Opcode MIDI System” that replaces Apple’s MIDI Manager), which
is included with the master disks of Overture. The suggested retail
price of Overture is $495.00.

FOR MORE INFORMATION:
Opcode Systems, Inc., 3950 Fabian Way, Suite 100, Palo Alto, CA
94303; Phone: (415) 856-3333, Fax: (415) 856-3332; 24-hour hot-
line (800) 557-2633 ext 222. PN

Dr. Norman Weinberg is a Professor of Mu-
sic at Del Mar College in Corpus Christi,
Texas and Principal Timpanist/Percussion-
ist with the Corpus Christi Symphony. He
serves as an Associate Editor of Percussive
Notes and as Chairperson for the PAS World
Percussion Network Committee.

HOW TO REACH PAS FAST on WPN

1 By modem, dial 405-353-1441
2 Enter your User ID and password
3 Choose (E)lectronic Mail from the main

system menu, then (W)rite a message
from the Electronic Mail menu

4 Address your message to Percussive Arts
Society
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T HE XYLOPHONE HAD A HISTORY
before Guzikow, with its origins in
Africa and the Far East. Although
both areas have always utilized a

wide variety of xylophones, there is one char-
acteristic specific to each area that identifies
a xylophone as coming from one or the other
of these two regions: the African xylophones
generally used gourds to help resonate the
tones of each individual bar, while the Far
Eastern xylophones were trough-resonated
with one resonator common to all bars.
The simplicity of construction and basic
principles of tone production have made
instruments similar to the xylophone com-
mon in most societies.

In nineteenth-century Europe, the
 xylophone was known by such names
as xylophon, zilafone, holzharmonica,
strohfiedel and claquebois, to name a few.
The first mention of the instrument in a Eu-
ropean book about music seems to be that
in the organist Arnold Schlick’s Spiegel der
Orgelmacher und Organister of 1511, where
the instrument is called a hultze glechter, or
“wooden laughter.” Subsequent evidence of
the instrument can be found in the wood-
cuts of Holbein’s Simulacres et historiees
farces de la mort of 1538, and in 1620
Praetorius described a similar instrument
in his Syntagma musicum. References in
later books, paintings, sculptures, and en-
gravings are quite common.1

The construction of these early xylo-
phones was simple, consisting of one row of
bars. The number of bars might vary, but
was sometimes as few as eight. These small
portable instruments were therefore popu-
lar with wandering musicians, most of
whom seem to have come from eastern Eu-
rope and southern Germany.

The strohfiedel (straw-fiddle) was typical
of the kind of primitive xylophone used by
these wandering musicians, and it closely
resembled similar instruments found
among the Russians, Poles and Tartars.2 It
consisted of various lengths of wood laid
across four rows of straw, and was played
with spoon-shaped hammers. The four-row
strohfiedel arrangement and its playing
technique closely paralleled those of the
hammered dulcimer, or cimbalon, an instru-
ment also native to eastern Europe and
western Asia. The unskilled use of such folk
instruments was the probable cause of their

neglect for serious musical purposes; the
educated classes probably viewed them
with as little respect as a twentieth-century
audience would view musical spoons.
Guzikow’s musicianship and virtuosity
made this humble instrument respectable
in serious musical circles.

The instrument that Guzikow played did
not have gourds or individual resonators of
any type, so it may be assumed that his
trough-resonated xylophone was more akin
to the xylophones of the Far East. Although
its exact origin is still in question, this rus-
tic instrument, which the Poles refer to as
Jerova i Salame, may have been a product
of its own culture. In the heavily wooded re-
gions of eastern Eu-
rope, it is entirely
possible that the in-
habitants discov-
ered for themselves
that different tones
result from cutting
sticks or logs to
various lengths.
Whatever its origin,
the Jerova i Salame
was a popular in-
strument with the
poor mountaineers
of Poland; no enter-
tainment or festival
took place without
it.3

Guzikow was familiar with this instru-
ment in his childhood and had acquired a
certain ability for it, but he was not com-
pletely satisfied with it in his early years:
“The sound of it was not unpleasant to my
ears; I even found it rather charming be-
cause of its softness; for all that is noisy ir-
ritates and hurts me. However, the instru-
ment was so defective and presented such
few possibilities that I neglected it a little,
until destiny commanded otherwise.”4

The destiny to which he refers was his
lung disease, which forced him to give up
the wind instruments and turn to this
primitive xylophone. Since this was to be
his principal instrument, he immediately
began to modify its form by expanding its
range from fifteen to twenty-eight bars.
Subsequent alterations included tapering
the ends of the bars to help focus the pitch,
rearranging the placement of the bars to fa-

cilitate performing, and the placing of the
bars on straw instead of wood to allow the
bars to resonate more freely and with
greater volume.5

The details of its construction may fur-
ther the understanding of this odd instru-
ment. Five thin bars of wood were covered
with straw to form the base on which the
tone bars were placed. The ends of the
straw bundles were gathered and tied with
small pieces of cord; gold tassels orna-
mented the upper ends of each of these five
bundles. The bundles were placed equidis-
tant from each other on a table, perpendicu-
lar to the edge where the performer stood;
they served to provide a gentle cushion on

which the tone bars
could resonate. The
space between the
tone bars and the
table served as a
resonating trough.
The tone bars were
half-cylinders, ta-
pered at each end
and graduated from
four to twelve
inches in length.
The tone bars were
made from the wood
of the red or white
cedar tree and were
loosely tied to the
bundles of straw

with ribbons. The bars were further stabi-
lized by positioning them so the flat sur-
faces of the half-cylinders rested on the
base.

Unlike the modern xylophone, the bars
were placed horizontally to the performer.
The twenty-eight bars were arranged in
four rows across the five bundles of straw,
with each row alternating position on the
straw bundle with the adjacent row of bars.
The lowest tones and longest bars were at
the lower right-hand corner and gradually
decreased in length as one proceeded up the
row. The next row to the left resumed the
pattern at the bottom, with the bars, again,
gradually shorter as one reached the top of
the row. This pattern continued for the
third and fourth row until the highest note
was reached at the upper left-hand corner.

There seems to be no clear description of
the exact arrangement of pitches. Although

Michal Józef Guzikow: Nineteenth-Century Xylophonist,
Part II

 By John Stephen Beckford
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the description of the instrument would im-
ply that the bars were arranged chromati-
cally, Francois Fétis casts some doubt on
this conclusion with the following descrip-
tion of the original instrument and
Guzikow’s modifications: “Ordinarily it is
built after the Chinese major scale, with
the fourth degree a half step higher.
Guzikow started improving this instru-
ment... He increased the number of wooden
sticks up to two and one-half chromatic oc-
taves, not in alternate order of half-steps,
but in a certain order made to facilitate per-
formance.”6 This “certain order to facilitate
performance” could have been a logical ap-
proach to the four-row arrangement. The
instrument that Europeans were to eventu-
ally develop incorporated some of these
playing considerations.

The continental xylophone, as it is now
commonly called, is still in use and easily
accommodates the hand-to-hand perfor-
mance of a G major scale as one proceeds up
the middle two rows. If Guzikow had made
some adjustments in the chromatic order-
ing of the bars, his instrument may have
been the foundation for the design of the
continental xylophone. Although there is a
contradiction between the left to right chro-
matic arrangement described by
Schlesinger in Guzikow’s biography and the
arrangement suggested by Fétis, it must be
pointed out that Fétis acquired his informa-
tion about Guzikow and his instrument in
Brussels, two years after Schlesinger’s ac-
count of them in Vienna. It is likely that,
during these two years, Guzikow had ex-
perimented and rearranged his bars, more
closely matching Fétis’ description. All ac-
counts describe Guzikow as an artist who
not only sought to improve his performance
but his instrument as well. He was inclined
to experiment with any ideas that would of-
fer a chance for these improvements.

Guzikow’s innovations also offer an ex-
planation as to why the keyboard was not
arranged in a manner similar to the piano.
The original instrument had a range of only
fifteen bars and was used primarily to play
modal folk tunes. The technique of playing
and arrangement of pitches were very simi-
lar to the hammered dulcimer, or cimbalon,
which Guzikow played as a child. When
Guzikow decided to expand the range of
this humble folk instrument, he maintained
the basic arrangement. After all, Guzikow
could not read music and had no reason to
relate his keyboard to that of the piano.7

The two mallets used to strike the bars

were made of hardwood and were spoon-
shaped with a hole in each handle for the
thumb. The shaft of the mallet was held be-
tween the index and middle fingers. These
mallets were similar to those still used to
play the cimbalon.8

Guzikow’s technique was always greeted
with surprise and astonishment. Mostly he
would play rapid single-note passages with
his two mallets and, of course, he could play
double stops. Chords were reproduced as
fast arpeggios.9

The sound of his instrument could not
have been sonorous. Georges Kastner de-
scribed the sound as that which “lends itself
so perfectly well to
the expression of
tender and painful
feelings; it is a me-
tallic timbre remi-
niscent of glass, or a
bell, but softer, less
loud...”10 However,
the sound of the in-
strument must have
been somewhat pen-
etrating, otherwise
it would not have
been successfully
heard in the large
theaters in which Guzikow performed. He
also could not have projected above the ac-
companiment of his quartet and others if
the tone had been too feeble.

Guzikow’s repertoire was extremely di-
verse. Not able to read music, he relied pri-
marily on melodies with which he was most
familiar. These included Polish songs, ma-
zurkas, polonaises, Jewish folk melodies
and, from time to time, Russian, Ukrainian
and Belorussian melodies, all set to his
original interpretations. Some pieces were
lengthy fantasias based on these melodies.
Of course, audiences familiar with these
tunes could better appreciate these compo-
sitions than audiences unfamiliar with the
folk melodies. As a result, Guzikow added
more western European music to his reper-
toire as he made his way to Vienna.11 These
pieces included interpretations of piano and
violin concertos by well-known contempo-
rary composers such as Karl Maria von We-
ber, Johann Nepomuk Hummel and Franz
Anton Hoffmeister. Undoubtedly, his quar-
tet played a reduction of the orchestral ac-
companiments. Other composers repre-
sented in Guzikow’s repertoire included
Karol Kurpinski (Polish, 1785-1857), Jo-
seph Xaver Elsner (Polish, 1768-1854) and

Felix Mendelssohn, and the arias of
Gioachino Rossini.12

One work that consistently evoked great
applause and enthusiasm from audiences
was Niccolo Paganini’s La Campanella.13

This composition represents a virtuosic
challenge to any violinist; to see and hear
this work performed on such an unpreten-
tious instrument as the xylophone must
have been a uniquely impressive experi-
ence. Since this is the only specific title
known in Guzikow’s repertoire, it is the
sole opportunity to examine, although in-
directly, the literature of this musician
and to speculate on the technical

challenge Guzikow
would have faced
with this piece.

La Campanella
is actually the
third movement of
Paganini’s second
violin concerto, the
Concerto in B Mi-
nor, Op. 7, which
was written in 1826
while the composer
was in Italy. The
subtitle was derived
from the bell-like

tones heard when the violinist plays a se-
ries of harmonics in the theme of this rondo
form. The movement could stand on its own
and quickly became one of Paganini’s most
popular compositions. In 1828, Paganini
left Italy to tour Europe using La
Campanella as the centerpiece of many of
his concerts. European audiences may have
gained greater familiarity with this piece
through performances by other violin vir-
tuosos such as Karol Lipinski, who studied
much of Paganini’s music, and through
Franz Liszt’s piano fantasie on La
Campanella.14 If Lipinski performed the
work regularly, then it is possible that
Guzikow first heard the work when the two
met in Kiev in 1834.

Although the work lends itself to a vari-
ety of virtuosic treatments, much would
have to be altered from the original to have
been performed on Guzikow’s twenty-eight-
toned instrument. The two and one-third
octave range of his instrument could not
have accommodated the four and one-third
octave range needed to play a literal tran-
scription of the violin solo. However, with
only a few octave adjustments, the entire
rondo theme could have fallen within the
range of Guzikow’s xylophone. The episodes

After all, Guzikow could

not read music and had

no reason to relate his

keyboard to that of the

piano.7
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that follow this theme are not as easily ac-
commodated on the small instrument. Ei-
ther Guzikow omitted many sections of this
movement or else he allowed himself much
freedom with the interpretation of the origi-
nal music. Most likely, Guzikow adopted
both approaches in developing his own ar-
rangement.

Closer analysis reveals that many of the
melodic ideas in the episodes are based on
simple melodies ornamented with arpeg-
gios. Guzikow could have easily used the
same chords, but redirected the shape of
the arpeggio to accommodate the
instrument’s limited range. In addition, the
piece contains sections that are autonomous
and thus allow their deletion if not favor-
able to the instrument or the performer.
These adjustments, along with the possibil-
ity that he replaced much of the music with
his own variations, provide us with clues as
to what the audience actually heard when
Guzikow played La Campanella.

Extremely proficient technique would
have been required to execute the many de-
manding passages. The numerous double
stops in octaves would have provided a con-
siderable challenge at the indicated tempos.
Also, some of the passages are more idiom-
atic to the violin than to the xylophone, cre-
ating other challenges for Guzikow. In spite
of the technical considerations, one must
not forget that Guzikow did not read music;
his knowledge of La Campanella must have
been based entirely on what he heard. Con-
sequently, his version may have been quite
different from the original, but to what ex-
tent his version differed will remain un-
known. None of the commentaries on his
concerts pointed to any negative reaction to
his arrangements; the reviews were always
written with praise and astonishment.

It can be assumed that Guzikow encoun-
tered similar challenges when arranging
other works for his xylophone. Although it
is not known which specific works he used,
Guzikow’s approach toward performing
the compositions of Weber, Hummel,
Hoffmeister and others would have been
the same as that used for La Campanella.
By performing such repertoire, Guzikow
heightened the status of the xylophone; a
rare folk instrument became a curious
concert instrument, suitable for the ex-
ecution of profoundly difficult music.
Through a combination of adjustments to
the instrument, his repertoire and his ar-
rangements, Guzikow refined his presen-
tation to his best advantage.
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throughout most of the piece. Scored
in F to take advantage of the rich low
register of the vibraphone, the piece
features a constant shift of meter
changes that are lyrical in nature.

The publisher has printed the solo
on two, 3-page sheets, which is help-
ful, but some memory is required as
there is not a pause in the music
where the shift of pages takes place.
The print is slightly larger than pre-
vious Southern publications, which
certainly helps one see it across a
keyboard percussion instrument.
This is an excellent addition to the
serious literature for vibraphone, and
is worthy of consideration for con-
tests and student recital programs.

—George Frock

Third Dance For Marimba IV
Thom Hasenpflug
$8.00
M Baker Publications
SMU Box 752510
Dallas TX 75275
Third Dance, a four-mallet work
for solo marimba (low A), is con-
structed with “thematic cells,” as
the composer calls them, set in a
variety of guises, from four-note
arpeggios to alternated left-right
double stops. The result is a capti-
vating composition in minimalist
vein that relies for much of its
success on the variations of
rhythms in which the “cells” are
structured, and on accents and
dynamic shadings. It will be
accessible to any college marim-
bist who has mastered basic con-
trapuntal four-mallet performance
techniques.

—John R. Raush

5 Pièces Pour Marimba Solo V
Emmanuel Séjourné
$18.40
Edition Musicales
Alphonse Leduc
175 rue Saint-Honoré
75040 Paris Cedex 01
College marimbists, take note!
This volume contains some of the
most refreshing, original music for
solo marimba to come off the
presses in recent years. The first
three pieces, “Balafon,” “Arabira”
and “Akadinda,” were inspired by
African music; the fifth,
“Prétexte,” by jazz elements.
Séjourné utilizes effects such as
playing over nodes, dead sticking,
and playing with fingers and

fingernails to imitate the timbres
of native instruments and music.
This work can be compared to
many other contemporary compo-
sitions that owe their vitality to
inspiration attributable to the folk
music of non-Western cultures.

—John R. Raush

Sweet Death V
Dean Gronemeier
$8.50
M Baker Publications
SMU Box 782510
Dallas TX 75275
College-level marimbists inter-
ested in applying contemporary
four-mallet skills in the perfor-
mance of a tonal work will find
that opportunity in Sweet Death, a
two-movement work for solo ma-
rimba (lowest note, low F). The
first movement uses a chorale-like
melody, written in long note val-
ues, which, to the uninitiated,
may sound quite simple. However,
the first movement of this two-
movement selection is quite diffi-
cult, featuring a melody in rolled
octaves in one hand accompanied
by broken chords and intervals no-
tated in 8th-notes in the other,
putting a high premium on hand
independence. The repetitious
chordal patterning of broken tri-
ads and seventh chords make any
inaccuracies very apparent.

—John R. Raush

Uneven Souls V
Neboj£a Jovan ›ivkovi¶
$17.00
Ed. Music Europea
Distributed by Steve Weiss Music
P.O. Box 20885
Philadelphia PA 19141
Uneven Souls is a work for solo ma-
rimba (low F) accompanied by three
multi-percussionists and men’s
voices. This impressive work was
premiered in the U.S. at the Uni-
versity of Maine with the composer
playing the solo marimba part and
accompanied by the UMaine Per-
cussion Ensemble. It was later per-
formed on the New Music/Research
Day at PASIC ’93 in Columbus by
the same group. The voices do not
sing text but rather intone vowel
sounds. They should be “untrained”
and can be the same percussionists
or additional voices.

The piece consists of three parts,
each fading into the next. The work

can be characterized as a joyous cel-
ebration of Macedonian rhythm and
melody, full of complex (odd) meters
and haunting modal melodies. Many
of the rhythmic motives are based on
folk dances of the Balkans. It is illus-
trative that in ›ivkovi¶’s performance,
he does not walk up to the marimba
for the solo entrance after a percus-
sion introduction—he dances up to
the instrument!

The instrumentation for the
three percussionists is somewhat
extensive but made up of standard
percussion instruments that will be
found in most college percussion de-
partments. The score does call for a
few more exotic instruments, such
as Peking opera gong, darabukka
and various multi-tongued slit
drums. The solo part requires four-
mallet melodic and chordal tech-
nique and is monophonic in the
sense that all accompaniment lines
are left to the percussion ensemble.
Uneven Souls is an accessible, effec-
tive piece and great fun to perform
for both the soloist and accompany-
ing percussionists. It has just been
released on a CD under the same
title (also reviewed in this issue).

—Stuart Marrs

Three Short “Lollipops” VI
Michael Boo
$6.50
Studio 4 Productions
Alfred Publishing Co.
16380 Roscoe Blvd.
P.O. Box 10003
Van Nuys CA 91410
These three short “lollipops” for xylo-
phone, written for Evelyn Glennie,
are, in the composer’s words, “music
that is fun to play and listen to, per-
haps a bit hokey or ‘sugary,’ with a lot
of notes and an abundance of flash
and glitz.” He’s right. The three
movements, which total approxi-
mately six minutes in length, are
witty, chromatic tunes requiring four-
mallet dexterity and independence.
The techniques and musicality re-
quired make this a work for the ad-
vanced mallet player. The first
movement features four-mallet
chords and left-hand chordal accom-
paniment to a right-hand melody.
The second movement features a
flowing melody over a two-mallet,
left-hand ostinato. The third move-
ment is a fast (primarily two-mallet)
escapade with wide intervallic leaps.
This piece would work well on a col-

Selected Reviews of New Percussion Literature and Recordings

Publishers and composers are invited
to submit materials to Percussive
Notes to be considered for review.
Selection of reviewers and the editing
of reviews are 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, P.O.
Box 25, Lawton OK 73502-0025 USA.

PERCUSSION REFERENCE
TEXTS

Volume II of Series A.I.M.
Indian Influence—Tabla Perspectives
Jerry Leake
$25.00
Rhombus Publishing
Box 184
Boston MA 02123
Volume II of Series A.I.M. is the sec-
ond edition of this book, which has
increased in size (184 pages) and con-
tent. It is divided into the following
sections: Chapter 1—Fundamentals;
Chapter 2—Bols (syllables) on Tabla;
Chapter 3—Tala and Laya; Chapter
4—Repertoire and Appendices. Each
chapter deals with its subject matter
in an in-depth fashion.

The text of this book on Tabla Per-
spectives is quite clear and easily un-
derstood. The illustrations are
plentiful and provide visual images
that will enhance the learning expe-
rience. The Repertoire chapter pro-
vides the reader with 107 pages of
music from which to perform. This
superb book is a must for anyone
looking to become a tabla player.

—John Beck

KEYBOARD PERCUSSION

Tears Of Long Lost Love IV
Todd A. Ukena
$5.00
Southern Music Co.
1100 Broadway
P. O. Box 329
San Antonio TX 78292
Written for solo vibraphone, this com-
position opens with a four-measure
introduction that states the main
theme, a scale pattern in the right
hand that descends from the fifth
scale degree to the root, and then re-
verses. The material is accompanied
by chordal arpeggios, which occur
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lege or professional recital program
where a change of pace is desired.

—Terry O’Mahoney

KEYBOARD PERCUSSION
ENSEMBLE

Four Pieces From the Gayane Ballet
Suite IV

Aram Khachaturian
Arranged by Matt Springer
$12.50
CPP/Belwin, Inc.
15800 NW 48th Ave.
Miami FL 33014
First, let it be noted that in this ar-
rangement for mallet quartet of se-
lections from the Gayane Ballet
Suite, Matt Springer omits the best-
known piece—the famous “Sabre
Dance.” However, in this publication,
which does include the “Dance of the
Rose Maidens,” “Lullaby,” “Dance of
the Young Kurds” and “Lezchinka,”
no one will even notice it is
missing. Springer utilizes his limited
keyboard forces well, adapting

Khachaturian’s music to orchestra
bells (player I), xylophone and ma-
rimba (player II), vibraphone (player
III) and a second marimba (player
IV), and tapering the length of the
original to realistic proportions. To
the arranger’s credit, the instrumen-
tation seems appropriate for the se-
lections he has adapted; for example,
the sostenuto capabilities of the vibes
are used to good advantage in
“Lullaby.” Four college or advanced
high school mallet percussionists can
draw a great deal of pleasurable mu-
sic from this tidbit borrowed from the
orchestral repertoire.

—John R. Raush

Thais IV
Richard Sanford
$15.00
M Baker Publications
SMU Box 752510
Dallas TX 75275
This percussion trio (xylophone/
glockenspiel, vibraphone, and ma-
rimba) creates a soothing exotic mood
through its use of modal themes and

simple, lyrical melody. Written pri-
marily in 12/8 (m.m. = 72) with very
few accidentals, the piece “reads”
very easily and presents few rhyth-
mic challenges. The piece is reminis-
cent of gamelan music. It is
recommended for high school or col-
lege ensembles.

—Terry O’Mahoney

Double Concerto IV-V
J.S. Bach
Arranged by Murray Houllif
$8.00
Per-Mus Publications
P. O. Box 02033
Columbus OH 43202
This is a quartet arrangement of
the J.S. Bach Double Concerto,
scored for two solo instruments
(marimba, vibraphone or xylo-
phone) and two accompanying ma-
rimbas. One of the accompanying
marimba parts is in treble clef and
requires three mallets for perfor-
mance. The other part is in bass
clef and requires a low-A ma-
rimba. The quartet is scored in D

minor and the print is manuscript,
although the notation is very clear
and easy to read. There are large
leaps in register, particularly in
the solo parts, but as expected in
the Bach style, there are many
scale-type passages.

The publisher has made this set-
ting available with parts only, with
a recommendation that an actual
score be obtained for rehearsal pur-
poses if necessary.

—George Frock

SNARE DRUM

Flam-able II-IV
J. Michael Roy
$2.50
Medici Music Press
4206 Ridgewood Ave.
Bellingham WA 98226
At first glance, any snare drum solo
with sticking requirements appears
to be a rudimental demonstration.
Flam-able, however, falls into a dif-
ferent category, with constantly shift-

Difficulty Rating Scale
I-II Elementary

III-IV Intermediate
V-VI Advanced
VI+ Difficult
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ing meter changes, numerous dy-
namic changes and repeated note
groupings played with one stick. The
rhythmic motives create a dance-like
feeling that is fresh for a medium
that has an abundance of literature
already available. The print is clear,
as are the stickings. The editor rates
this solo as a II-III in difficulty, but
because of the tempo markings (quar-
ter = 132 and later 176), I have rated
the solo at a II-IV level.

—George Frock

Twenty-Four Swing Street III
Steven R. Machamer
$3.50
Per-Mus Publications
P.O. Box 218333
Columbus OH 43221
In this snare drum solo, which
should challenge the maturing high
school rudimental snare drummer,
Machamer subjects a continuous
flow of 16th and 16th-note triplets
to a variety of rudimentally-in-
spired sticking patterns. Included
are such “chop busters” as triplet
patterns played with doubles and
groups of 16th notes sticked with
three and four notes on each hand.

—John R. Raush

Boardwalk III-IV
Gerald M. Heslep
$4.00
Kendor Music Inc.
Main and Grove Sts.
P. O. Box 278
Delevan NY 14042-0278
Boardwalk is a rudimental-style
snare drum solo in common time.
Technical demands include single-
note patterns with accents, 5-, 7- and
11-stroke rolls, and flams. The
thematic interest occurs in the shift-
ing accents found throughout the
solo. This solo has numerous dy-
namic changes and crescendos, which
helps with interest as well as defin-
ing the form. The editor grades the
solo a IV, but this may be a bit high
since there are few innovative de-
vices that make Boardwalk unique
from other snare drum solo publica-
tions. The print is clear and easy to
read. This is an excellent teaching re-
source and worthy of consideration
for a solo contest.

—George Frock

The Charger IV-V
Art Cappio
$3.00
Pioneer Percussion
Box 10922
Burke VA 22009
This is a rudimental-style snare
drum solo dedicated to the late Frank
Arsenault. The solo contains the typi-
cal open rolls, 16th-note groupings
with double strokes or rebounds
on differing subdivisions, and
paradiddles. At rehearsal 45 the
tempo increases from quarter note =
132 to 144. All roll, sticking indica-
tions and dynamics are clearly no-
tated, and the measure numbers are
provided as a help to teachers and for
adjudication purposes. This is a chal-
lenging solo, recommended for the
contest situation.

—George Frock

TIMPANI

Carum II
$4.00
Cartou III
$5.75
Jean-Claude Tavernier
Gérard Billaudot
Selling agent Theodore Presser Co.
1 Presser Pl.
Bryn Mawr PA 19010
These two, short publications fulfill a
need for well-written training litera-
ture for solo timpani with piano ac-
companiment, appropriate for junior
high and high school students. They
make use of the same piano part,
thereby making it convenient for a
single pianist to play for several stu-
dent timpanists at different levels of
development. Both are also designed
with an eye towards versatility, with
two-drum as well as four-drum ver-
sions.

—John R. Raush

Hermes Presents
The Lyre To Apollo V-VI

Kenneth La Fave
$9.50
M Baker Publications
SMU Box 752510
Dallas TX 75275
This is a single movement from Ken-
neth La Fave’s Three Pieces For 5
Timpani, which was premiered by
Roland Kohloff in 1988. The work is
for timpani and piano, and is dance-
like in character, having numerous
meter changes and rhythmic chal-
lenges throughout. The solo requires
five drums, including a 20-inch

model, as the range goes as high as
middle C. The solo requires an ad-
vanced player; rhythmic and melodic
material move rapidly over the entire
set. There are so many 16th-note pas-
sages that, upon first glance, it looks
like a keyboard solo. At rehearsal C
the timpanist must gliss from F to C
on one drum while playing counter
material on the higher drums.

The print is clear and is well pre-
sented. There is one glaring error:
the timpani part says it is the second
movement, while the piano accompa-
niment says it is the third.

—George Frock

PERCUSSION ENSEMBLE

Bi-Cycles III
J. Michael Roy
$4.00
Medici Music Press
4206 Ridgewood Ave.
Bellingham WA 98226
This snare drum duet uses antiphony
as its main compositional approach.
Beginning in 6/8, it moves quickly to
4/4 and makes use of the batter head,
rimshots, and stick clicks to add vari-
ety to the thematic material. The
moderate tempo (m.m. = 88) and
rhythms would not intimidate
younger players. This is recom-
mended as an elementary to interme-
diate contest or recital piece.

—Terry O’Mahoney

Centurion March For Percussion III
Morris Alan Brand
$9.00
Kendor Music, Inc.
Main and Grove Sts.
P. O Box 278
Delevan NY 14042-0278
If you are looking for ensemble litera-
ture for a junior high or middle
school ensemble, Centurion March
for Percussion is a must. Technical
demands of the parts are well-suited
to that age group. There are parts for
eight percussionists playing bells,
two marimbas, chimes, snare drum/
tambourine, crash cymbals, bass
drum and two timpani. Students are
sure to relate to the piece, which con-
jures up images of a triumphal
march scene in a Hollywood movie
spectacular.

—John R. Raush

Histoire Pressée III
Histoire Cyclopéenne IV
Philippe Leroux
$4.50 each
Gérard Billaudot
Selling agent Theodore Presser Co.
1 Presser Pl.
Bryn Mawr PA 19010
These two publications add to a
rather limited repertory—duet music
for timpani and one other percussion
instrument. Both are written for four
timpani. Histoire Pressée, for a tim-
panist and snare drummer, is appro-
priate for students of high-school age
or older; Histoire Cyclopéenne, a duet
for timpani and vibraphone, is suit-
able for a college-level duo. The fast
tempo and glissandi will challenge
the timpanist in the former piece; the
latter is also more demanding for the
timpanist and starts with a most un-
usual tuning scheme—all four drums
tuned to the same C. Each player is
provided with a performance score.
The only negative feature of these
duets is their extreme brevity.

—John R. Raush

Samba Classico III-IV
Anthony J. Cirone
$12.00
CPP/Belwin, Inc.
15800 NW 48th Ave.
Miami FL 33014
Samba Classico, a percussion quar-
tet, is scored for bongos, timbales and
bass drum, four concert toms, and
four timpani. Most of the material
consists of various rhythmic combi-
nations that interact with one an-
other over an ostinato pattern played
by the timpanist, which occurs
throughout much of the composition.
The entire work is in common time,
and one change in tempo, a piu
mosso, closes the performance. The
execution and interaction of the parts
and the unison passages will be chal-
lenging for young ensembles. The
print is easy to read, and stick re-
quirements are presented by picto-
grams. The Latin feel should be fun
and provide excellent training for the
high school and young college en-
semble.

—George Frock

Suite For Four Percussion IV
Enric Andrew Zappa
$35.00
Ken Crawford
1904 James Ave.
Redwood CA 94062
A commission by the Pacific Sticks
Ensemble brings us a traditional
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quartet based on the structure of the
Baroque suite. There are six move-
ments: Prelude, Allemande,
Courante, Sarabande, Minuet and
Trio, and Gigue. The Prelude is short
and includes opportunities for impro-
visation between the players. Other
areas of interest are the instructions
in the parts that call for open and
closed rolls, various stick and mallet
choices, playing areas on the heads,
and even playing water glasses with
pencils and erasers.

The score and parts are easy to
read. Written for the college level en-
semble, this work offers a variety of
colors and settings, and is worthy of
performance on an ensemble concert.

—George Frock

Trio IV
Daniel Levitan
$15.00
M Baker Publications
SMU Box 752510
Dallas TX 75275
Those who keep up with good con-
temporary percussion literature are
aware of Daniel Levitan’s contribu-
tions, which are played by the likes

woodblock, two snare drums, bongos,
cabasa, four high tom-toms, medium
woodblock, four low tom-toms, and
high woodblock.

As the title implies, the instru-
ments are brought into the compo-
sition one by one, which gives the
effect of layering one instrument
over another. Once all instru-
ments are in use, the composition
progresses through a series of
meter changes that gives the mu-
sic a feeling of steady acceleration.
The individual parts are not diffi-
cult but will provide satisfaction
to the performer as they are inter-
esting and require a degree of
technique. For the two vibraphone
parts the performer must play
three-mallet chords.

Layers is an excellent contribution
to the percussion ensemble litera-
ture. A good high school or college en-
semble would find this work an asset
to its program.

—John Beck

Symphony #3 (Sacred) V-VI
Anthony J. Cirone
$29.95
CPP/Belwin, Inc.
15800 NW 48th Ave.
Miami FL 33014
Anthony Cirone’s Symphony #3  (in
four movements) for percussion sex-
tet is scored for bells, xylophone, vi-
braphone, marimba, four toms,
suspended cymbal, triangle, four tim-
pani, chimes and four RotoToms. It is
based upon several parts of the tradi-
tional Mass, with corresponding or-
chestration approaches. The slow
first movement (“Lord Have Mercy”)
is based upon a haunting four-note
motive. The second movement
(“Glory Be To God”) is a spirited 3/4
piece that includes a marimba ca-
denza. The third movement (“Holy,
Holy, Holy”) is a dense, angular work
featuring unusual sonorities and
rhythmic phrases. The fourth move-
ment (“Lamb of God”) is a slow cho-
rale accompanied by a regal timpani
statement. The vibist is required to
use four mallets and several parts
make use of quintuplets and sextu-
plets. The writing is excellent and

of the Manhattan Marimba Quartet
and Marimolin. In this unusual
work—a trio scored for two
cowbells, two drums, and one
temple block—Levitan works with a
two-bar rhythmic theme to build an
exciting piece that displays his pen-
chant for creating subtle rhythmic
effects through the manipulation of
accents and rests. A good perfor-
mance of this piece by three college-
level percussionists will show that
much music can be coaxed from
very few instruments.

—John R. Raush

Layers for Percussion Ensemble V
Lynn Glassock
$20.00
Southern Music Co.
Publishing Division
1100 Broadway
P.O. Box 329
San Antonio TX 78292
Layers is a composition written for
eight percussionists all using stan-
dard percussion instruments: two vi-
braphones, two 4 1/3 octave
marimbas, tambourine, castanet,
temple blocks, cowbell, low
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very playable. It is recommended for
an advanced high school or college
percussion ensemble.

—Terry O’Mahoney

MULTIPLE PERCUSSION

Trois Danses III
Marcel Jorand and
Jean-Jacques Di Tucci
$10.50
Gérard Billaudot
Sole selling agent Theodore Presser
Co.

1 Presser Pl.
Bryn Mawr PA 19010
In the best tradition of the old
“concours du Conservatoire National”
repertoire for percussion, each of the
three dances of Trois Danses for solo
percussion with piano accompani-
ment is devoted to a different instru-
ment—multiple percussion (snare,
two toms, suspended cymbal) in the
first, xylophone in the second, and
three timpani in the third. However,
unlike the “conservatoire” repertoire,
this piece is playable by a high school
or precocious middle-school musician.
Those students will discover a well-
crafted composition, mildly disso-
nant, but quite tuneful—something
they should enjoy, especially those
who want to display their accom-
plishments as “total percussionars.”
In addition, the piano part is not dif-
ficult; it should be playable by a com-
petent high school pianist.

—John R. Raush

L’Histoire du Soldat VI
Igor Stravinsky
Edited by Frank Epstein
$5.00
Frank Epstein
Boston Symphony Orchestra
Symphony Hall
Boston MA 02115
Much has been written about the per-
cussion part from Stravinsky’s
L’Histoire du Soldat, from the proper
drums to be used to the selection of
appropriate mallets. Frank Epstein
has put it all in perspective with his
edition of the percussion part from
this work by suggesting a practical
set of instruments and mallets that
conform to the contemporary world of
percussion. He has also re-written
the parts with high, medium and low
notes properly placed on the staff for
easy reading. Epstein has suggested
some phrasing and dynamics that en-
hance the musical line, and has also
included stickings that provide a

smooth flow through technical and
musical lines. If I were playing
L’Histoire du Soldat, this is the ver-
sion of the percussion part I would
prefer to use since it provides the per-
former with a readable and practical
part from which to perform.

—John Beck

DRUMSET

Private Lesson V-VI
Gregg Bissonette
$24.95 with CD
CPP Media Group
15800 NW 48th Ave.
Miami FL 33014
Gregg Bissonette opens this CD/au-
dio transcription package with a 14-
minute, 26-page solo that includes all
of the concepts and “licks” that com-
prise the modern fusion drum solo—
polyrhythms (4:3), odd groupings
(fives and sevens), cross-rhythms,
sextuplet tom figures, double bass
drum patterns, broken swing (a la
Elvin Jones), songo, Afro-Cuban 6/8,
brush, speed metal and heavy rock
grooves, and accelerando and
ritardando sections. He combines a
great deal of the material and pat-
terns widely used by numerous art-
ists in this one solo. Designed as an
accompaniment to his video of the
same name, Bissonette’s transcribed
solos and examples enable the lis-
tener to see and hear each of these
concepts contextually within a solo
setting. In addition to recorded etude
examples, the package includes a CD
of four tunes with corresponding
charts (ska/reggae, fast rock, medium
funk, and songo) first played by
Bissonette (and completely tran-
scribed in the book) and followed by
additional tracks without drums for
use by the reader. The book also
touches upon the concepts of rhyth-
mic displacement, playing with clave,
and rudiments and their applications
to the drumset. Prior reading experi-
ence is required to maximize the use
of this book. The displacement sec-
tion does not delve too deeply into the
process of how to develop one’s ability
to displace ideas, but teaches by ex-
ample. This is recommended for ad-
vanced players looking for solo
vocabulary and conceptual ideas.

—Terry O’Mahoney

Air VI
Janis Mercer
$17.00
Media Press, Inc.
P.O. Box 3937
Champaign IL 61826
This 11-minute solo work for ex-
tended drumset (four toms, five
cymbals), temple blocks and saron
(Javanese instrument utilizing five
pitched metal bars) uses motivic de-
velopment, polyrhythms (5:4, 4:3),
and shifting textures to express (in
the composer ’s words) “suf-
focating frustration, both musical
and intellectual…the inability
to breathe during asthma
attacks…(and) a response to the
question of writing ‘pretty’ or tonal
music.” Although quite angular, the
piece flows very well as it travels
through various tempo changes, of-
ten punctuated by silences that al-
low the audience time for reflection.

The opening statement is fol-
lowed by a brief improvisation sec-
tion (which uses a suggested
framework). A one-minute “explo-
sion” section in which the performer
expresses rage and frustration
(both physically and through impro-
visation on the instruments) forms
the transition to the entrance of the
saron (signaling the emergence of
“intellect” and “musical satisfac-
tion”). Rage begins to build once
more in the piece and finally con-
cludes with a strong drumset state-
ment that signals another
impending outburst, which never
quite arrives. This piece is recom-
mended for advanced solo drumset
performers in either a college or
professional recital.

—Terry O’Mahoney

MIXED INSTRUMENTATION

Fist Through Traffic III-IV
Charles B. Griffin
$38.50
M Baker Publications
SMU Box 752510
Dallas TX 75275
This three-movement composition
is scored for alto saxophone and an
ensemble of eight percussion play-
ers. The sax player plays the me-
lodic material over a series of
two-measure ostinato patterns that
repeat throughout the movement.
The composer credits the influence
of Paul Simon for the melodic and
rhythmic content of the movement.
The second movement, “Industry,”

is in 5/4 meter and again makes ex-
tensive use of repeated or embel-
lished motives. The last movement,
“Once A New Yorker,” opens with a
brief saxophone cadenza, which
moves into a 4/4 Latin feel that in-
cludes occasional 16th-note motives
by the vibraphone.

The percussion orchestra in-
cludes vibraphone and marimba
(low A), chimes and miscellaneous
percussion sounds such as hi-hat,
conga, timpani, tambourine,
cowbell, timbale, brake drum and
triangle. The ensemble is well-writ-
ten and within the reach of an ad-
vanced high school ensemble, and
the rhythmic feel is well-suited for
a college ensemble performance.

—George Frock

Sonata For Percussion And Piano VI
Rolv Yttrehus
$20.00 (score)
$60.00 (parts)
C.F. Peters Corp.
373 Park Ave. South
New York NY 10016
Written in 1983 and revised in 1988,
this sonata for four percussionists
and piano is a chamber work (ap-
proximately 15 minutes in length)
that will offer the ultimate musical
challenge to five college or profes-
sional musicians. A glance at the
score will remind one of the litera-
ture written earlier in this century in
which melodic lines are developed by
some pre-determined form of pitch
manipulation, and set in a multi-
metric, contrapuntal fabric.

The instrumentation in this work
is quite conventional: percussion I,
xylophone; percussion II, vibraphone;
percussion III, small, medium and
large cymbals and small, medium
and large toms, bass drum and tam
tam; and percussion IV, two timpani.
A prerequisite of any performance of
this piece is an excellent pianist and
a great deal of rehearsal time, re-
quired for the coordination of contra-
puntal lines set in complex rhythms.

—John R. Raush
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INSTRUCTIONAL VIDEO

Ultimate Beginner Series Drum Basics
(Step One and Two)

Sandy Gennaro
$9.95 Step One
$12.95 Step Two
DCI Video
Warner Bros. Pub. Inc.
15800 NW 48th Ave.
Miami FL 33014
These two 30-minute videos target
the beginning drum student. They
contain, in essence, most of the infor-
mation a good drum teacher would
provide in the first several lessons.
Step One covers holding the sticks,
parts of the drumset, the function of
each drumset part (bass, snare,
toms), proper drum-throne position-
ing, basic 8th-note counting (with on-
screen examples), and a basic rock
groove. Step Two delves into reading
and counting basic rock grooves and
fills, triplet (or 12/8) blues grooves
and fills, the function of drum fills,
and some basic warmups. All of the
information is presented in a
straightforward, sequential manner

that helps the viewer absorb each
new idea and build upon it. The tape
never gets very complicated but
stresses basic concepts needed to
function as a rock drummer. One of
the best features of this set is the fact
that Gennaro stresses the impor-
tance of learning to read and finding
a good teacher, something many
young drummers need to hear.

—Terry O’Mahoney

PERCUSSION RECORDINGS

Ballet in Dark
Kai Stensgaard
$15.00
MarimPercussion
H.D. Lumbyis Vej 53
Odense N
Denmark
Ballet in Dark is a CD by Danish
marimbist Kai Stensgaard. He is ac-
companied by the Aalborg Symphony
Orchestra conducted by Flemming
Vistisen on the title composition,
which was composed by Martin
Knakkergaard. The other works are
for solo marimba and consist of “Mo-

bile I, II, III” by Knakkergaard,
“Sonoris IV, Opus 205, Espressivo,
Adagio and Allegro Scherzando” by
Esling D. Bjerno and “Triglyf” by
Stensgaard.

Stensgaard is an excellent
marimbist and the compositions he
performs are on a par with his per-
forming. This CD is a marimbist’s
delight from the aspects of perfor-
mance, composition and sound. Al-
though the compositions may be
unfamiliar to many, one can appreci-
ate the quality of the music and per-
formance.

—John Beck

¡Chiapas!
Marimba Yajalón
Heart of Wood Project
Conservatory-Univ. of MO-Kansas
City

4949 Cherry St.
Kansas City MO 64110-2229
Marimba Yajalón is a professional
marimba ensemble in residence at
the University of Missouri at Kansas
City that specializes in marimba mu-
sic from Mexico. Led by professor of
percussion at UMKC, Dr. Laurence

Kaptain, this group has toured
Mexico five times as well as actively
performed in the United States.
¡Chiapas! is the second recording by
Marimba Yajalón and consists of
twelve tracks by popular Mexican
composers such as Alberto
Dominguez, Agustin Lara and
Manuel Ponce. Maestro Zeferino
Nandayapa, a renown Mexican ma-
rimba artist, wrote seven of the ar-
rangements for this CD, with
Kaptain and band member John
Currey arranging the remaining se-
lections. Besides Kaptain and Currey,
the players in Marimba Yajalón are
James Schank, Peter Tadych, Amy
McLean and Louise Yuda.

This recording features the music
of the Chiapas, Mexico region on a
traditional marimba that uses a
“buzzing” membrane at the bottom of
each resonator. The music is played
by four marimbists on a 5 1/2-octave
Mexican marimba, which was hand-
made by Alejandrino Nandayapa in
Chiapas.

The sound quality and perfor-
mance on ¡Chiapas! is excellent.
The marimba’s  buzzing sound
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gradually turns into a s inging
quality that  sneaks up on the
l istener as the ensemble per-
forms. Each of the twelve selec-
tions is well played, creating an
authentic  reproduction of  the
Mexican marimba style .  Al-
though this  tradit ional  music
has few surprises, Kaptain’s ar-
rangement of Jimenez’s “La Boda
de Luis Alonzo” is the CD’s high
point for melodic and form devel-
opment. The Mexican marimba
may not  be for  everyone,  but
¡Chiapas!  would be a fine place
to start if you are interested.

—Mark Ford

The Gamut
Robert Hohner Percussion Ensemble
$14.99
Digital Music Products, Inc.
Park Square Station
P.O. Box 15835
Stamford CT 06901
The following compositions are fea-
tured on this compact disc: “Opus 1” by
Daniel R. Mullen—a rudimental style
composition; “Diabolic Variations” by
Raymond Heble—“a composition of
devilish wit and rousing virtuosity”;
“Fantasy Variations for Eight Chro-
matic Drums and Percussion Sextet”
by Michael Colgrass—a solo piece for
chromatic drums; “Triplets” by George

H. Green—a xylophone rag; “Music for
Pieces of Wood” by Steve Reich—a
popular phasing composition; “Grass
Roots” and “Days End/Skylight” by
Dave Samuels—featuring Dave
Samuels; “Take Five” by Paul Desmond
and “Blue Rondo A La Turk” by Dave
Brubeck featuring Joe Morello.

This is a very eclectic CD, from
the rudimental drumming of “Opus
1” to the swinging version of “Take
Five” with Morello on drums. This
CD covers a wide variety of percus-
sion styles. Robert Hohner has gath-
ered his students and special friends
together to produce some excellent
renditions. The playing is well done
and the sound is superb. Both Mo-
rello and Samuels perform at their
usual level of excellence.

—John Beck

Hum
Talujon Percussion Quartet
$12.00
140 Riverside Dr. #9C
New York NY 10024-2605
The Talujon Percussion Quartet is a
diverse group of musicians that have
banded together to promote and ex-
plore the contemporary percussion
chamber music repertoire. Talujon
members Paul Guerguerian, David
Cossin, Michael Lipsey and Dominic
Donato have chosen some “classic”
percussion music as well as three
originals for their first recording,
Hum. Selections include John Cage’s
“Third Construction,” Steve Reich’s
“Drumming Part 1,” Dean
Drummond’s “Dirty Ferdie,” Paul
Guerguerian’s “So She Shines
(Thanks John)” and two works by
Talujon, “On the One” and “Their
Four and Sow Three.”

Cage’s “Third Construction” seems
to have found its way onto many re-
cent percussion chamber music re-
cordings; Hum begins with Talujon’s
version of this classic. Here the en-
semble performs together in a dance-
like groove quality that is rarely
heard in Cage’s music. This selection
is the high point of the disc and de-
serves repeated listening. The re-
maining works, with the exception of
the Reich, rely on improvisation as a
key component. “On the One” and
“Their Four and Sow Three” find
Talujon exploring the possibilities of
one marimba and an unusual collec-
tion of African and homemade instru-
ments respectively. “So She Shines”
hints at the influence of John Cage
on Talujon member and composer
Guerguerian. This work is dedicated

to Cage and is reminiscent of his
aleatory music. This style also per-
meates Talujon’s other original mate-
rial. Reich’s “Drumming Part 1” and
Drummond’s “Dirty Ferdie” are well
played and show the diversity of this
ensemble. The production and sound
quality of Hum is excellent.

—Mark Ford

Uneven Souls
Neboj£a Jovan ›ivkovi¶
$20.00
Distributed by Steve Weiss Music
P.O. Box 20885
Philadelphia PA 19141
This latest offering of ›ivkovi¶ ’s
recordings is made up exclusively
of his own compositions and pre-
sents a cross-section of ›ivkovi¶’s
output over the past 15 years. Al-
though we hear a wide range of
styles, from a waltz for solo ma-
rimba to a wild work for djembe
and voice, ›ivkovi¶ ’s southern
Slavic heritage is always present.
We hear it in the odd meters (the
unusual meter of 14/16 appears in
Ultimatum), and in the folkloric
modal scales that are often in-
voked for melodic material. In ad-
dition to the varied styles
encountered on this CD, we find
an equally wide spectrum of emo-
tions. We are offered the tender
Andante for Uta soon followed by
the primitivistic, energetic, and
aggressive To the gods of rhythm
for djembe and voice. The first cut
is probably the most typical of
Neboj£a ’s character. It is titled
Srpska igra, which means “What’s
up? Are we gonna dance or not?”
and is a joyous 7/8 for marimba
and djembe. Macedonia, which is
published by Studio 4 Produc-
tions, is a fast 7/8 taken in one, for
xylophone and piano.

The recording includes eight
pieces for solo marimba and one
work, In Erinnerungen schwebend,
which brings three flutes together
with the vibraphone for an ethereal,
atmospheric piece. The title cut from
the CD, Uneven Souls, is the most
substantial piece on the CD. It is for
solo marimba accompanied by three
multi-percussionists and men’s
voices. Again, the uneven, driving
rhythms and southern Slavic modes
transport us to the Balkans. ›ivkovi¶
is unique. All of the cuts are superbly
executed with the power, musicality
and virtuosity of ›ivkovi¶ the per-
former and ›ivkovi¶ the composer.

—Stuart Marrs PN

PURPOSE:  To offer young percussionists the opportunity to
have their performance of standard orchestral literature critiqued
by prominent orchestral players.

RULES:
1. Eligibility:  PAS members between the ages of 17 and 30.
2. All participants will play material from the required

repertoire list.
3. Number of participants is limited to the first 8 applicants.
4. Application should be sent to Sonja Branch, ASU School of

Music, Tempe, AZ 85287-0405 and must be received by
Friday, October 27, 1995.

5. Snare drum, xylophone, and orchestra bells will be
provided. Auditioners must bring their own tambourine,
music and sticks/mallets.

6. Auditions are limited to 15 minutes.
7. The adjudicators will offer written and verbal feedback to

performances.
8. Auditions will be open to spectators.
9. Applicants will be notified by phone of their audition time.

MOCK AUDITION APPLICATION

Name _________________________________________

Phone _________________________________________

Mailing Address __________________________________

City ____________________ State ____ Zip _________

Age _______ PAS member number _________________

Send completed form to:  Sonja Branch,
School of Music, ASU, Tempe, AZ 85287-0405.

Application must be received by
Friday, October 27, 1995.

○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○

MOCK AUDITION APPLICATION

Phoenix, Arizona Convention Center

9-11 a.m., November 3, 1995
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DIRECTORY OF ADVERTISERS

         “The Percussive Arts
     Society is a forum for
  all percussionists where
 ideas are exchanged and
new music is performed.
It’s also the place where
 all the newest instru-
  ments are presented—but it’s more than
    that. It’s a society where each one of us can
       keep the interest in percussion alive by
          joining together—support your local
                 PAS chapter.”

                           —Dave Samuels

PERCUSSIVE ARTS SOCIETY (PAS) MEMBERSHIP APPLICATION FORM

The Percussive Arts Society is an international, not-for-profit organization for drummers and percussionists who
enjoy sharing ideas and keeping up with the latest innovations and trends in the world of percussion. If you are
not already a member, take this opportunity to join an organization founded by drummers and percussionists!

All members of the Percussive Arts Society are entitled to the following benefits:

• PERCUSSIVE NOTES, the PAS bimonthly magazine
• PERCUSSION NEWS, the PAS bimonthly newsletter (between issues of PN)
• DISCOUNTED RATES on pre-registration for the annual PAS International Convention (PASIC)
• PAS MASTERCARD/VISA
• INSURANCE (group life, medical, instrument, liability plans available)
• ANNUAL Competitions & Contests
• WORLD PERCUSSION NETWORK (WPN) (computer network)
• LOCAL PAS CHAPTER activities • DISCOUNTED Modern Drummer subscription
• PAS MUSEUM & Reference Library • DISCOUNTS on industry products and PAS gift items

MEMBERSHIP INFORMATION

Name ____________________________________________________________________________________________________________________________________

Address __________________________________________________________________________________________________________________________________

City ______________________________________________________________________________________________________________________________________

State/Country _______________________________________________________________________ Zip/Postal Code _______________________________________

Telephone ___________________________________________________________________________ Today’s Date __________________________________________

MEMBERSHIP CLASSIFICATION

❑  Student ($25) ❑  Senior ($25) ❑  Professional ($45) ❑  Enthusiast ($45) ❑  Library ($40) ❑  Friend ($125)

❑  Please send me information about the PAS Clubs for junior/senior high students

METHOD OF PAYMENT

❑ Check/money order enclosed for $____________________

❑ VISA/MasterCard # __________________________________________________________ Expiration date on credit card __________________________________

Name on credit card ____________________________________________________________ Signature ___________________________________________________

Annual dues for the Percussive Arts Society are due on the anniversary of your acceptance as a member. Mail completed application form to Percussive Arts Society, P.O. Box 25, Lawton, OK 73502
Dues to the Percussive Arts Society are not deductible as charitable contributions for federal income tax purposes.

PAS dues may, however, qualify as business expenses, and may be deductible subject to restrictions imposed by the Internal Revenue Code.
This application form may be photocopied.
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BENEFACTORS
Avedis Zildjian Co.
Paiste America, Inc.
Pearl Corporation, Inc.
Remo, Inc.
Ross Mallet Instruments Inc.
Sabian Ltd.
The Selmer Company
Yamaha Corporation of America

PATRONS
Evans Products, Inc.
HSS, Inc.
Kaman Music Corp.
Latin Percussion
Mapex-Jupiter Percussion
Peavey Electronics
Roland Corporation—US

SPONSORS
Adams Percussion
American Drum Mfg. Co.
American Drum of Virginia
Century Mallet Instrument Serv.
Clevelander Drum Co.
Drums Only Germany
Drum Workshop, Inc.
J.D. Calato Mfg. Co./Regal Tip
Kat Inc.
Kori Percussion-USA
Malletech
Marimba One
Meinl Cymbals & Percussion
Midco International
Mike Balter Mallets
Modern Drummer Publications
Moore Printing & Graphics
Mountain Music Group
Music For Percussion
Noble & Cooley Co.
Pan Caribe Tours
Pro-Mark Corp.
Purecussion, Inc.
Repaircussions/Stotz Cable Timpani
Rythmes Et Sons Sarl
Shure Brothers Inc.
Stingray Percussion, Inc.
Tom Gauger
Udu Drum
Vic Firth
XL Specialty Percussion

FRIENDS (Corporate)
A Drummer’s Tradition
ABC Percussion Mallets
Action Reaction U.S.A., Inc.
Alchemy Pictures
Alexander Center/Andover Press
Alfred Publishing Co., Inc.
Amanda’s Texas Underground, Inc.
Amani Drums
Andrew Marchetti Productions
Aquarian Accessories Corp.

Asian Sound/Michael Ranta
Atlanta Drums & Percussion
Atlanta Institute of Music
Atlanta Pro Percussion, Inc.
Audiophile Imports
Avita Records/Riochat Music
Baltimore Drum
Bands of America, Inc.
Barrel of Monkeys Publishing Co.
Berklee College of Music
Bison Drum Co.
Black Swamp Percussion
Bobby Christian Music Publishers
The Bohning Co. Ltd.
Boston University
Brady Drums
Brook Mays Pro Drum Shop
C. Alan Publications
Cac Sac
The Camber Cymbal Co.
Canopus Co., LTD
Capital University
Carl Fischer, Inc.
Caribbean Music & Dance

Program
Casablanca Souvenir
Casper College Music Dept.
Cleveland Institute of Music
Clevelander Drum Co.
Cliff Alexis Steel Drums
Collected Editions, LTD
Colorado State University
Columbus Pro Percussion
Concorde Trio
Cook’s Music
Cousin Sally Ann
Coyle Music Centers Inc.
CSU Summer Arts
Danmar
Deg Music Products, Inc.
DeMorrow Instruments
DePaul University
Dick DiCenso Drum Shop
Drum Corps Dale’s
Drummers World
The Drum Pad
Drum Specialist
Duquesne University
Earth Shaking Percussion
Eastern New Mexico University
Easton
Encore Mallets
Engine Room Recording and

Production, Ltd.
Engineered Percussion
Equilibrium
Fall Creek Marimbas
Florida State University
Folkbeat Percussion
Fred Gretsch Enterprises Ltd.
GK Music
Goldline Percussion Products
GP Percussion Timpani Mfg.

Great Southern Percussion
Grover Pro Percussion, Inc.
Hal Leonard Publishing Corp.
H.Q. Percussion
Harris-Teller, Inc.
Herbert Brandt-Notenversand
Hoshino (USA) Inc./Tama Drums
Humes & Berg Mfg. Co., Inc.
IKG Percussion
Illegal Radio
Indiana University
Innovative Percussion
Interworld Music Associates
JAG Drums
JB Mallets
J.B. Publications
JC’s Drum Shop
Joe Voda’s Drum City
J.R. Publications
Juilliard School
Just Drums
K & K Sound Systems
Kemper-Peters Publications
Kendor Music, Inc.
King Kong Kases
Lang Percussion, Inc.
Linwood Percussion
Lone Star Percussion
Ludwig Music
Mallet Unit
Mallets Aforethought
Manhattan School of Music
Marv Dahlgren Publications
Media Press, Inc.
Mel Bay Publications, Inc.
Meredith Music Pulbications
Miami Percussion Institute
David Morbey Timpani Sticks
MountainSong Music
Musicians Institute (Pit)
Musikverlag Zimmerman
Neil A. Kjos Music Co.
NEXUS
Nichols Music Publications
Northwestern University
Not So Modern Drummer
Oberlin Conservatory of Music
Olympic Percussion
Panyard, Inc.
Patterson Snares
Pauken Press
Paul Aljian Drumworks
Percussion Center, Ltd.
Percussion Concepts Midwest, Inc.
Percussion Construction
Percussion Events Registry Co.
Per-Mus Publications, Inc.
Pioneer Percussion
Plugs-Perc
Premier Percussion USA, Inc.
Pro Covers
Pro Drum Center
Rhombus Publishing

SUSTAINING MEMBERS
Rhythm Fusion
Rife’s Drum Center
Ripin Import & Export
Robinson Percussion
Roseberry Piano House, Inc.
Row-Loff Productions
Rudimental Percussion Publications
Ruff Stuff Percussion Publications
Sam Ash Music Stores
San Francisco Conservatory of Music
SCMEA Day of Percussion, NY
Silver Fox Percussion
Simon Fraser University
Smith Publications
SofBags
Southern Music Co.
Stanley Leonard Percussion Music
Stephen F. Austin State University
Steve Weiss Music
Stewart-MacDonald
Talking Drums
Talking Drums, Inc.
The TaLoose Group
Taos Drum
Temple University
Theodore Presser Co.
Thunder Drums
Tommy’s Drum Shop
Tour Timps
Trinidad and Tobago Instruments, Ltd.
The United States Air Force Band
United States Percussion Camp
Universal Percussion, Inc.
University of Hartford
Vater Percussion
Vellum & Parchment Works, Ltd.
Vintage Drum Shop of NYC
Walkabout Percussion Systems
Warner Bros. Publications Inc.
West Cliff Percussion
Windsor Music Publications
The Woodwind & The Brasswind
World Drum Center
Wright Hand Drum Co.
Xylophonia Music Co.
Xymox Percussion
Yale University
Zenobia Musical Instruments
Zippercussion

FRIENDS (Individual)
Martin Amthor
John H. Beck
Cloyd Duff
Jerome C. Deupree
Frank Epstein
Fred Halpin
Alphonse Leduc & Cie Sarl
Robert M. McCormick
Gordon Peters
Thomas D. Raney
Robert J. Schietroma
William Schneiderman
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Yes, I support PAS. Enclosed is my check or money order in the amount of    ❑  $15     ❑  $25     ❑  $35     ❑  $50     ❑  $__________________.
Please credit my tax deductible donation to ❑  $ _____________ Building Fund  ❑  $ ______________ Endowment Fund.

PLEASE PRINT YOUR NAME & INFORMATION CLEARLY

_______________________________________________________________________________________________________________________________
NAME
_______________________________________________________________________________________________________________________________

ADDRESS
_______________________________________________________________________________________________________________________________

CITY STATE POSTAL CODE COUNTRY
_______________________________________________________________________________________________________________________________

PHONE
_______________________________________________________________________________________________________________________________

COMMENTS
Please return this form with payment to Percussive Arts Society • P.O. Box 25 • Lawton, OK 73502

WE THANK OUR DONORS HERE, AND INVITE YOU TO SEND YOUR CONTRIBUTIONS TO THE PAS ENDOWMENT FUND.

ENDOWMENT FUND DONORS
THE ENDOWMENT FUND OF THE PERCUSSIVE ARTS SOCIETY EXISTS AS A RESULT OF THE GENEROUS DONATIONS OF THE FOLLOWING
COMPANIES AND INDIVIDUALS. THIS FUND, WHICH CURRENTLY STANDS AT $100,000 AND IS SEPARATE FROM THE BUILDING FUND,

EARNS INTEREST FOR THE FUTURE OF PAS. LEVELS OF CONTRIBUTION HAVE BEEN ESTABLISHED AS FOLLOWS:
BENEFACTOR $10,000 OR MORE

PATRON $5,000-$9,900
DONOR $2,500-$4,900
SPONSOR $250-$2,400
FRIEND OF PAS $25-OR MORE

BENEFACTORS
Colwell Systems, Inc. • Venus and Val Eddy • William F. Ludwig, Jr. • Remo, Inc. • Armand Zildjian

PATRONS
Ludwig Industries • Yamaha International

SPONSORS
Mike Balter Mallets • Jerome C. Deupree • Drums Ltd./Frank’s Drum Shop • Randall Eyles • Gary France • Thomas Gauger

• Harold A. Jones • Kaman Music Corporation • Kori Percussion, USA • Ludwig Music • Robert McCormick •
Mr. and Mrs. Jack McKenzie • Jim Petercsak • Steven Ross & Associates • James Salmon • Thomas Siwe • Larry Snider

THE LIST OF FRIENDS IS TOO EXTENSIVE TO INCLUDE HERE. IF YOU WOULD LIKE TO RECEIVE A LIST OF FRIENDS, PLEASE WRITE TO PAS, PO BOX 25, LAWTON, OK 73502.

Here’s what Gregg Bissonette
has to say
about PAS:

“As a young kid I was really
into being in different ‘clubs’
with my friends. As a big kid,
what could be cooler than
being a member of a ‘club’ or
society of percussionists from
all over the world!! Whether
you are a little kid or a big
kid, I urge you to join PAS
and to be forever a student of
the drum.”

Join the club!
Yes, now senior and junior high school percussionists can have their own PAS
clubs. Enjoy the benefits of PAS membership as part of a PAS club at your own school!

PAS clubs offer reduced membership rates to percussion student members. In addition,
club members will regularly receive one copy each of Percussive Notes and Percussion News
for every two members who join.

Just think of all the great percussion events you can plan for your club:

• Field trips to performances, percussion manufacturers, drum shops and universities

• Percussion festivals

• Indoor drumline competitions

• Regional activities with other PAS clubs

• Club performances

• Clinics with guest artists

All you need is at least four members to form your club, and a leader who is a regular
member of Percussive Arts Society. Annual dues are $15, payable through your leader
 to PAS.

Find out how you can start a PAS club at your school! Call PAS at (405)353-1455, or
write to PAS, PAS Clubs, PO Box 25, Lawton, OK 73502 TODAY!
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THE FIELD OF PERCUSSION HAS HAD
many persons who have made a sig-
nificant impact on generations of

performers, listeners and students. Recently,
the name George J. Carey came to my atten-
tion, and as he had such an interesting ca-
reer, as well as an impact on an entire gen-
eration of percussionists, I thought it worth-
while to share a few tidbits about his life.

Carey was born in Rochester, New York,
and after attending school there served as
percussionist and xylophonist with the
Royal Hussar Band of Chicago until the on-
set of World War I. When the U.S. became
involved in the war, Carey enlisted in the
Marines, which provided him with the op-
portunity to perform in France with the
A.E.F. for fifteen months.

At the close of the war, with the rank of

The percussion section from Sousa’s band in 1921. Left to right are Carey, Howard N. Goulden and August Helmecke. This photo was used exten-
sively to endorse Leedy drum products.

First Sergeant, he was appointed assis-
tant director of the Eleventh Regiment
Marine Band, performing as principal
timpanist. After returning to the United
States, John Philip Sousa cabled him and
offered him a position as timpanist with his
famous concert band. He accepted the posi-
tion with Sousa, touring most of the United
States, Canada, Cuba, Mexico, and the Ba-
hamas during the years 1920 to 1926.

After joining the Sousa Band, Carey’s in-
terest shifted toward the xylophone, and he
became one of the world’s foremost virtuoso
performers on the instrument, succeeding
Joe Green as Sousa’s xylophone soloist. In
this position, Carey was heard by thousands
of listeners every day. The Sousa Band usu-
ally played two concerts a day, with Carey as
a soloist on at least one of the concerts.

Billed as “The World’s Greatest Xylo-
phonist,” Carey’s fame was considerable,
having a sizable impact on other xylophon-
ists. According to Glenn Robinson, former
principal percussionist with the Cincinnati
Symphony Orchestra, Harry Breuer would
always check with Carey each season to see
what music he was performing in order to
have it prepared as a request number for
his stage acts and radio broadcasts.

Carey played a variety of pieces with the
Sousa Band including standard overtures,
Arndt’s “Nola,” MacDowell’s “Witches
Dance,” Mendelssohn’s “Rondo Capriccioso”
and several of Carey’s own unpublished so-
los, entitled “The Pin–Wheel,” “March
Wind” and “Caprice Brilliant.” Of special in-
terest was the use of a large xylophone as
the central focal point of Sousa’s concert. An

By James A. Strain, D.M.A.

Xylophone Pioneer
George J. Carey
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The instrument mentioned was per-
formed on by eight players and appeared on
the front of the stage for the duration of the
concert. The following review from the
Asbury Press in 1921 suggests what a typi-
cal concert included:

Mr. Carey gave the “Witches Dance,”
with band accompaniment for which he
received enthusiastic applause and for
an encore the audience derived keen
enjoyment when the band played “Yes,
We Have No Bananas,” Mr. Carey pro-
viding the obligatos. His third selection
was the Dvorak “Humoresque,” which
he played with three mallets and with-
out accompaniment. The selection was
exquisitely rendered. Being recalled a
fourth time he played Arndt’s “Nola”
with band accompaniment.
As the Sousa Band toured only during

the summer months, Carey spent the re-
mainder of the season as a vaudeville per-
former on the Keith circuit, and as a per-
former for numerous concert bands and
orchestras, most notably Frank Innes’
Band, the Victor Herbert Orchestra and the
ARMCO Band.

Carey left the Sousa organization in
1926 after six years, and accepted a posi-
tion as Principal Percussionist with the
Cincinnati Symphony Orchestra. He was
a regularly featured xylophone soloist
during summer concerts with the sym-
phony, and performed with other organi-
zations in the area, such as the Cincinnati
Zoo Symphony Orchestra. A major event
in Carey’s career took place when he was
featured as a soloist with the full Cincin-
nati Pops Orchestra for an evening con-
cert on Tuesday, March 23, 1943, under
the direction of Eugene Goossens. The op-
portunity to perform on a regular season
concert helped to elevate the xylophone
and marimba to legitimate status. Carey
performed MacDowell’s “Witches Dance”
for that performance, relying on a tran-
scription, as legitimate concertos for the
instrument were not yet being composed.

article from the Savannah News dated 2/3/
24, illustrates the type of publicity that sur-
rounded a performance by Carey with the
Sousa Band while on tour:

Carey’s career abruptly ended on Tuesday,
January 28, 1958, much the same way it
had developed over his entire lifetime—on
stage. During a children’s concert, while a
ballet was being performed, Carey slumped
to the floor. The children were unaware of
his death, as he was quickly carried off
stage. Pronounced dead of a heart attack at
age 63 by emergency lifesaving personnel,
Carey’s career had spanned over forty years
as one of the most prominent percussionists
in the United States. PN

James A. Strain is an Historian for the
Percussive Arts Society.

Special thanks to Russ Girsberger, Assistant
Chief Librarian for the U.S. Marine Band,
for assistance in obtaining the photos that
accompany this article.

An autographed picture of George Carey,
dated the year that he joined Sousa’s Band.
This photo was autographed for George P.
Ford, a flutist in the band.
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The Percussive Arts Society sends out press releases monthly to publications, manufacturers and retailers in the percussion industry to keep them informed of the latest PAS
activities. The space here is reserved for reprints of these official releases. For additional information on any item printed here, write to PAS, P.O. Box 25, Lawton, OK 73502, or
call (405) 353-1455.

Front and Rear Views of the Percussive Arts Society Museum and Headquarters

EXPANDED PAS MUSEUM OPENS ITS DOORS TO PUBLIC

LAWTON, Oklahoma—-After almost seven months of construction, the Percussive
Arts Society Museum was officially reopened in ceremonies held here August 5.

The expansion of the museum was made possible by a 2:1 matching grant from
the McMahon Foundation. The museum now includes an additional 2,000-square-foot
exhibit hall and 2,000 square feet of storage space. Exhibits feature drums,
marimbas, xylophones and a myriad of other percussion instruments from around
the world.

Lawton Mayor Ted Marley presided over the ribbon-cutting ceremonies. Speak-
ers at the rededication included Dr. Garwood Whaley, PAS President; Dr. Charles
Graybill, Chairman of the McMahon Foundation; Steve Beck, PAS Executive Direc-
tor, and Dr. James Lambert, Director of Public Relations for the PAS Museum. An
open house followed, with music provided by the Texas Tech Steel Band, under
the direction of Lisa Rogers, PAS Historian.

“It’s tremendous to have a facility such as this,” said Beck. “This museum,
and the headquarters, are the embodiment of the purpose of PAS—-to foster edu-
cation in the percussive arts and preserve that heritage.”

The museum is located at 701 NW Ferris Avenue. Hours are 10 A.M. to 3 P.M.,
Monday through Saturday. Guided tours are available; call (405) 353-1455 for
more information.






