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A Very Good Year

BY GENARO GONZALEZ

FROM THE
PRESIDENT
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PASIC ’97 SCHOLARSHIP
WINNERS

I WOULD LIKE TO BEGIN MY
message by recognizing the outstand-
ing job that Theresa Dimond did as

Host of PASIC ’97 in Anaheim, California
a few weeks ago. Thanks to the PASIC
’97 local planning committee: John
Bergamo, Dave Black, Tad Carpenter,
Carol Calato, Vera Daehlin, Steve
Ettleson, Mike Fisher, Jon Graff, Greg
Goodall, Katherine Hagedorn, David
Henkel, Lloyd McCausland, Steve
Pemberton, Mitchell Peters, Jerry
Steinholtz and Mark Zimoski for their ef-
forts in making PASIC ’97 such a success.
Thanks also to the supportive percussion
industry for their contributions that
made PASIC ’97 possible. And finally,
thanks to PASIC Logistic Coordinator
Karen Hunt and PAS Executive Director
Randy Eyles for their Herculean efforts
coordinating all PASIC ’97 related activi-
ties.

One of the highlights of PASIC ’97 was
the Hall of Fame Banquet, which was
held on Friday, November 21. At this
year’s banquet four individuals were in-
ducted into the prestigious PAS Hall of
Fame: Alexander Lepak, Shelly Manne,
George L. Stone and Tony Williams.
Those individuals are featured in this is-
sue of Percussive Notes.

In addition, several individuals were

recognized for their outstanding contri-
butions to PAS. Lennie DiMuzio, of the
Avedis Zildjian Co., received the 1997
President’s Industry Award. Steve
Houghton was recognized with the Out-
standing PAS Supporter Award, and
Marshall Maley, president of the Virginia
chapter of PAS, received the Outstanding
Chapter President Award. Finally, Karen
Hunt received the Outstanding Service
Award and Theresa Dimond received the
Award of Appreciation for her role as
PASIC ’97 Host.

At the Board of Directors meetings
held at PASIC ’97, outgoing Board mem-
bers Rebecca Kite, Rick Mattingly,
Mitchell Peters and Ed Soph were recog-
nized with the Award of Appreciation for
their service to PAS as members of the
Board of Directors.

In my report to the Board of Directors
at PASIC ’97, I updated the Board about
the status of the many projects and goals
that the Board targeted for 1997. I am
pleased to report that a majority of our
stated goals have been successfully met,
and we continue to focus on projects that
require additional research or funding.

In addition, 1997 has seen a great deal
of upgrading of our office equipment at
the PAS headquarters in Lawton, Okla-
homa. Recent office improvements have
included a new computer system, a new
telephone system and a new fax machine.
A new copy machine will soon be pur-
chased. These upgrades will help our of-
fice staff service all PAS members in a
more efficient manner.

In other office-related news, we now

have two new full-time employees in the
PAS office.  Staff members Shawn Brown
and Linda Gunhus recently left PAS. I
would like to thank both Shawn and
Linda for their devoted service to PAS
during their time of employment.  With
Shawn and Linda’s departure, we wel-
come Graphic Designer Hillary Henry
and Publications/Marketing Manager
Teresa Peterson. Both Hillary and Teresa
come to PAS with strong credentials, and
we look forward to their positive contri-
butions to PAS.

As I reflect upon my first year as PAS
President, I am very excited about the ac-
complishments of the last several
months, and remain very positive about
the goals that lie ahead for PAS.

I wish all of you a joyful holiday season
and a Happy New Year in 1998. PN

PAS congratulates the eleven PASIC
scholarship winners and thanks the
PAS New York and Texas Chapters, the
McMahon Foundation, and the six PAS
Sustaining Members for supporting
this important program:

PAS New York Chapter PASIC
Scholarship—Gary John Moritz
PAS Texas Chapter PASIC High School
Scholarship—Dwight Knoll
PAS Texas Chapter PASIC College
Scholarship—Jeremy Rehbein
PAS Texas Chapter/Pro-Mark PASIC
Scholarship—Yu-Jung Huang
Avedis Zildjian PASIC
Scholarship—Michael LaMattina
Ludwig Industries PASIC
Scholarship—Douglas Perkins
William F. Ludwig, Jr. PASIC
Scholarship—Victoria Schmidtberger
McMahon Foundation PASIC
Scholarship—Stephanie Carr
Remo, Inc. PASIC
Scholarship—Darin Kamstra
Sabian PASIC Scholarship/Canadian
Student—Victoria Schmidtberger
Yamaha PASIC
Scholarship—Raymond Aldredge III
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ONE OF THE JOYS OF SERVING
as editor of this publication is that
I get to work with so many talented

people. Percussive Notes is a team effort,
and each issue benefits not only from the
input of the various editors and writers,
but also from several other individuals
who strive to ensure that the material
will be presented clearly and accurately.

We have recently had some staff
changes, and so I would like to recognize
and thank several people for their contri-
butions to Percussive Notes and the PAS
over the past several years.

Shawn Brown wore several “hats” over
the past few years, including Director of
Publications, Art Director and Advertising
Manager for Percussive Notes, and Editor
of Percussion News. Her photography
graced many Percussive Notes covers, fea-
tures, “museum pages” in the back of the
magazine, and newsletter coverages of
PASIC, and the T-shirts she designed for
the last several PASICs and for the PAS
Museum have been very popular. She also
drew on her experience as a newspaper
reporter to write press releases for the
PAS and occasional articles for Percussive
News, and Shawn was the one who edited
my articles, saving my you-know-what on
several occasions.

Her greatest joy was in graphic design,
and long-time members of the society can
attest to how much the look of the maga-
zine improved during her tenure. Shawn
had an amazing talent for finding the
right graphic elements to accompany ar-
ticles, and for arranging everything artis-
tically and efficiently.

Working with Shawn was inspiring, not
only because of her creativity but also be-
cause of her “can do” attitude and her
commitment to doing whatever was neces-
sary to get it right. She has now taken a
job that will allow her to focus entirely on
design work, but she has continued to be
available to the PAS as a consultant dur-
ing this time of transition. I personally
wish her success and fulfillment in her
new job, and will always be proud of the
work we did together.

A week after Shawn left, Publications
Assistant Linda Gunhus also left, due to
her husband being transferred to another

Teamwork
BY RICK MATTINGLY

state. Much of Linda’s work was uncred-
ited and “behind the scenes,” as she did
much of the technical work involved in
preparing the raw material of Percussive
Notes (e.g., word processor files, photos)
for layout, and she also did some of the
layout work for Percussion News and vari-
ous other PAS forms and documents.

Another behind-the-scenes person was
Percussive Notes proofreader Eileen
Mance. She was especially helpful with
non-English terms that often popped up
in articles, and her ability to spot typos
and improve punctuation helped “raise
the bar” on the overall quality of the
magazine.

Finally, I’d like to thank Kathleen
Kastner for her work as co-editor of the
Research section of Percussive Notes. Her
expertise will continue to benefit percus-
sionists, scholars and historians of the fu-
ture who refer back to articles she wrote
and edited, and while her current job re-
sponsibilities prevent her from continuing
to serve as an editor, I hope she will con-
tinue to contribute articles to Percussive
Notes from time to time. Just because you
no longer live at home (so to speak)
doesn’t mean that you’re not still part of
the family!

Although there is a certain sadness
connected with the departure of people
who have made valuable contributions,
we also have the opportunity to bring new
people in who have fresh ideas and en-
ergy. I am happy to welcome Teresa
Peterson and Hillary Henry to the fold,
both of whom bring a wealth of expertise
to their jobs. Teresa is now serving as
Managing Editor and Advertising Director
of Percussive Notes, and Hillary is our
new Art Director.

Both will, undoubtedly, acquire other
“hats” as they settle into their new jobs.
(Teresa has already assumed proofreading
responsibilities, based on her journalism
background.) They’ve had a lot of informa-
tion to absorb quickly, and starting jobs at
the PAS headquarters just a few weeks
before PASIC absolutely qualifies as
“jumping in at the deep end.” But both are
positive, creative individuals, and I look
very forward to the work we will all do to-
gether. PN

KUDOS
I wanted to say thank you to all those
who’ve been working on Percussive
Notes. I think it’s a great magazine.
There’s a ton of information on all
forms of percussion. I’m a percussion-
ist and student teacher. Teaching my
percussion students anything but
marching is difficult. Articles like
“Samba and Mambo Rhythms for the
Marching Percussion Section” and
“Teaching the Double-Stroke Roll” are
great articles that also help to expand
and improve the consciousness of the
drumline. I find everything about the
various articles interesting. It’s great
to read about keyboard percussion and
orchestral percussion in the same
magazine (those being my forte).
These articles have increased my mu-
sicianship and knowledge, and I’ve
only been a member a year! Keep up
the good work.

VINCENT GUMKOWSKI

New Orleans, Louisianna

REBOUNDS

FROM THE
EDITOR
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CONGRATULATIONS TO
Theresa Dimond and her commit-
tee for a great PASIC ’97 in Ana-

heim! It was an exciting, well-organized
and thought-provoking convention.

It takes months to reflect on the ter-
rific performances, workshops, friend-
ships and ideas that took place in four
fast days. What an inspiration—and as
usual, a big challenge to follow! We are
ready to “roll” from “Mickey west” to
“Mickey east” in Orlando for PASIC ’98.

PASIC ’98 will be held at the brand-
new Orange County Convention Center
in Orlando—the third-largest convention
center in America. We are very excited
that this will also mark the first PASIC
in Florida. An exceptional organizing
committee composed of performers and
teachers throughout Florida are already

PASIC ’98 Orlando, Florida,
November 4–7, 1998

BY BETH RADOCK

working to make PASIC ’98 a landmark
convention with plenty of Florida hospi-
tality.

The Orange County Convention Center
is located in the middle of the action in
Orlando. Our host hotel is the new
Clarion hotel right next door. It is a full-
service resort hotel near many restau-
rants, shows and clubs on south
International Drive. You will see why Or-
lando has become one of the most talked-
about cities in America over the past ten
years.

When you are not honing your
pataflaflas you can visit any of 66 attrac-
tions, including the world’s most re-
nowned theme parks. The world famous
Walt Disney World Resort—including the
Magic Kingdom, EPCOT, Disney-MGM
Studios, Disney Pleasure Island, Down-

town Disney and the new Animal King-
dom—is five miles away. Sea World is one
mile away and Universal Studios Florida
is two miles from the Convention Center.
Water parks, golf, air boats, outlet malls
and fine dining are also close by. We will
be nine miles south of downtown Or-
lando, twelve miles from beautiful Winter
Park and a quick sixty minutes from
Daytona and Cocoa beaches, Cape
Canaveral, Tampa, Clearwater, and
Busch Gardens. Location Location Loca-
tion!

We are planning some very special con-
vention activities at PASIC ’98 and hope
that you will make every effort to be with
us. Take in the beautiful Sunshine State,
bring the family and don’t forget your
stick bag. We can’t wait to see you in Or-
lando next November! PN

FROM THE
PASIC HOST
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His founding of the percussion department
in the late 1940s and the percussion en-
semble in 1950 at the Hartt School makes
it one of the oldest university percussion
programs in the United States. In addition
to percussion, the now-retired Professor
Emeritus of Theory and Percussion also
taught Ear Training and conducted the
Hartt Concert Jazz Band, which he
founded in 1955.

Lepak’s career in music began as a youth
in his home. His father, a Polish immigrant,
arrived in the United States with a violin
under his arm. “I was one of ten children,”
recalls Lepak, “and we always had a musical
group playing polkas or waltzes from the
old country.” After hearing a performance
in which the timpani were out of tune,
Lepak auditioned and won the position of
timpanist in his high school orchestra, and
then began studying theory with Ralph
Baldwin. He began to compose and arrange
music, and performed in various clubs and
hotels with both John Mehegan and Paul
Landerman’s Orchestra.

Lepak served as the conductor of the
Marines’ 3rd Brigade Orchestra during
World War II, seeing combat while sta-

Alexander Lepak

tioned in Samoa,
the Marshall Is-
lands and Guam,
all the time per-
forming concerts
throughout the is-
lands. When the
war ended, he re-
located to New
York, performing
with orchestras of
Bob Chester, Les
Elgart and
Raymond Scott. It
was during this
time that he began
his studies with
Henry Adler and
Alfred Friese.
When the first of
his ten children
was born, he re-
turned to finish his
degree at Hartt,
graduating cum
laude in 1950 and
immediately being
appointed to the

theory and percussion faculty.
Although Lepak had early opportunities

to leave Hartford for a tour with Duke
Ellington and to take a timpani position
with the Pittsburgh Symphony, his family
ties to Hartford always won out. In 1991,
Lepak retired from the Hartt School having
been honored as the 1981 Alumnus of the
Year and having received the 1986 Hart-
ford Artists Collective Honors Award for
contributions to African-American music
and the Roy E. Larsen Award for Excellence
in Teaching.

His successor, Benjamin Toth, says, “The
most impressive thing about Mr. Lepak is
his versatility as a musician. He is con-
stantly changing hats from an orchestral
timpanist, to a big band drummer, to a jazz

By James Strain

For fifty years, Alexander
Lepak, co-author of the
famous Friese-Lepak
Timpani Method, has been
playing timpani in his
hometown with the
Hartford Symphony.
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teacher, to a percussion teacher—both
classical and jazz—to a music-theory pro-
fessor, and then to both composer and
publisher roles. I realized this the first
week I was in Hartford when I heard him
go from performing as timpanist with the
Hartford Symphony to playing a jazz
drumset gig the very next day!”

Regarding his teaching philosophy, Lepak
says, “Every student is a teacher’s responsi-
bility. I was always interested in them as
people—not only as musicians.” His teach-
ing career at The Hartt School and for the
National Youth Orchestra of Canada has
created a list of students that reads like a
who’s who of percussion, including com-
posers/publishers Stuart Smith and Michael
LaRosa, recording artists Emil Richards, Joe
Porcaro and Judy Chilnick, Noble & Cooley
drum designer Bob Gatzen, Prague Percus-
sion Project founder Amy Barber, jazz
drummer Eric McPherson, African drum
manufacturer and performer Joe Galeota
and Milwaukee Symphony timpanist Tele
Lesbines, as well as Bill Hayes, Bob Zimitti,
Thad Wheeler, Ed Mann, Brian Johnson,
Brian Slawson, Frank Vilardi, Tom
Oldakowski, Ira Newman and dozens of
others.

Many of these former students were
anxious to comment on their former

teacher. Emil Richards
wanted everyone to

know that , “Al is a
wonderful, great

person. He be-
came the fa-

ther-image
to all of

1997 PAS Hall of Fame
his students.” Judy Chilnick said that he is
“the ultimate pedagogue—a player with a
specific method of teaching. Although he
has a laid-back personality, his teaching
method is very forceful and results in each
of his students being armed with all the
necessary tools they need to earn a living
in the real world, whether it’s a Broadway
show, a big band, 20th-century music or a
symphony orchestra.”

Bob Gatzen, a noted product designer in
the drum industry, stated that, “Al’s diversi-
fication is his strongest suit and he pre-
pares his students in that way. He plays
wonderful timpani, great drumset and mal-
lets, and can improvise in all styles from
trios to big band. He influences his stu-
dents by recognizing each one’s individual
strengths, desires and goals.”

In addition to teaching, Lepak has con-
tributed significantly to the world of per-
cussion as a noted performer, composer
and publisher. He can be heard as timpanist
on numerous recordings with the Hartford
Symphony on the Vanguard and Decca la-
bels. During a 1979–80 sabbatical spent in
Hollywood he recorded soundtracks for
Star Trek, The Jerk, Shogun, numerous televi-
sion shows, and Frank Sinatra’s Trilogy al-
bum.

Lepak has composed or arranged nu-
merous jazz compositions for the Hartt
Concert Jazz band and for percussion en-
semble, and in addition to the world-fa-
mous Friese-Lepak Timpani Method he has
contributed a significant body of literature
for percussion education and performance.
His best-known works include Thirty-two
Solos for Timpani, 50 Contemporary Snare

Drum Etudes, Concerto for Mallet Instruments,
Suite for Solo Vibraphone, Control of the Drum
Set and the popular Crescendo for percus-
sion ensemble. Most of Lepak’s music and
methods are available through Windsor
Publications, which he founded in 1967.

Asked about his early influences, Lepak
cites Alfred Friese as his most influential
teacher. “Friese was very systematic,”
Lepak says. “His lessons were planned to
obtain slow and deliberate results. His
technique was based on a fulcrum ap-
proach with the wrists and hands using a
turning motion.” For drumset he cites
“Chick” Webb as his childhood idol, hum-
bly admitting to following Webb from gig to
gig to hear him play.

As a seasoned teacher and performer
(he’s performed Bartok’s Sonata for Two Pi-
anos and Percussion more that fifty times!),
Lepak suggests that percussionists should
“always listen critically to the music. Iden-
tify the various ways composers combine
instruments. In this way you’ll have a better
understanding of your role as a percussion-
ist and be able to contribute musically and
artistically to the performance.

“The most important aspect of playing
timpani is the tuning,” he says. “You can
have great technique, but if the pitch is bad

you’re in trouble. I never teach
with gauges. I
strongly encourage

young percussionists
to study another in-

strument, like piano, to
learn pitch and har-

mony, and reinforce that
with sight-singing. Sing,
sing, sing!”

Since retiring as a
teacher, Lepak fills some
of his spare time by
painting (to see some

of his early artwork, look
at the cover of Crescendo

or his drumset books) and
playing tennis. Beginning
next fall, he will again be
teaching timpani at the
Hartt school on a part-time
basis.

Lepak says he is “over-
whelmed” by his election to
the PAS Hall of Fame. “I’ve
received a lot of awards,” he
said, “but to be included with
all of these great musicians is

the greatest honor of my
career.” PN
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A founding father of the West Coast jazz
scene in the 1950s, Manne possessed a
phenomenal technique, which he chan-
neled into some of the most creative, lyri-
cal drumming ever heard. His solos were
unique, sometimes humorous, and above
all else, musical.

When asked how Shelly might have re-
sponded upon receiving the Hall of Fame
award, his widow, Florence “Flip” Manne,
replied: “He would be astounded by how
many people remember him, and deeply
humbled to be honored by this award.
Just before his death he remarked that
there were so many new young lions play-
ing drums he didn’t think anyone knew
who he was any more.”

Shelly’s father, Max Manne, himself a fa-
mous drummer, exposed Shelly to a life of
music from early childhood.  As his father
worked at the Roxy in New York City,
Shelly was aware of the talents of PAS
Hall of Famer Billy Gladstone at Radio
City Music Hall, and after a brief attempt
at the saxophone, Manne took his first
drum lesson from Gladstone in the base-
ment of the famous hall. In a Modern
Drummer interview conducted just a few
months before his death, Manne related
the story as follows: “Billy was like a sec-
ond father to me. I’ll never forget that

Shelly Manne

first lesson he gave me. Billy put me in
that room downstairs at Radio City Music
Hall where they kept all the percussion
instruments. He showed me how to set
up the drums I got and how to hold the
sticks. Then he put Count Basie’s ‘Topsy’
on the phonograph, and
as he walked out of the
room, he said, ‘Play!’ That
was my first lesson, and
I’ve been grateful for that
ever since.”

As a teenager, Manne
played for bands on trans-
Atlantic liners, and he
made his recording debut
with Bobby Byrne’s band
in 1939. After playing with
Joe Marsala’s combo, Bob
Astor, Raymond Scott,
Will Bradley and Les
Brown, Manne joined the
Coast Guard from 1942
until 1945. Following
World War II, he went on
the road with Stan
Kenton’s band, and soon
found himself working
with tenor saxophonist
Charlie Ventura’s sextet
featuring Kai Winding on

trombone, Lou Stein on piano and Buddy
Stewart on vocals. Manne then joined
Woody Herman’s big band, and returned
to the road with Kenton from 1950–51.

The most significant change of Manne’s
career occurred in 1952 when he and his
wife made the decision to leave New York
and relocate in Southern California. Al-
though Shelly has made mention of his
disdain for the use of drugs in the New
York jazz scene at that time, the move to
California was due primarily to the fact
that he and his wife loved the area and
were looking for a place to pursue not
only their love of music, but their love of
horses. In addition to Shelly’s success as a
musician, he was well-known in the horse
industry, winning numerous awards for
Standard-Bred Trotters. The Mannes’
breeding books are currently in prepara-
tion for display in the Saddle Horse Mu-
seum in Lexington, Kentucky.

The move to California allowed Manne
the opportunity to experiment in numer-
ous types of ensembles, as well as an op-
portunity to contribute widely to the
Hollywood studio scene. In addition to
establishing the West Coast jazz move-

By James Strain

Widely regarded as a most
versatile and musical
drummer, Shelly Manne
(1920–1984) joins the ranks
of other prestigious PAS
Hall of Fame members.
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ment with Howard Rumsey’s Lighthouse
All-Stars and Sonny Rollins, Manne as-
sembled and led numerous groups under
his own name. Among these were Shelly
Manne and His Men, which featured trum-
peter Stu Williamson, alto saxophonist
Charlie Mariano, pianist Russ Freeman
and bassist Leroy Vinnegar. Although this
group recorded several albums for Con-
temporary Records, the most-often men-
tioned selection is Manne’s rendition of
Bud Powell’s “Un Poco Loco,” which fea-
tures an extended, and very creative,
drum solo.

A unique recording opportunity arose
in 1956 when Manne teamed up with pia-
nist Andre Previn and bassist Leroy
Vinnegar to produce the first jazz album
of a Broadway score. Their version
of My Fair Lady became the best-
selling jazz album for that year.

Manne’s television and movie
credits number in the hundreds, and
he was well-known not only for per-
forming, but for composing several
scores as well. Among his best
known efforts at composing are his
unusual scores for the television se-
ries Daktari, the motion picture
scores for Trial of the Catonsville Nine
and Trader Horn, and a musical score
for a Los Angeles production of
Shakespeare’s Henry IV.

He instructed Frank Sinatra in the
drumming sequences for The Man With
The Golden Arm, and other film credits in-
clude The Five Pennies in 1958 and The
Gene Krupa Story in 1959. From 1960 to
1972 Manne operated his own nightclub,
Shelly’s Manne-Hole, in Hollywood.  Al-
though he performed there with his own
groups as often as his busy schedule per-
mitted, the club was host to almost every
combo and big band that came through
Hollywood during that time, frequently
featuring other inspirational drummers
such as Tony Williams and Elvin Jones.

Regarding Manne’s style and versatility
in the studio, L.A. studio percussionist
Emil Richards recalls that, “Shelly played
music—not drums. He was an innovator
on the skins and introduced many avant-
garde instruments or sounds, such as the
waterphone or putting rice on a drum-
head, into the recording studios. He was
the liveliest, funniest, most wonderful per-
son to be around.”

Los Angeles studio percussionist Joe
Porcaro recalls that, “Shelly was the witti-
est person. He was always a joy to be

1997 PAS Hall of Fame
around. When I first went
out to L.A., I played with
Chet Baker at Shelly’s
Manne-Hole. Shelly knew I
was new in
town, and was
very kind to

me. He was such a giving person that he
helped me get work in the studios on his
Daktari series and then on the movie
Sweet Charity.”

Manne continued to be active on the
studio scene until his death in 1984, re-
ceiving numerous awards including the
Los Angeles Chapter of NARAS Most
Valuable Player in 1980 and 1983. Just be-
fore his death, Manne was honored by Los
Angeles mayor Tom Bradley and the Hol-
lywood Arts Council when they declared
September 9, 1984 as Shelly Manne Day.
Other awards include over thirty presen-
tations from Down Beat magazine, Metro-
nome magazine, Playboy magazine and
Melody Maker magazine polls, as well as

three Grammy nominations.
During his career he recorded in

almost every type of music conceiv-
able, from the combos of the swing

era to the first albums by
Ornette Coleman, as well as

with such artists as Oliver Nelson,
Mahalia Jackson, the L.A. 4, and film scores
by Jerry Goldsmith.

Recordings of Manne’s own groups can
be found on Contemporary Records,
Capitol Records,  Atlantic Records, Im-
pulse, Mainstream and Flying Dutchman
Records, as well as other international la-
bels. Those who want to know more
about the wonderful music and life of
Shelly Manne might look for a new biog-
raphy, Sounds of the Different Drummer,
written by Jack Brand and published by
Percussion Express, or visit the exhibit of
his instruments that was graciously do-
nated to the PAS Museum in Lawton,
Oklahoma by Florence “Flip” Manne. PN
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“Geo. Lawrence Stone, famous Boston
drummer who conducts the country’s
largest drum school at 61 Hanover St.,
Boston, Mass., is now offering a new
book of drum technique (not rudiments)
which will definitely improve one’s drum-
ming by a series of exercises for the
sticks.  Any drummer, regardless of what
type of work he does, will benefit by us-
ing this book. It is called ‘Stick Control’
and has the endorsement of many leading
drummers as being unique in the field
and a very wonderful means for improv-
ing a drummer’s ability. Those interested
in this new text may secure it by writing
to Mr. Stone direct at the address men-
tioned above. The cost of the book is
$1.50.”

Nearly sixty years later, when the edi-
tors of Modern Drummer magazine polled
prominent players and teachers in order
to determine the “25 Greatest Drum
Books,” Stick Control received the most

votes. Modeled after the
Arban Trumpet Method, a
book Stone often used with
his xylophone students, Stick
Control could be applied to virtually
any type of drumming, and jazz, classi-
cal, rudimental and rock drummers alike
often referred to it as the drummers’
bible.

The man who wrote it, George
Lawrence Stone, was born in 1886, the
son of drummer, drum teacher and drum
manufacturer George Burt Stone.
George Lawrence learned drums and xy-
lophone from his father, and also helped
out in George B. Stone’s shop, where the
elder Stone tucked drumheads, turned
drumsticks, made wooden foot pedals
and sold violins.

“If I have had my share of success in
teaching others,” George Lawrence
wrote in the November 1, 1946 bulletin
of the National Association of Rudimen-

tal Drummers, “its origin was in the way
my father taught me, and in his counsel,
so often repeated: ‘If you accept a pupil
you accept a responsibility. In one way or
another you’ve got to go through with
him. There’s no alibi if you don’t.’”

George Lawrence also studied with
Harry A. Bowers and Frank E. Dodge,
learned timpani from Oscar Schwar of
the Philadelphia Orchestra, and studied
music theory at the New England Con-
servatory of Music.

Stone joined the musicians union at
age 16, becoming its youngest member. In
1910 he was a xylophonist on the Keith

George Lawrence Stone
By Rick Mattingly

The small
announcement that
appeared in the
December 1935 issue
of Leedy Drum Topics
gave no hint that
drum history was
about to be changed.
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Vaudeville Circuit, and he played timpani
and bells with the Boston Festival Or-
chestra. Stone played in the pit of
Boston’s Colonial Theater under the ba-
ton of Victor Herbert, and was a member
of the Boston Opera Orchestra for five
years.

After George B. Stone’s death in 1917,
George Lawrence ran his father’s drum
factory and became principal of the Stone
Drum and Xylophone School in Boston.
He also wrote articles on drumming
technique for International Musician and
Jacob’s Orchestra Monthly.

Stone was a founding member of the
National Association of Rudimental
Drummers (NARD), which began in 1933,
and served as its president for fifteen
years. The publication of Stick Control
made Stone even more in demand as a
teacher, and drummers such as Gene
Krupa, Sid Catlett, George Wettling and
Lionel Hampton sought out Stone’s ex-
pertise.

Jazz drummer Joe Morello started tak-
ing lessons from Stone when he was six-
teen. “Every lesson was a joy to go to,”
Morello says. “If you did something wrong,
he had a way of letting you know about it,
but without belittling you. He was a very
gentle kind of man, and he had a good
sense of humor. He had a way of bringing
out the best in me.”

Stone, in turn, was inspired by Morello,
who would add various accents to the
exercises in Stick Control. Stone incorpo-
rated some of Morello’s ideas into his
book Accents and Rebounds, which he
dedicated to Morello. And some of the
exercises Stone wrote out for Morello
appeared in Morello’s 1983 book Master
Studies.

As Stone’s renown as a teacher in-
creased, the George B. Stone & Son drum
manufacturing business began to decline.
The factory closed in the late 1930s and
the equipment was idle until 1950 when
Ralph Eames purchased it, using it to
make Eames rope-tensioned parade
drums. Today, some of Stone’s equipment
is still used by the Eames Drum Company
in the manufacture of its drum shells.

Stone continued to be active as a
teacher through the 1940s. One of his
students during that time was Vic Firth.
“Mr. Stone was a droll Yankee type,” Firth
recalls, “but a very sweet man. He was
probably one of the first technique build-
ers of the teachers, and he felt it was ter-
ribly important to make music. His

theory was that you can be a sculptor by
virtue of owning a hammer and chisel, but
you don’t really sculpt anything until you
have the technique to do it. Likewise,
before you can do anything
‘shapely’ in music, you’ve got to
have the hands to do it with.”

George
Lawrence Stone died
at the age of 81 on November
19, 1967. His wife died two days
later, and his son, George
Lawrence Stone Jr., died thirty-
two days after his father. Eulogiz-
ing his friend in the Ludwig
Drummer, William F. Ludwig Sr.
said, “George was always helpful
to everyone—his motto was ‘Ser-
vice before self.’ May he rest in
the satisfaction that he did
his best for the percus-
sion field for many,
many years.”

SELECTED
WRITINGS

Following are
excerpts from
George Lawrence
Stone’s “Technique of
Percussion” columns that
ran in International Musician
during the 1950s and ’60s.

The Carbon Paper
Check-up

The carbon paper method of re-
producing drumbeats has long been a
part of the teaching equipment at the
Stone School. Just lay a sheet of white
paper on a desk or table-top, place the
carbon inked side down upon this, put a
pair of drumsticks in your pupil’s
hands…direct him to execute a rudi-
ment on the carbon, lift the car-
bon off and there it is—his
drumming signature on the paper
before him!

1997 PAS Hall of Fame
Drumming in Two Easy Lessons
A reader writes: “A brother drummer

claims that there are only two rudiments
in drumming, the single

stroke and the double
stroke, and that these
are all you have to know.
Is this right?”
Yes, reader, it’s right as far

as it goes. Tell the brother
there are only twenty-six

letters in the alphabet, and
that’s all he has to know,

until he finds out
they have to be

strung to-
gether in
some sort of
way before
they make
sense.

The
Wheat
From
the
Chaff

An ea-
ger seeker

after more
light on the whys
and wherefores
of
percussion…beats
his breast in de-

spair over the
conflict of opinion
apparent in the
writings of various
drum authorities.

Don’t let it dis-
turb you, brother.

Conflict, or differ-
ence of opinion, is
and always will be
with us, and it is only
through the afore-
mentioned that a
meeting of minds on
any given subject will
finally, we hope, be
achieved. Get infor-
mation on your fa-
vorite subject from
all sources, then
separate the wheat
from the chaff, as they
say up-country, and
settle for whatever
meeting of minds you
may detect. PN



PERCUSSIVE NOTES 12 DECEMBER 1997

“I would like to be able to give off the
same things that inspired me to really
love the instrument and love music,” he
said. “That was one of the things that im-
pressed me when I was a child and saw
the people I thought were great. One
thing I noticed was that they inspired
others. If you can do that, that’s a lot.”

In a life cut tragically short this past
February by a fatal heart attack, Tony Wil-
liams inspired countless drummers to
strive for excellence and find their own
voices, as he had done throughout his re-
markable career.

Born in Chicago in 1945, Williams grew
up in Boston and began studying with
Alan Dawson at age eleven. “Mr. Dawson
went out of his way to encourage me,
help me and see that I had opportunities
to develop my meager skills,” Williams
said last year when Dawson was elected
to the PAS Hall of Fame. “On Saturday
nights he would drive one hundred miles
out of his way to pick me up in Roxbury,
drive to Cambridge to let me perform
with his trio and gain valuable experience,
and then return me safely home. I was
twelve years old.”

Williams spent his early years studying
the great drummers who had defined the
art. “When I was a kid, I would buy every
record I could find with Max Roach on it
and then I would play exactly what he

Tony Williams

played on
the
record—
solos
and ev-
ery-
thing,”
Williams
said in
Knoxville. “I
also did that
with drummers
like Art Blakey,
Philly Joe Jones, Jimmy
Cobb, Roy Haynes and all
the drummers I admired.
People try to get into
drums today, and af-
ter a year they’re
working on their
own style. You
must first
spend a long
time doing
everything
that the
great
drum-
mers do.
Not
only do
you
learn

how to play something, but you also learn
why it was played.”

While in his teens Williams was gigging
with saxophonists Sam Rivers and Jackie
McLean. When he was seventeen, Will-
iams was hired by trumpeter Miles Davis,
becoming part of a quintet that included
saxophonist Wayne Shorter, pianist
Herbie Hancock and bassist Ron Carter.
Even in his early performances and re-
cordings with Davis, Williams proved that
he had not only mastered the jazz drum-
ming vocabulary of the masters who had
preceded him but that he was ready to
take jazz drumming to the next level.

Among his stylistic characteristics were
the freeing up of the hi-hat from its tradi-

tional role of maintaining beats two and
four and a more pulse-oriented ap-

proach to the ride cymbal, which
foreshadowed the use of straight-

eighth rock rhythms in jazz.
Many consider Williams the
first “fusion” drummer.

Williams recorded several
albums with Davis that are
considered classics, including
Four & More, Sorcerer,
Nefertiti and In A Silent

Way. During the

By Rick Mattingly

Relaxing in his Knoxville
hotel room after his PASIC
’83 clinic, Tony Williams
reflected on what he hoped
he was giving to other
drummers.
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1997 PAS Hall of Fame
six years he was with Davis, Williams

also released two solo albums, Lifetime
and Spring, on which he revealed his affin-
ity for the avant-garde style of jazz. Dur-
ing those years Williams also appeared on
Hancock’s Maiden Voyage and Eric
Dolphy’s Out to Lunch albums.

After leaving Davis, Williams formed
the band Lifetime with guitarist John
McLaughlin and organist Larry Young, re-
leasing the album Emergency. Combining
the technique and finesse of jazz with the
energy and volume of rock, Lifetime
paved the way for such bands as
McLaughlin’s Mahavishnu Orchestra and
Chick Corea’s Return to Forever. Lifetime
endured through several personnel
changes, and on albums such as Believe It
and Million Dollar Legs Williams became
increasingly involved with rock and funk
rhythms. But as with his jazz playing, he
was never merely imitative.

“On those first records with Lifetime, I

was just trying to do something that no
one else had done,” Williams said in ’83. “I
had been hearing things that other
people had done, and I thought, ‘Wow, if
they can do that, then I can do this.’ Also, I
didn’t want to repeat what I had already
done.”

Whatever style Williams was playing,
he sounded totally convincing. “That
comes from an aggressiveness, and a will-
ingness to be a part of the music,” he
said. “I’m not playing a role. Whatever

style I play, I play the style rather than at-
tempt to play. It’s two different sounds.
You can hear when jazz drummers at-
tempt to play rock, or rock drummers try
to play jazz. It’s not quite there. You have
to really work at that.”

In the mid-’70s, Williams returned to
his mainstream jazz roots with VSOP,
which reunited him with Hancock,
Shorter and Carter, along with trumpeter
Freddie Hubbard. Soon after, Williams as-
sembled The Great Jazz trio with Carter
and pianist Hank Jones.

During the early ’80s, Williams devoted
a lot of time to studying composition. The
results of that study were revealed on a
series of albums on the Blue Note label
beginning with Foreign Intrigue in 1985 and
continuing with Civilization, Angel Street,
Native Heart, The Story of Neptune and To-
kyo Live. Williams maintained a working
band that featured such “young lions” as
trumpeter Wallace Roney, saxophonists

Donald
Harrison and
Bill Pierce, and
bassist Charnett
Moffett.

Williams’ final
album, released
just weeks be-
fore his death,
was titled Wil-
derness and fea-
tured Hancock,
saxophonist
Michael Brecker,
guitarist Pat
Metheny and

bassist Stanley Clarke, along with a full
orchestra. It was his most fully realized
statement as a composer.

But it is his drumming that Williams
will be best remembered for, and drum-
mers such as Terry Bozzio, Bill Bruford,
Billy Cobham, Vinnie Colaiuta, Peter
Erskine, David Garibaldi, Steve Jordan, Jim
Keltner, Michael Shrieve, Steve Smith,
Charlie Watts and Dave Weckl have
named Williams as an important influence
on their playing.

Williams himself always looked for
ways in which he could improve. “I’ve al-
ways been a student,” he said in Knox-
ville. “Learning has always been exciting
for me.

“Drummers spend a long time not feel-
ing good on their instruments because of
the things they don’t want to do. Every-
one has prejudices and fears. But anyone
with experience knows that if you take a
couple of years to study something, sev-
eral years later you will be very glad that
you spent that amount of time improving
yourself. Sometimes you don’t realize
how much good something has done you
until years later.

“It seems to me that playing jazz gives a
drummer more sensitivity for the
drumset and much more of a rounded
concept. It’s hard to explain that without
someone feeling like I’m trying to say that
I want them to play jazz. I’m not. I’m say-
ing I want them to play the drums better.
It just so happens that if you learned a lot
about jazz, practiced it for two or three
years and really tried to be good at it, you
would become a better drummer.” PN
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Jazz Related Systems For
Use With Reed’s Syncopation

BY STEVE KORN

Now reverse the note assignments. Play the written eighth notes on the bass drum and the written quarter notes on the snare.
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Since its original publication in 1958, Ted Reed’s Progressive Steps To Syncopation For The Modern Drummer has been used
by drummers as a tool for the development of independence, coordination and technique. Using pages 37 through 44 as
rhythmic etudes, drummers have devised numerous systems with which to challenge themselves. The following are

progressively complex examples of some of these systems.
These are the first four measures of page 37. One must first be able to perform the page as written and then with a swing

eighth-note interpretation.
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From Progressive Steps to Syncopation for the Modern Drummer by Ted Reed • Copyright © 1958 Ted Reed Publications • Copyright assigned 1996 to Alfred Publishing Company • Used by Permission
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The next step involves performing the syncopated rhythm on the snare drum while keeping jazz time on the ride cymbal and
hi-hat. The bass drum can be “feathered” (played lightly on all four beats).

When this has been mastered, repeat the process playing the syncopation rhythm on the bass drum. The snare drum can play a
cross-stick on beat four of every measure.
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When you are comfortable with the previous examples, try combining them. Play all written eighth notes on the snare drum and
all written quarter notes on the bass drum.
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These exercises are great for developing basic independence between each limb. For an additional challenge, try playing the
syncopated rhythm with the hi-hat foot, then combine it with either the snare drum or bass drum, similar to the previous two
examples.

The next set of examples involve using the syncopation rhythm as an accent pattern. The first four measures of page 37 can be
used as a triplet accent pattern.
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Keep the unaccented notes low, and be sure that the accented notes are of equal strength in each hand.

The next step involves replacing the unaccented notes with double strokes. The result is:
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Try this exercise with brushes. It’s great for developing double strokes.

This next example is based on the previous one, however the sticking patterns are different. Essentially, all accented eighth
notes are performed as single strokes, and all unaccented eighth notes are performed as double strokes. (There are some
exceptions when alternate strokes can be used.) The basic key is as follows:
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Applying this idea to the first four measures of page 37 would give us:

/
c

3

œ

>

œ œ

>
3

œ œ œ

>
3

œ

>

œ œ

3

œ

>

œ œ

R L R L L R R L L R L L

3

œ

>

œ œ

3

œ

>

œ œ

3

œ œ œ

>
3

œ œ œ

>

R L L R L L R R L R R L

3

œ

>

œ œ

3

œ

>

œ œ

3

œ

>

œ œ

>
3

œ œ œ

>

R L L R L L R L R L L R

3

œ

>

œ œ

>
3

œ œ œ

>
3

œ

>

œ œ

3

œ œ œ

R L R L L R R L L R L R



PERCUSSIVE NOTES 16 DECEMBER 1997

Remember to concentrate on making the ride cymbal swing. It should never be sacrificed for independence.
Another variation involves playing standard jazz time on the ride cymbal and hi-hat, and the written rhythm on the bass drum

as the snare drum plays the second and third eighth note of every triplet:
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The next step involves applying this concept to the drumset. Play all accented notes on the ride or crash cymbal and all
unaccented notes on the snare drum. The bass drum will also play the accented notes and the hi-hat will play beats 2 and 4.
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This concept also sounds great when some or all of the accented notes are played on the tom-toms. Experiment with different
combinations.

The next example requires a little more coordination. The bass drum plays the written rhythm and the snare drum fills in the
triplets. The ride cymbal and hi-hat keep standard jazz time:
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In the next example the bass drum plays all written quarter notes and the hi-hat plays all written eighth notes. The right hand
maintains a standard ride pattern on the cymbal as the left hand fills in the triplets on the snare drum. The first four measures
are as follows:
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This one is a real challenge, but will open your drumming to a world of rhythmic possibilities.
For additional ideas on how to use the rhythms in Syncopation, check out Casey Scheuerell’s article in the April 1994 issue of

Percussive Notes. There are many creative ways that Ted Reed’s book can be used to develop independence and coordination. Use
your imagination to develop systems that will meet your personal needs.

Steve Korn has performed with Jon Faddis, Julian Priester, Pete Christlieb, Bill Smith, Jay Clayton, Karrin Allyson and Dave
Samuels and led his own projects. He is an author and composer whose credits include Drumset In The Jazz Rhythm Section
(Hemiola Music), The Lorax, A Duet For Marimba and Vibraphone (Pioneer Percussion), articles for Downbeat and Modern Drum-
mer magazines, and transcriptions for The Jack DeJohnette Collection (Hal Leonard Corporation).     PN
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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.

All you need is at least four mem-
bers to form your club, and a
leader who is a regular member
of Percussive Arts Society.
Annual dues are $16, payable
through your leader to PAS.

Find out how you can start a PAS
club at your school! Call PAS at
(580) 353-1455, reach us by
E-mail at percarts@pas.org, or
write to PAS, PAS Clubs, P.O.
Box 25, Lawton, OK 73502
TODAY!

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.”
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DRUMMERS ARE VERY OFTEN
the victim of jokes. We’ve all heard
the one in which a club owner asks,

“How many are in the band?” and he’s
told, “Four musicians and a drummer!”
We know that should not be the case but,
unfortunately, too often it is. The drum-
mer should strive to be a good musician
as a rule, not as an exception. What I’m
saying here is nothing new; I’m just con-
stantly reminded of these realities.

Why?
So many drummers I’ve heard are just

drumming away, working on licks—not on
playing musically. Music is a language.
We are obligated to serve it, protect it and
honor it. The music itself, and the people
you play it with, dictate the conception of
how it is to be interpreted.

Why do we get the gig?
Because we make the other musicians

in the group sound and feel good. If we
take a moment to think about it, most all
of the drummers we admire do that first.
When the band sounds good, you sound
good. The music is our main priority, our
foremost responsibility. Like the good
Scouts say—“Be Prepared!”

How can one gain insight into being a
better, musical drummer?

My experience has been to put the real-

PRO TIPS

BY ADAM NUSSBAUM

Playing Musically

ity of the situation first and my own per-
sonal agenda second. We have to serve
the music.

What do I mean?
Well, for one, most music is usually

made up of melody, harmony, rhythm and
form. To be able to perform appropriately,
we must try to internalize what these
components are in order to play and re-
spond accordingly.

How do the instruments in the group
play together? Check out the relationship
of the instruments in the rhythm section.
Listen for how they function indepen-
dently and together. How do they support
and react to one another and to the solo-
ist? To really understand this we must lis-
ten to the music as a whole entity, not
just the drums.

We have to really learn and absorb
many styles, familiarize ourselves with
song forms, different rhythmic feels, me-
lodic shapes, harmonic motion, the bal-
ance of ideas in a composition—the list is
endless. It is only limited by the restric-
tions of our imagination.

The way we play should be based on
what is going on around us. We need to
have enough of a conception and technical
ability so we can take care of what’s hap-
pening around us in the moment, without

having to stop and think about it. This
has to be second nature, just like walking
and talking. We don’t think about that
process anymore; we’ve learned it, now
we just do it. It’s the same with music. We
must be in the moment, the now, to listen,
feel and respond.

Listen to the greats. Practice and play
with as many different people as you can.
If we want to play better we must get
involved with the process of playing.
Keep an open mind and an open ear. It’s
an infinite journey that never ends.
Enjoy it!

Adam Nussbaum regularly performs with
the John Abercrombie Trio, Steve Swal-
low Quintet, Niels-Henning Ørsted
Pedersen Trio, Jerry Bergonzi Quartet,
Beirach/McClure Trio and the Jim
McNeely Trio. Nussbaum teaches at New
York University, Long Island University
and Jamey Aebersold’s Summer Jazz
Band Camps.     PN
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WHEN YOUR DRUM LINE
plays warmups, they are es-
tablishing the quality of sound

for the ensemble, the same way that the
wind section of your band does each time
they tune and warm up. You’re not only
matching pitch and tone quality, you’re
blending a sonority. Always maintain a
blended sonority between individuals of
the same segment and a balanced sound
between different instrumental seg-
ments.

“Time Machine” is a warmup that will
help develop better musicians through-
out your percussion section. This par-
ticular warmup promotes advanced
subdivision skills and interpretation,
furthers the development of the Single-
Stroke Roll rudiment, and provides ma-
terial for implementing creative
rhythmic cadences in your existing per-
cussion arrangements.

“Time Machine” is fully orchestrated
for the field percussion (snares, quads,
bass drums and cymbals) and front en-
semble (mallet keyboards and timpani).
Quad players may play a single drum
“check pattern” for each warmup before
they play the written part. Cross-stick-
ing is indicated with an X under the
staff. Cymbal parts can be played in uni-
son or divided among several players. In
most cases, the mallet parts can be per-
formed on any keyboard percussion in-
strument in any register that sounds
appropriate.

A “Time Machine” For Your
Drum Line

BY JAMES CAMPBELL

As players change subdivisions, the
tendency for them is to lose muscle con-
trol and produce a thinner sonority as
the density of notes decreases (implies a
ritard). Or, they often overplay as more
notes are added to each measure (im-
plies an accelerando). Add a gradual cre-
scendo to the accelerando and a
decrescendo to the ritard to enhance the
phrasing and musical effect of the
warmup. Tone and volume should re-
main consistent throughout the chang-
ing subdivisions. Learn to relax as you
“accelerate” and introduce more energy
as you “ritard.”

Mallets and timpani should move to
new keys and inversions on each repeat.
The Mallet 1 part may be played with
two mallets or with four as arpeggios of
the major triad. The Mallet 2 part may
play the four-mallet chords or split the
part among other players. If played with
four mallets, attention should be given
to producing a smooth and fluid motion
between the inversions. The half notes
may be rolled or struck. The timpani
provide the root for each key and should
use articulate mallets for clarity.

A tempo range of quarter note = 90 to
132 is suggested for this warmup. Begin
the exercise at a slow tempo so that each
individual can demonstrate the proper
interpretation before the tempo is in-
creased. With most marching percussion
sections, performing music at the basic
pulse of 120 mm is comfortable because

the patterns are fast enough to flow in a
relaxed style with minimum strain on
technical skills. The music usually be-
comes more difficult to perform well
when the tempo goes faster or slower
than this standard speed. Extremes in
tempo, in either direction, will make
technical limitations more obvious than
they are in the “comfort zone.” Slow
tempi expose more obvious timing and
tone production problems caused by
jerky movement. Quicker speeds will
test your technical proficiency, dexterity
and stamina. Spend more time working
outside of your comfort zone so that you
are developing skills you don’t have
rather than spending all of your time
playing things that you do well all of the
time.

With proper focus on sound quality
and precision, “Time Machine” should
prove to be challenging and rewarding.

James Campbell is Professor of Music
and Director of Percussion Studies at
the University of
Kentucky, Princi-
pal Percussionist
with the Lexing-
ton Philharmonic,
and has served as
principal instruc-
tor, arranger and
Program Coordi-
nator for the
Rosemont Cava-
liers Drum and
Bugle Corps.  His
method book,
Championship Technique for Marching
Percussion, has recently been published
by Row-Loff Productions, and Campbell
serves as Second Vice-President of the
PAS.
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James Campbell

Copyright © 1997 Row-Loff Publications; Reprinted by Permission



PERCUSSIVE NOTES 24 DECEMBER 1997

Snare

Quads

Bass

Cymbals

Mallets 1

Mallets 2

Timpani

/

/

/

/

&

&

?

.

.

.

.

.

.

.

.

.

.

.

.

.

.

2.
6

œ œ œ œ œ œ

6

œ œ œ œ œ œ œ œ œ œ œ œ œ œ

R L R L R L R L R L R L R L R L R L R L

2. 6

œ œ œ œ œ œ

6

œ œ œ œ œ œ œ
œ œ œ œ œ œ œ

R L R L R L R L R L R L R L R L R L R L

2. 6

œ œ œ œ œ œ

6

œ œ œ œ œ œ
œ œ œ œ œ œ œ œ

2.

Crash
· Ó

2.

œ

œ
œ

œ

2.

˙

˙

˙
˙

˙

˙

˙
˙

2.
6

œ œ œ œ œ œ

6

œ œ œ œ œ œ œ œ œ œ œ œ œ œ

3

œ œ œ œ œ œ œ

>

R L R L R L

3

œ œ œ
œ œ œ œ

œ

>

R L R L R L

3

œ œ œ
œ œ œ œ

œ

œ
œ

>

Œ Œ Œ œ

3

œ
œ œb

œ œb œ

œ

œ

>

3

œ
œ œb

œ œb œ

œ

œ

œ
œ

>

3

œ œ œ œ œ œ œ

>

œ

>

Œ Ó

œ
œ

>

Œ Œ Œ

œ

œ

œ
œ

>

Œ Œ Œ

œ Œ Œ Œ

œ

œ

>

Œ Ó

œ

œ

œ
œ

>

Œ Ó

œ

>

Œ Ó

Snare

Quads

Bass

Cymbals

Mallets 1

Mallets 2

Timpani

/

/

/

/

&

&

?

.

.

.

.

.

.

.

.

.

.

.

.

.

.

3

œ œ œ

3

œ œ œ œ œ œ œ

R L R L R L R L R L

3

œ
œ
œ

3

œ
œ
œ
œ
œ
œ
œ

R L R L R L R L R L

3

œ œ œ

3

œ
œ
œ
œ
œ
œ

œ

œ
œ
œ

œ
œ

œ

œ

œ
œ

œ

œ

œ
œ

‹ Œ ‹ Œ

œ
œ

œ
œ

˙

˙

˙

˙

˙

˙

˙

˙

3

œ œ œ

3

œ œ œ œ œ œ œ

1.

1.

1.

1.

1.

1.

1.

œ œ œ œ

3

œ œ œ œ œ œ œ

R L R L R L R L R L R

œ œ œ œ

3

œ œ œ
œ œ œ œ

R L R L R L R L R L R

œ œ œ œ

3

œ œ œ œ œ œ œ

∑

œ

œ
œ

œ

˙

˙

˙
˙

˙

˙

˙
˙

œ œ œ œ

3

œ œ œ œ œ œ œ

5

œ œ œ œ œ

6

œ œ œ œ œ œ œ Œ

L R L R L R L R L R L R

5

œ œ œ œ œ

6

œ œ œ œ œ œ œ

Œ

L R L R L R L R L R L R

5

œ œ œ œ œ

6

œ œ œ œ œ œ œ

Œ

Œ

Crash
Œ œ Œ

5

œb œn
œb œn œ

6

œb œn
œb œn œb œn

œ
Œ

5

œb œn
œb œn œ

6

œb œn
œb œn œb œn

œ
Œ

5

œ œ œ œ œ

6

œ œ œ œ œ œ œ Œ

 PN



PERCUSSIVE NOTES 25 DECEMBER 1997



PERCUSSIVE NOTES 26 DECEMBER 1997

THE FORTY PERCUSSIVE ARTS SOCIETY
International Drum Rudiments are the backbone of
marching percussion past, present and future. With a thor-

ough knowledge of these rudiments, one can expand and create
more complex ideas. This has been the case in marching percus-
sion over the last twenty to twenty-five years.

Contemporary marching percussion instructors and perform-
ers have manipulated the basic rudiments to create a group of
more technically difficult and physically challenging variations.
Many of these variations come from combining two or more ru-
diments to create what are called “compound rudiments.” Other
variations are created by manipulating one or more characteris-
tics of a single rudiment to build new patterns.

Simply showing students these particular patterns and ex-
pecting them to understand them can lead to some very poor
playing habits, but teaching these complex rudiments through
basics will greatly expand the students’ ability. Here are a few
ideas on how to break down some of the more commonly used
compound rudiments into easy-to-understand basic exercises
that will aid in the success of your players.

FLAM DRAG
The Flam Drag is a combination of a Tap Drag and a Flam

Accent.

Teaching Compound Rudiments
Through Basics

BY CHAD WYMAN
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Creating a simple drill that breaks the rudiment up into its
basic parts will assist students in obtaining quicker success.
The first bar of the next example helps establish the motion of
playing accented and unaccented notes in a triplet feel; the sec-
ond bar isolates the unaccented double after the accent. Players
should always remember to play the double with the same mo-
tion and dynamic as they used for the single stroke in the first
bar.

The third bar emphasizes the Flam Accent. As with any flam
rudiment, it is extremely important to keep the grace note low.
The last bar combines the two patterns into the Flam Drag.
Players should listen and make sure their quality of sound
stays consistent throughout the exercise.
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CHEESE FLAM
A Cheese is a manipulation of a Flam Accent; simply double

the primary note of the flam.
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The breakdown of this rudiment follows the same pattern as
with the Flam Drag:
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Again, it is important to keep the same triplet motion
throughout the entire exercise and to not change dynamics
when changing patterns./
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FLAM FIVE
A Flam Five combines a Five-Stroke Roll and a Flam Accent.
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Once again, breaking down the pattern will help develop the
compound rudiment.
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plays the second double is also the hand that plays the grace
note of the flam. To accent both doubles, the player has to
quickly lift the stick from the grace note height back up to the
accent height. This usually leads to an audible gap between the
first and second note of the triplet. Therefore, it is suggested
that the Flam Five be played with only the first note accented.

You will also notice that the Flam Five can be broken down
into the two complex rudiments previously discussed—the Flam
Drag and the Cheese. With that in mind, here is another exer-
cise that will help to develop proper interpretation:

Most students will try to play both doubles of the five-stroke
at the accented height; this can lead to problems. The hand that
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Be sure to send
PAS your current

address. Please
mail all address

changes to:
PAS

701 NW Ferris
Lawton, OK

73507

Moving?

INVERTED FLAM TAPS
Here is an example of manipulating a standard rudiment to

create a more demanding variation. Inverted Flam Taps require
more dexterity and control than the standard Flam Tap.

Standard Flam Tap
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Inverted Flam Tap
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To understand the difference between the two rudiments,
play each one with the right hand isolated. You should be play-
ing a triple beat with an accent on the first note for the stan-
dard Flam Tap, and an accent on the third note for an Inverted
Flam Tap. It is very important that students become comfort-
able with this motion so that they can play the Inverted Flam
Tap as relaxed as possible.

Isolated right hand of Flam Tap
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Isolated right hand of Inverted Flam Tap
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The following exercise emphasizes the motion of the Inverted
Flam Tap. Again, it is very important to keep the unaccented
notes at a low stick height.
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Starting these exercises at a slow tempo and slowly increas-
ing speed is suggested. Start no faster than quarter note = 100.
As with anything, success can only be achieved through hard
work and dedication. The concepts in this article can be applied
to many percussion performance situations, in and outside of
marching percussion.

Chad Wyman received his bachelor’s de-
gree in Music Education from the Univer-
sity of Massachusetts at Amherst and is
currently working on his master’s degree
in Percussion Performance at the Univer-
sity of Kentucky. He has been a member
of the Cadets of Bergen County Drum and
Bugle Corps.     PN
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THE FRAME DRUM FAMILY IS A
versatile and extremely adaptable
group of percussion instruments that

possesses a vast tonal spectrum. In this ar-
ticle I will discuss sound production tech-
niques, playing positions and the various
physical characteristics of frame drums.
By presenting this information, I hope to
highlight the qualities that may make the
frame drum an inviting addition to your
tonal palette.

The vast array of sounds that can come
from this ancient single-headed drum is
due to a combination of many variables.
These include: the type of playing surface,
i.e., animal skin (goat, cow, dear, lizard,
fish, etc.) or synthetic (plastic); thickness
of the playing surface; depth, shape, diam-
eter and thickness of the shell; the mate-
rial the shell is made from (wood or
synthetic); whether there are jingles,
metal rings or bells attached to the shell;
snares on the head; what kind of beater is
being used (in the case of the hands, what
fingering/hand technique is used, or the
use of sticks, mallets, brushes or
Superballs); and the playing position being
used.

PHYSICAL CHARACTERISTICS
Once you make contact with the drum,

the playing surface (head) vibrates first.
All the other physical characteristics em-
bellish and help define the tonal quality of
the head. For example, a basic frame drum
with a two-inch by sixteen-inch shell and a
medium weight goatskin head can be ex-
pected to have a rich, full-bodied, warm
tone. Of course, this may vary due to the
weather. Since the head is naturally po-
rous it will react to humidity. This problem
disappears if you have a tunable drum.

By putting a synthetic head on that
same sixteen-inch drum, you can expect to
get a slightly less resonant tone, but it will
have more sustain and audible harmon-
ics—basically a ringier sound than with
the skin head. What if we now throw in
another variable by changing the thick-
ness of the head? As with any drum, the
thicker the head, the fatter, heavier sound-
ing it will be. The type and thickness of
your drumhead is a personal choice; which

A Discussion of Frame Drums
BY PETER FAGIOLA

FUNDAMENTALS

one to use depends on your taste and the
sound you want.

The next consideration is the shell. It is
obvious what effect the diameter of the
shell has on the pitch of the drum. You can
easily imagine the pitch a ten-inch frame
drum will have compared to that of a
twenty-inch drum. But how does the shell’s
depth affect the pitch and tone quality?
How will the tone of a 2" x 10" shell com-
pare to, say, a 4" x 10" one? More sound
coming from that 4" x 10"? A shallower,
thinner sound coming from the 2" x 10"?
Most likely yes and yes. A
2" x 10" drum with a shell that’s 1/16"
thick would be very easy to hold and would
produce a small, thin sound. The same
drum with a 1/2" thick shell would have a
bigger, more resonant sound.

Another crucial element involves the ma-
terial from which the shell is made. Wood is
the most popular throughout the world, and
synthetic is becoming more common these
days. Both materials posses their own
unique effects on the sound quality of the
drum. Finally, the shape of the drum drasti-
cally affects the sound, as much as the hold-
ing and playing technique. Round drums
are most common, but in North Africa they
have square ones, too.

Embellishing the shell with various ele-
ments can give the frame drum a whole
new identity and ability to provide a wide
variety of sound sensations. Adding jingles
or attaching brass rings to a shell would
definitely add some spice to the overall
sound of the drum, as well as change the
way you play on it. What would happen to
the sound of your drumkit if you took away
all the cymbals? I bet you would play it
like a totally different instrument. Well,
the same kind of effect happens to the
frame drum when you add jingles, only
now we call it a tambourine. The tambou-
rine family is like an extended family of
frame drums. But it’s beyond the scope of
this article to discuss the many types of
tambourines and all the playing tech-
niques.

DRUM TYPES
The brass rings I mentioned earlier

brings us to the frame drum known as a

gaval. This Central Asian frame drum has
rings (or even little bells) attached to the
inside of the shell. With the addition of
those rings/bells, the drum takes on char-
acteristics of a shaker, which provides,
along with the head tones, a double rain-
bow of tone colors, as do the jingles on the
tambourine.

A frame drum that can add another
tonal affect to the picture is the North Af-
rica bendir. What makes this frame drum
so special is that it has snares running
across the inside of the head.

BEATERS AND STROKES
Once you have settled on a drum to play,

how, with what and where will you strike
it? We’ll start with the hands. You have ten
fingers (or built-in beaters), each with its
own unique sound. By using these beaters
individually or in various combinations,
varying the type of stroke (open or closed)
and the placement of the strokes, you have
an endless ability to draw amazing tone
colors and rhythms out of the drum.

Divide the drumhead into four playing
areas (Illustration 1).

The rim produces the high end of the
fundamental pitch. As on timpani, the
“sweet spot” gives you the fullest, most
resonant tone. The mid zone has slightly
deader sounding qualities than the sweet
spot. And the center gives you a nice flat,
dry, dead sound. On a drum with a diam-
eter of at least sixteen inches it is easy to
hear the tonal distinctions between the
playing areas. With smaller drums, the
mid zone tends to blend in with the sweet
spot and the center.

As with East Indian drumming, the ba-
sic concept is to divide the hand into sec-
tions utilizing individual fingers as well as
various combinations. Illustration 2 shows

Illustration 1
rim
sweet spot
mid zone
center
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the labeling system.
Example 1 shows how to combine fin-

gers to make one “beater.” The fingering
numbers that appear in parentheses when
played together equal the boxed number or
letter.

One benefit of the system is that, by di-
viding the hand into two or three parts,
you can play two or three strokes with one
arm movement. Thus, when it comes to
rolling, double- and triple-stroke rolls are
possible as well as alternating double-
stroke rolls. This also makes for a more ef-
ficient use of energy.

Example 2 shows two different fingering
patterns for rolling, which illustrate how
you may divide the hand. Remember, these
patterns only deal with fingering, not
placement.

When combining the fingering possibili-
ties with stroke placement, open and
closed tones, and the other hand/fingering
techniques you can use, including playing
harmonics, glissandos, pitch bends, snaps,
brush strokes, muffled tones, pops and fin-
gernail strokes, you have quite a technical
palette to choose from for expressing your-

left hand
right hand

Illustration 2

1 1

TT

4
3 2

2 3
4

T = thumb
1 = index finger
2 = middle finger
3 = ring finger
4 = pinky finger
R = right hand
L = left hand

2  =  (2,3) 4  =  (1,2,3,4) T  =  (THUMB + 1)

3  =  (2,3,4) 5  =  (T,1,2,3,4)

Example 1

   Double-stroke roll pattern:   Alternating double-stroke roll pattern:

2   2   1   1    or    3   3   1   1

R   L   R   L    or    R   L   R   L

Example 2

2   1   2   1    or    3   1   3   1

R   R   L   L    or    R   R   L   L

self. Mallets, light sticks, brushes or
Superballs make great effects and increase
the adaptability of these drums.

PLAYING POSITIONS
Three basic playing positions are used

in frame drumming—the Hand Held, Knee
and Free Hand positions. Between all
three, there is a vast array of tonal and

rhythmical possibilities. Each position also
requires a different playing technique.
Some strokes can be used in all three posi-
tions; others lend themselves to specific
positions, due to the fact that one or both
hands must hold the drum. Since the
hands are in different positions and ap-
proach the head differently, each playing
position possesses a core of tonal nuances.
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To be adaptable to a wide variety of musi-
cal situations, it is beneficial to be fluent
in all three positions.

The Hand Held position. There are
many variations of this basic position in
which both hands support the drum. De-
pending on whether you are playing the
tambourines of Southern Italy, the Middle
Eastern riq or the North African tar, the
holding or supporting of the drum varies
greatly. Illustration 3 shows the playing
position used for the tar or bendir. You can
see how both hands are used to hold the
drum while playing. Common between all
the variations in this playing position are
various fingerings used to produce the
three basic strokes: open, high-pitch rim
tone; low pitch open tone; and a closed
tone or slap. In the case of the Middle
Eastern riq, the fingers play on the jingles
as well as the head. One nice aspect of the
hand held position is that you can stand or
walk while you play. This mobility, along
with the unique sound you get from play-
ing in this position, is a great addition to
your overall rhythmic and tonal voice.

The Knee position. As seen in Illustra-
tion 4, the drum is played in a sitting posi-
tion. While resting the drum on the left
knee with the head of the drum facing

erything around.) The right hand is able to
move freely on the head in this position,
whereas the left hand is limited in move-
ment because it has to support the drum.
One can trace the roots of frame drum-
ming in the knee position to dumbek/
derabucca or zarb playing. As with the
Hand Held position, you can play a wide
variety of strokes including snaps and
brush strokes. Because your hands are ap-
proaching the drum in two different ways,
you will automatically play the drum dif-

away from you, the left hand supports the
drum from the top. (Lefties just turn ev-

Illustration 3
Hand Held position

Illustration 4
Knee position

Illustration 5
Free Hand position

ferently than you would in the other two
positions, allowing you to produce yet an-
other dimension of the available sounds.

The Free Hand position. The primary
difference between this position (shown in
Illustration 5) and the other two is that
the drum is held cradled between the
knees and calves, allowing both hands to
be free—thus the “free hand” style of
frame drumming. With both hands free to
move about the head, you have access to a
vast amount of tones and effects. This po-
sition tends to be easier on the beginner
because you don’t have to hold the drum in
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your hands while playing. Placing the
drum on a snare drum stand further sim-
plifies the holding process, gives you more
flexibility and allows the youngest of folks
the ability to just focus on playing. Also,
putting the drum on a stand opens up
many new doors for musical expression;
you can have a multiple drum setup or add
the frame drum to a multiple percussion
setup. You can adapt the fingering tech-
niques used in the Free Hand position to
any type of hand drum that uses a vertical
stroke, such as the conga or jembe.

CONCLUSION
The musical possibilities for the frame

drum are endless. To top it all off, the
frame drum is extremely portable. It also
makes for a good tool for practicing,
whether you are working on linear phras-
ing or meter. For “stick” drummers it can
give you the experience of direct contact
with your instrument, allowing the devel-
opment of greater sensitivity in your
hands. It also can be a fun, user-friendly
instrument for those who are new to hand
drumming.

Like any instrument, years of
woodshedding and study are required.
Once you start working on these drums
and exploring some of the techniques, you
will begin to hear how these instruments
might work in different musical situations.
I hope that by reading this article your cu-
riosity was stimulated. So go get that
frame drum out of the closet. Experiment,
discover, be musical and have fun!

The illustrations, examples and ideas
presented in this article are excerpts from
Peter Fagiola’s forthcoming book, Frame
Drumming Free Hand Style—the Art of
Musical Time.

Peter Fagiola holds an MFA in World Mu-
sic from the California Institute of the Arts
(CalArts) where he majored in Hindustani,
West African and Balinese music. Fagiola
was also trained as a western classical per-

cussionist, receiving degrees in Music Edu-
cation and Performance from SUNY
Potsdam. Fagiola has performed in the
U.S., South Africa and India, and he is also
a music educator and composer of music
for percussion and hand drums. PN
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The College Percussion Methods Class
Collective Experience; Combined Wisdom

BY F. MICHAEL COMBS

A REPORT DETAILING
 standards for the college
 percussion methods class that the

Percussive Arts Society officially adopted
and approved was published in the June
1997 issue of Percussive Notes. Although
filling only one page, the guidelines re-
sulted from years of research and com-
munication among experts in the area as
well as a great deal of discussion within
the ranks of the PAS College Pedagogy
Committee (chaired by Dr. Gary Cook of
the University of Arizona).

A copy of the PAS standards has been
sent to leading educational publications
as well as to the National Association of
Schools of Music. The result should be a
positive change in the quality level of
what is being taught in the college meth-
ods classes as well as how that informa-
tion is being disseminated to the college
students.

Not reflected in the report are all of
the various ideas, suggestions and actual
procedures that came out as a result of
the project. The real meat of the mat-
ter—those ideas that might affect the
way we teach or even approach the
class—must also be presented to the
membership. The material presented be-
low was derived from notes taken at
various meetings, statements included in
questionnaires and comments provided
in various other ways. Although these
statements are not presented as repre-
senting any kind of consensus or major-
ity opinion, they did emerge as ideas
that could be incorporated into the gen-
eral plan of teaching the college percus-
sion methods classes.

I. FREQUENCY OF MEETINGS
In various discussions, it was found

that the college percussion methods class
is offered as rarely as once a week for
only a few weeks, to as frequently as ev-
ery day throughout the year. With that
much diversity, it was difficult to find
the ideal number of meetings of the
class, but many on the committee agreed
that a class meeting three times each

week for a full semester might be a good
average and workable in most situations.
Twice a week might also be workable,
but any less would make it very difficult
for the instructor to meet the new stan-
dards. It was agreed that a teacher could
never have too much class time in which
to teach percussion methods.

II. USE OF CLASS TIME
In schools where class time may seem

inadequate to meet the standards, in-
structors can approach their administra-
tors with the rationale that more class
time is essential to meet the official PAS
standards. But instructors should first
draw on their own ingenuity and creativ-
ity to make the very best use of class
time. Some of the suggestions for effi-
ciency of time include:

a. Use of electronic communication.
Requiring all students in the class to
have e-mail accounts is being incorpo-
rated in several schools. Details of as-
signments, reviewing for exams, lists of
materials, etc., can all be provided
through e-mail link or on a web page,
saving many class hours and tons of
handouts.

b. Selection of texts. Texts that include
lists of music, addresses, sources of in-
struments and other detailed materials
can be used in the methods class,
thereby minimizing handouts and
lengthy lectures.

c. Combining with other methods
class.  Some instructors suggested incor-
porating with meetings of woodwind,
brass or string methods classes. Creating
a beginning band or orchestra situation
would tie in related teaching materials
and organizational skills.

d. Video and audio materials. Most in-
structors incorporate audio/video materi-
als in outside assignments. Students can
go to the school library and watch a
video that explains the basics of hand
drumming or demonstrates the PAS In-
ternational Drum Rudiments. These as-
signments are especially effective when
it is not possible for percussion-class stu-

dents to do the type of out-of-class prac-
tice that could be assigned to woodwind
or brass class students.

III. WHAT SHOULD BE TAUGHT
During discussions in this area, al-

most every facet of percussion was sug-
gested by someone. College teachers who
are skilled Latin players feel strongly
that Latin instruments should be thor-
oughly covered. Teachers who have a
steel band in their school want to spend
a lot of time covering steel band. Other
people recommended including
handbells, Orff instruments, electronic/
MIDI and ethnic percussion as part of
the college methods class. There was no
agreement that any area of percussion
should be eliminated.

There were two general points, how-
ever, that everyone seemed to agree on
regarding what should be taught:

a. Teachers who have special skills
and areas of expertise should not hesi-
tate to devote extra time to impart that
specialized information. Areas in which
the teacher may not be so experienced
can be balanced by audio/visual materi-
als or by bringing in guest artists, gradu-
ate assistants, etc., who might better
demonstrate some specialized area. (I
use the graduate assistant who runs the
band drum line to give the lecture/dem-
onstrations in marching percussion in
my classes. He stays very current and
quite active in the marching percussion
area.)

b. The percussion methods class must
be primarily focused on preparing the
students to do what they must do as
school band and orchestra directors. The
course objectives as stated in the school’s
general catalog must always be the focal
point when deciding what should be
taught. With that in mind, the PAS Stan-
dards Committee was able to establish
the minimum standards, and college
teachers should be able to make sound
decisions as to what should be taught.
That might mean, for instance, that a
teacher should spend less time on his or
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her favorite area of Indian tablas and
spend more time showing how to replace
drumheads.

IV. HOW IT SHOULD BE TAUGHT
There were as many ideas on how to

teach percussion in the college methods
class as there are teachers. Three basic
approaches seemed to permeate the dis-
cussions:

a. Teaching by playing. Many teachers
feel it essential to demonstrate every in-
strument; e.g., the instructor stands at
the snare drum and plays each rudi-
ment, each exercise, and demonstrates
all phases of snare drum technique, ac-
companying the demonstrations with
some supporting dialog.

b. Teaching by verbalizing. Some
teachers advocate describing carefully
all phases of percussion teaching. Stu-
dents must understand the rules and
concepts, understand why things are
done and hear the instructor expound on
the advantages and disadvantages of
various approaches, techniques and
styles.

c. Balancing both playing and verbal-
izing. Several teachers felt most comfort-
able explaining the basics of the
instruments and then giving quality
demonstrations of how those techniques
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are to be imparted. Some teachers used
recordings to support the lectures.

Whichever of these choices a teacher
makes, two factors will decide which will
be most effective:

1. How the teacher feels most comfort-
able. Some teachers do not lecture well,
so those teachers might spend more time
demonstrating the instruments and talk-
ing less. Some teachers are very skilled
at explaining how percussion instru-
ments are played and all the various
techniques involved in teaching the in-
struments. Some playing may be com-
fortable for these teachers, but they
should take advantage of their lecture
skills.

2. How students respond to the pre-
sentations. Students react differently to
different teachers. Some teachers can
turn a group of students on with a par-
ticular approach, but totally turn an-
other group off using the very same
approach. Just when we think we have
the key to a successful presentation, we
may find that class reaction will dictate
that we talk less, play more, talk slower,

tell less jokes or read poetry! Clearly,
each class of students must be evaluated
for who they are and what works best for
that particular group.

V. NOW, WHERE DO WE GO?
After all the years of PAS committee

correspondence, meetings, phone calls,
and e-mail, we have learned one thing:
In order to provide the very best instruc-
tion for college methods classes, we
teachers must stay in communication—
sharing the latest techniques and ex-
changing ideas that will ensure that our
students, in turn, provide the very best
percussion training to students in the
schools.

It is in our college percussion methods
classes that the “buck stops.” When we
complain about the quality of the drums
at the local marching band contest, the
lack of mallet entries at the state solo
contest, or the comparative lack of musi-
cal skills that drummers have in some
school band and orchestra programs, we
have no one to blame but those of us who
teach the teachers.

But when we begin to see major
growth in the quality of school percus-
sion playing, an increase of mallet solos
at contests, and higher musical skills
among school percussionists, we can
trace those changes directly to what is
being done in the college methods classes
and to the implementation of the PAS
Standards for the College Methods
Class.

F. Michael Combs is Professor of Music
at the University of
Tennessee and chair of
the PAS sub-committee
that developed the new
PAS standards for the
college methods class.
PAS members wishing
to provide additional
suggestions or other
ideas in this area may
direct their comments
to Mike Combs, Dept. of Music,
University of Tennessee,
Knoxville, TN 37996-2600 (e-mail
MCOMBS@UTK.EDU).     PN
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Part 1 of this essay, Musings on the
Marimba, appeared in the October 1997
issue of Percussive Notes.

PART 2: THE MARIMBA AND ITS STUDY
The time is ripe for many more col-

leges, universities and conservatories to
create a position for and hire a part-time
specialized marimba teacher. At many
schools, the current percussion professor
is something of a marimba aficionado
and, in these instances, an additional
marimba teacher may not be necessary.
In either case, more focus on the instru-
ment is needed, not only to address the
growing interest in the marimba today
but also to improve the training of all
percussionists.

At Berklee College of Music, all per-
cussion students, including those who
have declared drumset or hand percus-
sion their principal instrument, are re-
quired to take two semesters of mallet
“labs” (a classroom situation with a
maximum of eight students) or private
marimba study. For the first of these se-
mesters, students frequently elect to
take the Beginning Mallet Lab (which I
teach), geared toward students with a
rudimentary ability to read music, mini-
mal familiarity with the keyboard, and
little or no prior experience playing mal-
let instruments. In one semester, it intro-
duces them to two- and four-mallet
technique, scales, arpeggios, sight-read-
ing, written pieces in various styles,
touch and tone, phrasing and dynamics,
rolls on marimba, dampening and pedal-
ing on vibraphone, and beginning jazz
theory.

If they’re encouraged to have fun with
it, they’ll find themselves opened up and
inspired to think more creatively. Be-
cause marimba is my principal instru-
ment, it comes naturally to me to try to
impart a sense of fun and reveal the rel-
evance the course has to the students’
musical lives. The impact this course has
had makes me inclined to think that
mallet basics ought to be stressed much
more often as a fundamental necessity in
all percussionists’ training.

Specialized marimba teachers at more

Musings on the Marimba and
Its Study, 1997, part 2

BY NANCY ZELTSMAN

schools could also have an enormous
positive effect on the countless number of
orchestrally-oriented percussion majors
who came to the field via playing
drumset as kids. A late start on the mal-
let instruments leaves many students
feeling daunted by the catch-up work
they need to do. On one hand, the pres-
ence of a marimba teacher and its spe-
cialized study might be intimidating to
such a student; on the other hand, the
student’s “demons” need to be squarely
faced. A marimba teacher could oversee
extra emphasis where students need it.

The well-rounded percussionist who is
an accomplished mallet player would
also benefit from a specialized teacher.
Instead of being satisfied that the stu-
dent has performed the Creston
“Concertino,” some Keiko Abe pieces and
a Bach violin sonata, a specialized
teacher might encourage the student to
dig deeper into more unusual, challeng-
ing and even self-developed repertoire.
This might foster a sense of adventure in
students that could ultimately affect
their career path.

There are many scenarios, therefore,
in which a specialized marimba teacher

could be a tremendous asset besides the
obvious one—a marimbist would be most
qualified to teach the aspiring virtuoso
players showing up at some schools to-
day. These talents could be truly ignited
by the presence of a role model with
whom to brainstorm, not only about mu-
sical and technical issues, but on all fac-
ets of building a career.

Initially, there might be challenges in
restructuring percussion departments to
integrate the marimba teacher, but many
strategies are possible. These could

“It’s no less ethical to
foster marimba
specialists than it is to
train excessive numbers
of orchestral
percussionists.”

Zeltsman teaching a beginning mallet lab at Berklee College of Music.
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range from students studying with the
percussion and marimba teachers on al-
ternate weeks, to students receiving an
extra lesson on marimba once or twice a
month. At The Boston Conservatory, stu-
dents decide, one semester at a time,
how they want to divide their fourteen
lessons between the percussion teacher
and me (the marimba teacher). An alter-
native to offering private marimba les-
sons would be to bring in a marimbist
once or twice a month to meet with small
groups of students who are at approxi-
mately the same level. It can also be
valuable for students at various levels to
perform for each other in a masterclass
setting.

We not only need more marimba
teachers, but more institutions in the
U.S. that allow students to major in ma-
rimba. The Boston Conservatory (my
program), The Peabody Conservatory of
Music (William Moersch’s program) and
Yale University (Robert Van Sice’s new
program) are three schools at which a
student can currently receive a graduate-
level degree in Marimba. In Europe there

are probably even less comparable offer-
ings, while more exist in Japan—even
undergraduate degrees from a few
schools.

The performance practice of the ma-
rimba has risen to a sufficient level of so-
phistication that, if students want to
study it, they deserve to be encouraged. I
question the rationale that it doesn’t
make sense to teach them because
there’s so little precedent for a successful
career as a marimbist. College students
commonly study myriad areas that hold
uncertain futures. Just as English Lit. or
Philosophy majors, for instance, must be
creative in reckoning their academic
training with a career path in the main-
stream job market, a marimbist can also
be inventive in assembling a career. The
more players are encouraged to develop
the marimba to the highest artistic level,
the more doors will open for marimba
players; a job market can be built.

The rewards of studying music are in
doing something that you love. When
students have a passion for what they’re
studying, there are two possible out-

comes: both positive. Either their deter-
mination will enable them to carve out a
niche for their specialty, or they will go
on to another field having been enriched
by years of disciplined and engrossing
study.

In the meantime, it’s no less ethical to
foster marimba specialists than it is to
train excessive numbers of orchestral
percussionists. The prospects of a
marimbist who is prepared to be creative
in carving out a career in music are not
necessarily less promising than those of
percussionists who naively believe that
just because they are qualified, they will
land one of the scarce orchestral posi-
tions.

It would greatly improve the odds of
success for those aspiring to follow an
unusual pursuit, such as making it as a
marimbist—or those with more typically
marketable skills, such as general per-
cussion expertise—if they received far
more exposure to the realities of the pro-
fessional music world. Teachers could
help their students enormously by in-
vesting a lot more time and effort as
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guidance counselors.
Thankfully, it is becoming increasingly

common for college-level institutions to
offer, or even require, courses on career
skills or the business of music. One vir-
tue of these courses is that they intro-
duce performers to many facets of the
music business that might have been un-
known to them. It’s no secret that more
performing musicians are being trained
in all walks of music than will ever find
work as performers, but their training
may still be an asset in a music-business
career. A satisfying and successful career
is often composed of many pieces. To be-
gin to put the puzzle together, it’s tre-
mendously helpful for students to have a

lot of ideas thrown at them.
I would propose percussion depart-

ment restructuring that would acknowl-
edge different focuses and career
directions. Students wouldn’t necessarily
be “percussion” majors; rather, they
could opt to major in something more
specific. Currently, within Berklee Col-
lege of Music’s percussion department
(which I’ll use as an example since it’s a
program with which I’m intimately fa-
miliar), students can declare their princi-
pal instrument as drumset, hand
percussion, vibraphone, or concert per-
cussion. (As mentioned earlier, a student
can declare a focus on marimba under
the latter heading.) The following sug-

gestions of distinct areas of specialty use
some of Berklee’s structuring as a model.
Some departments might expand on
these, while others wouldn’t offer all of
these options. I would like to see stu-
dents have the option to declare their
major instrument as one of the following.

1. Percussion. Percussion majors
would be preparing to be orchestral and
chamber musicians, just as clarinet ma-
jors would. A majority of students would
probably choose to be percussion majors,
especially if they felt uncertain about the
specific direction they’d like to go. Many
would probably stick with this category;
it would encompass the largest scope. I
wouldn’t suggest many changes from the
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way percussion is taught today, except
that the percussion major—as well as my
proposed “solo percussion” major—would
occasionally take marimba lessons with a
specialized teacher.

2. Solo Percussion. The solo percussion
major, like a piano major, would focus on
solo and chamber repertoire, following in
the footsteps of such performers as
Steven Schick, Beverley Johnston and
Evelyn Glennie. Just as a piano major is
often required to participate in chorus in
order to receive a modicum of large en-
semble experience, the solo percussion
major, as well as the marimba major,
might occasionally be assigned to play
with the school’s orchestra or wind en-
semble. The solo percussion major would
be focusing on a wide variety of solo ma-
terial, more intensively than the percus-
sion major, and to the exclusion of
studying orchestral excerpts (except per-
haps in the form of informative over-
views).

3. Marimba. Peripheral courses benefi-
cial to the marimbist might be pianistic
techniques, body-movement workshops,
history of keyboard music, arranging or
acoustics.

4. Vibraphone. Traditionally, special-
ization on vibraphone has meant special-
ization in jazz, but a focus on classical or
contemporary music (as in the work of
Emmanuel Séjourné or Brian Johnson) is
also possible.

5. Hand Drums.
6. Drumset.
7. Electronic Percussion.
In my imagined percussion depart-

ment, students would also have the op-
tion to declare a split major, such as
marimba/percussion, percussion/
drumset, solo percussion/hand drums or
vibraphone/marimba. A marimbist, for
example, may also aim to work as an or-
chestral and chamber percussionist. A
percussionist may want to feel secure in
his or her drumset playing, perhaps to
enhance the possibility of getting show
work. Aspiring solo performers may also
love hand drumming and want to incor-
porate world musics into their repertoire
(e.g., Amy Knoles). A jazz player may
love to play both vibes and marimba—
and recognize their intrinsic differences.

I would recommend that the curricu-
lum of any of these areas of specialty
mandate some exposure to every other
area mentioned. For that reason, I think
it would be perfectly responsible of insti-
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tutions, whose aim is to provide a solid
basic training, to offer these categories at
the undergraduate as well as the gradu-
ate level.

Restructuring percussion departments
in this manner would certainly present
some administrative challenges at first.
For example, customary jury require-
ments would need to be revamped. En-
semble auditions and assignments would
be more complex as any department in a
position to offer most of these areas of
specialty would have a hierarchy to con-
sider; for example, an orchestra section
would primarily be drawn from the per-
cussion majors but would occasionally
draw from the pool of solo percussion and
marimba majors. There might also be a
logistical challenge at schools with lim-
ited space for solo percussionists to set
up large, multiple-percussion setups, but
accommodations could probably be ar-
ranged.

Acknowledging the area of specialty
puts things into perspective. It is one
thing to require that a drummer get ac-
quainted with mallet instruments for
two semesters (as is the case at Berklee),
but quite another that the would-be
marimbist is required to study timpani,
snare drum and accessories for a full
four years (or longer). The beginning
study of mallet instruments is providing
drummers with peripheral information
to improve their drumming; there is no
expectation for them to become profes-
sional mallet players. The would-be ma-
rimba specialist, however, is expected to
pursue percussion as if preparing to be a
professional percussionist, which I find
to be an unfair and possibly counterpro-
ductive expectation.

Allowing students to specialize in
what interests them most excites and
mobilizes their inner resources to the
benefit of their general training. Larry
Bethune, Vice President of Student Af-
fairs and Dean of Students at Berklee
College of Music, said of that school’s
philosophy, “If I teach you what you al-
ready like first, then you’ll trust me, and
you’ll come with me.” Declaring specific
areas of focus, I believe, would encourage
students to take a keener interest in un-
derstanding how the skills they’re ac-
quiring relate to the professional world.
The flipside is that these divisions would
also force teachers to teach better.

Regarding the manner in which ma-
rimba—specifically—is taught, I’m con-

cerned about the tremendous focus
placed on technique. It makes me very
nervous when I encounter students
caught up in such issues as the mechan-
ics of movement, shifting or interval
changing. It’s a dead giveaway that a
person is more concerned with how
they’re playing—all the motions going
into it—than the sound coming out.
Some players, for instance, equate play-
ing forte with a certain amount of force
they’re using, regardless of the hardness
of mallets they’re using or the appropri-
ate balances of notes in a particular con-
text. The most frequent criticism I have
of marimbists is that they aren’t really
listening to themselves.

In my teaching, I’m reluctant to isolate
elements of technique. I like to empha-
size the total musician who happens to
be playing the marimba. For example, I
believe that one’s sticking choices should
always spring from considerations of
phrasings, articulations and the subtle
pulsings of the music, rather than what
configurations would make a clever tech-
nical exercise for four mallets.

One reason I continue to play with and
advocate traditional grip is that, in my
experience, technique appears to be less
an issue with traditional grip than with
Musser/Stevens grip (or variations
thereof). But my advocacy of traditional
grip stops short of insisting that my stu-
dents switch to it. I frequently hear that
other teachers demand that students
who play with some form of cross-grip
switch to some form of Musser/Stevens
grip, or that students who don’t use the
latter feel discriminated against or disre-
spected. Of course, once there are more
schools at which marimba study is pos-
sible, it will be easier for students to find
support for the grip that best suits them.
Ultimately, we need to remember that
technique is just a means to an end.

To really further the marimba, or any
aspect of percussion for that matter, we
need to move away from the goal of turn-
ing out well-rounded percussionists in fa-
vor of training well-rounded musicians.
We need to dig into theory and world mu-
sic history. Getting into arranging and
composing can give performers outlets
for personal expression. While we’re con-
templating educational restructuring,
factoring in some form of improvisation
experience will help stem the fear and
mystery with which many classical musi-
cians regard playing without music.

These are lively musical times in
which we live, and the marimba, in par-
ticular, is beginning to enjoy a depth and
variety of interest that even J.C. Deagan
could not have dreamed possible. It’s a
thrilling time to be a dreamer, because
the fantasies I propose in this essay are
actually possible and, in some cases, be-
coming actual.
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NEBOJSA JOVAN ZIVKOVIC IS
one of the most successful concert
percussion artists in Europe, pre-

senting over thirty concerts and solo recit-
als each year, and having four CDs and
over twenty published works for percus-
sion and/or marimba, including two con-
certos, to his credit. Zivkovic spent the
fall of 1996 as a Visiting Artist on the fac-
ulty at the Hartt School of the University
of Hartford, while also presenting con-
certs and masterclasses in the U.S. and
abroad. This interview was conducted
shortly after his appearance at PASIC ’96
in Nashville, just prior to his return to his
primary residence in Böblingen, Ger-
many.

Ben Toth: Although PASIC ’96 was not
your first PASIC performance, it was
the first one in which you presented a
solo lecture/recital. Can you talk a little
bit about your experience at PASIC?

Nebojsa Zivkovic: Indeed. This was the
first time after several years that I had
a chance to perform a solo recital. This
recital was actually scheduled as a
clinic, but I made it into more of a con-
cert with some pedagogical/technical
explanations. My Quinteto for five ma-
rimbas was premiered at PASIC ’89 in
Nashville; in fact, it was exactly the
same hotel and the same grand ball-
room where I presented my clinic this
year. At first I was a little bit con-
cerned; who will fill the grand ball-
room? But even I was surprised that I
had a very big crowd, and I think I can
say it was very successful.

Toth: The performance was an opportunity
for American percussionists to hear
much of your music that perhaps they
had not heard prior. Do you sense that
your music will be more recognized in
the U.S. as a result of your PASIC per-
formance?

Zivkovic: The response to my performance
at PASIC was even better than I had
hoped for. For example, all my music
and CDs sold out during the conven-
tion. After my performance, many
people were carrying my music and

Uneven Soul
A conversation with Nebojsa Jovan Zivkovic

BY BEN TOTH

asking me to sign it for them. My new-
est marimba piece, Ilijas, sold about
fifty copies in one day! Knowing that,
on the average, thirty to forty copies of
one marimba piece are sold annually
after the first year, this said something
to me.

Toth: Your pieces vary in technical diffi-
culty and in musical vocabulary. Some
pieces are very tonal, with melodies that
people would enjoy singing and would
probably remember, and other pieces are
compositionally more sophisticated.
Perhaps you could talk about the range
of your compositions.

Zivkovic: I have written xylophone and
marimba pieces for beginners, as well
as virtuoso and complex pieces like
Tensio or Ultimatum I for marimba
solo, or Ultimatum II for two marim-
bas. I suppose this compositionally
schizophrenic behavior, ranging from
contemporary pieces to some easy-lis-
tening tonal pieces in C-major, comes
from the mix of experiences that I have.
I grew up in Yugoslavia, in Serbia, lis-
tening to popular music, and I was very
well-educated in High Music
School in Yugoslavia. After this
I studied composition, music
theory and percussion in Ger-
many, where I received a masters
degree in each and was influenced
by contemporary new music
styles.

So all of these influences—Ger-
man and Yugoslavian education,
contemporary music, folk music,
pop music, sacred music and my
own heritage—allow me, if I am
in a tonal Balkan mood, to com-
pose pieces that are easier to lis-
ten to, and if I am in a
contemporary, energetic mood,
then I compose a piece like
Tensio or Ultimatum I.

Those easy pieces you men-
tioned, like the Funny Mallets se-
ries, will consist of seven books.
Four are currently on the market.
There will be two for vibra-
phone, two for xylophone, two

for marimba and one for solo xylophone
with marimba or piano accompaniment.
The idea of Funny Marimba is that the
pieces must be tonal, easy to under-
stand, short, and must give the student
a feeling of accomplishment. Instead of
having the student practice one piece
for the whole semester, with Funny Ma-
rimba someone can work on a piece for
maybe three weeks and then move to
the next piece. This is very effective
with students that are ten or twelve
years old; this way, even their grand-
mother can watch their success—and
even buy the child a marimba [laughs]!
Also this is important psychologically.

The solo book is good because it can
be played on one four-and-a-half octave
instrument. The teacher can play the
accompaniment in the low register with
four mallets and the student plays the

solo in the middle/upper register.
This also provides the young stu-
dent with a valuable chamber-
music experience. The four that
are already published are best

sellers and have become stan-
dard methods in Europe in
the last four or five years.
They are also becoming
more popular here in the

U.S. as well. It seems that
there was a big need for be-

ginner four-mallet repertoire.
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Toth: Would you say that your pieces such as Three Fantastic
Songs and Three Unforgettable Pieces would be logical exten-
sions to the Funny Marimba series?

Zivkovic: Three Fantastic Songs was my first solo piece for ma-
rimba; I was twenty-one when I composed it. Three Unforget-
table Pieces was composed almost ten years later. Indeed, Three
Unforgettable Pieces is a logical progression after the Funny
Marimba book I. Also my new piece, Ilijas, could be added to
this group. I composed these pieces because I felt that there was
a musical and pedagogical need for them in the marimba
student’s repertoire, but both works are real music for concerts
and part of my repertoire.

Toth: Could you talk in more detail about your compositional influ-
ences?

Zivkovic: This folk heritage I have from my country is a lucky
thing on the one hand, but can be a very uncomfortable thing on
the other, because I cannot get rid of this Balkan influence even
in my most contemporary pieces. Certain melodic structures,
harmonies or rhythms can be attributed to my Balkan roots. I
also have had the opportunity to hear a wide variety of contem-
porary music. In Germany we have many “new music” festivals.
Two of them occur in Darmstadt and Donaueschingen, and I
live between those two cities in Stuttgart. I have also been to
Holland for the Gaudeamus Festival, where I performed in
1992. Although I have performed throughout Europe, I most fre-
quently concertize in Germany, Austria, and Poland—which are
very strong in percussion. In Germany there are concert series
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even in very small towns. These provide
many more opportunities to perform, or to
have one’s pieces performed. Having been
exposed to these festivals and perfor-
mance opportunities, I have found that I
have no one concrete influence, although
I like the approach and music of compos-
ers Gustav Mahler and Dimitri
Shostakovich. Most recently I have dis-
covered the late Allan Peterson, who was
a very successful symphonic composer
from Scandinavia.

Toth: Your compositions range from easy
pieces for beginning marimba players to
concerti—two marimba concerti, one cello
concerto and one oratorio for string or-
chestra and solo bass voice. Is there a cer-
tain type of piece or medium that you
would like to write for next?

Zivkovic: Thank you for mentioning that I
have written other pieces besides percus-
sion literature. I feel it is important for
me not to be stamped as a person who
composes marimba pieces and nothing
else. Due to my concertizing and teach-
ing, my works for marimba and percus-
sion receive the most performances. It is
very important to keep in my own mind,
as well as the mind of the public, that I
am not just a marimbist but a percussion-
ist as well. All of my CDs include at least
one percussion piece. I have just com-
pleted my second marimba concerto. I
don’t know what my next composition will
be; commissions often influence what is
going to be next.

Toth: Are all of your pieces published by the
same source or by a variety of publishers,
and how are they available in the United
States?

Zivkovic: All of my pieces and CDs are avail-
able in the United States through Steve
Weiss in Philadelphia and Drum Special-
ist in Illinois. I have some music pub-
lished in the U.S. and some in Germany
by Zimmermann Musikverlag Frankfurt.
Publishing in Germany is very good for
me because the scores and program notes
are published in a variety of languages.
With Gretel-verlag [a small German pub-
lisher] I have the freedom to tell them ex-
actly what I want, such as how I want a
book to be printed and approximately
what it should cost. They give me all
these freedoms that are not often given to
composers.

Toth: Was there a specific performer that in-

fluenced you to be a concert artist?
Zivkovic: I would lie if I said yes. It’s the

communication with an audience that
provides my inspiration. You’re on the
stage, you hit the marimba or play the
violin, and the waves go through the air
to the audience. They feel something in-
side and send feedback. If you feel that
feedback on the stage, then the circle is
closed. This is an excellent experience,
which makes me wish to perform more
and more.

Toth: What are your future plans?
Zivkovic: Even though my name “Nebojsa”

means “he has no fear,” sometimes I have
fear. In 1996 I quit all of my teaching po-
sitions. I am now one of the very few full-
time concert artists who does not teach
full-time in any school, and does no other
job but playing and composing. This in-
spires me to do more than ever before. In
1997 I will premiere my second marimba
concerto in the famous Munich
“Herkulessaal” with the Munich Sym-
phonic Orchestra. This work was commis-
sioned by the
Yamaha Founda-
tion Europe. I will
be playing on a
one-of-a-kind five-
octave marimba
built by Yamaha
Japan especially
for me. I have
many plans for this
new instrument in
the future, too.

In addition, I
have many other
concerto perfor-
mances scheduled
for 1998 and I look
forward to many
more. I will be in
Minneapolis at the
University of Min-
nesota School of
Music in the fall of
1997 offering
masterclasses,
workshops and
some concerts.
With the help of
my European man-
agement, and now
through my new
United States of-
fice, I hope that
things will move

forward. When I say “things” I mean per-
forming, especially concerti with orches-
tra, and also solo recitals, clinics and
workshops.

SOLO RECORDINGS BY NEBOJSA JOVAN ZIVKOVIC
Uneven Souls (1995), Top-Drum Records
Concerto Pour Marimba et Vibraphone

(Darius Milhaud) with the Austrian Cham-
ber Symphony conducted by Ernst Theis
(1995), Musicaphon, Germany

Marimba & Percussion (1989), Cadenza-
Bayer Records

Generally Spoken…It’s Nothing but
Rhythm (1991), Bayer Records

Benjamin Toth directs the percussion pro-
gram at the Hartt School of the University
of Hartford. His performance credits include
the Percussion Group/Cincinnati, the
Sinfonia da Camera of Illinois, Eastern Con-
necticut Symphony Orchestra, Akron Sym-
phony Orchestra and the Jimmy Dorsey
Band, and he has presented concerts and
masterclasses in Austria, Germany, Hong
Kong, Poland and throughout the U.S.  PN
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THE PHILIDOR PERCUSSION
Group began primarily as a
chamber-music group performing

twentieth-century percussion ensemble
repertoire. Like many chamber en-
sembles, they give performances and lec-
ture-demonstrations at schools.

Because the members of the group,
Christopher Deane, John Hanks and
Arnold Sykes—all North Carolina musi-
cians with significant orchestra experi-
ence—were interested in expanding their
non-orchestral percussion skills through
additional performance venues, the en-
semble incorporated Russell Peck’s mono-
lithic concerto for percussion ensemble,
The Glory and the Grandeur, into their
repertoire. Performances of this work
have led to a new audience for the en-
semble and for percussion in general.

A well-educated and articulate man,
Russell Peck could reasonably be called a
“people’s composer.” He has a strong be-
lief that concerts should be fun and edu-
cational at the same time. “It should be
that way for certain kinds of audiences,”
he says. “It can be a moving experience.
There’s nothing wrong with a symphony
concert being fun. People should be able
to enjoy themselves. That’s a facet of mu-
sic and performance. A symphony orches-
tra offers a lot of variety.”

Peck’s compositions have received over
a thousand performances by more than
one hundred orchestras in the United
States and Europe, including fifteen of
America’s major orchestras, the London
Symphony Orchestra and Britain’s Royal
Philharmonic Orchestra. Peck has re-
ceived the Koussevitsky Prize and two
Ford Foundation Fellowships, and he is a
former composer-in-residence with the
Indianapolis Symphony.

The Glory and the Grandeur is an im-
portant addition to the percussion en-
semble repertoire. Written in a classical
style with jazz, blues, rock and Motown
influences, the soloists move between in-
strument setups incorporating all types
of mallet instruments, a variety of drums

The Glory and the Grandeur
Conversations with Russell Peck and the
Philidor Percussion Group on Peck’s
concerto for percussion ensemble

BY EUGENIE BURKETT

(except timpani) and many different
gongs, cymbals and accessory instru-
ments. Introspective, surrealistic sections
are interspersed with driving, rhythmic
portions amplified and extended by the
orchestra.

The orchestra parts incorporate two
additional percussionists within the sec-
tion, including one timpanist with a no-
table solo about one-quarter of the way
into the piece. One might expect the or-
chestra to be more important relative to
the solo in a percussion concerto, but the
reverse is true here. With some excep-
tions, the orchestra serves as an expan-
sive and complex setting for the
percussion ensemble’s virtuosic solos.

On September 30 and
October 7, 1996 the Au-
gusta Symphony Orchestra
of Augusta, Georgia, fea-
tured this work on its an-
nual Augusta, Georgia and
Aiken, South Carolina
Masterworks Series. If per-
cussion concertos are not
unusual enough, this work
is particularly striking for
spotlighting an entire per-
cussion ensemble. The au-
thor, timpanist for the
Augusta Symphony, had a
chance between rehearsals
to discuss this work with
Peck and the members of
the Philidor Percussion
Group in separate inter-
views. The conversations
touched on several topics
including some of Peck’s
other compositions as well
as his and Philidor’s
thoughts on the directions
of twentieth-century mu-
sic.

Allen Otte, who pre-
miered the work as part of
the Percussion Group Cin-

Michael Rosen, professor of percussion at
Oberlin Conservatory and an Associate
Editor of Percussive Notes.

Eugenie Burkett: What were your reasons
for writing a percussion concerto?

Russell Peck: The orchestra repertoire
has concertos for many different in-
struments. A lot of these, like violin
and piano, have such fantastic works
that it is kind of futile to attempt to
add to that repertoire. I like to write
for instruments that have been ne-
glected in the great repertoire, but
nonetheless are great concerto instru-
ments. For example, you might think
of the tenor sax as being played in a

Clockwise from top left: John Hanks, Christopher Deane and
Arnold Sykes.

cinnati, added his insights
through the collaboration of
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bar or as a rock ’n’ roll instrument. Ac-
tually, the tenor sax makes a great
classical concerto instrument.

Percussion is a great instrument
also. You don’t think of it as being nec-
essarily an “instrument.” In my piece
the ensemble members play maybe 150
instruments. So, it’s not an instru-
ment, exactly; it is an art of playing.
Percussion also is a wonderfully effec-
tive concerto vehicle.

Burkett: What makes The Glory and the
Grandeur such a unique piece?

Peck: The Glory and the Grandeur is
more interesting to watch than almost
any other piece in the symphony reper-
toire—not just because there are so
many instruments, but I actually
planned it that way. The ensemble
members have to run around to get to
the different instruments. And I did a
lot of work making sure that their
movements don’t distract the listener
from the music but actually contribute
to one’s appreciation of the music. The
movements of the players on stage
make it easier to follow what’s happen-
ing musically and make the perfor-
mance more entertaining for that very
reason. The visual quality of the piece
is therefore much more important than
it would be in a symphony by Brahms.
My music is not designed for any other
purpose than live performance and to
offer that opportunity for interpreta-
tion that only concert performances of-
fer.

Burkett: How did The Glory and the
Grandeur come about?

Peck: It was commissioned by the Per-
cussion Group Cincinnati. I had
wanted to write a concerto, and I had
written a percussion piece called Lift
Off some years before. The Percussion
Group Cincinnati had performed Lift
Off all around the world, and when I
approached them, Al Otte suggested
using a paraphrase of the piece to open
The Glory and the Grandeur. A great
idea! And we went from there.

Burkett: How would you characterize your
compositional style in this concerto?

Peck: To be objective about it, it is highly
rhythmic in a kinetic way. It’s a physi-
cal kind of music more than an in-
tensely emotional music; it’s intensely
kinetic. That is not to say that it is de-
void of emotional content, but that’s
maybe not the music’s main emphasis.
Its emphasis is on feeling of motion us-
ing very traditional harmony and
melody. My music is not highly disso-
nant, but relatively understandable to
people who are used to the traditional
notion of music. Whether it be
Beethoven or Michael Jackson, people
would still recognize my music as be-
ing within the framework of that rela-
tively well-understood idea of what
music is. It is jazzy, often it has synco-
pated rhythms, and that’s part of its
appeal.

But I pride myself most on some-
thing else. In movie music, the big idea

is to create an instant mood. Instantly,
you know it’s scary, it’s dramatic or
whatever. I think my greater gift lies
in putting pieces together so that the
totality of the work has a big impact—
in other words, form. So that by the
time that last note comes, you feel like
you’ve taken a voyage, that you haven’t
taken any detours, that you have gone
right to the heart of the matter. It’s
that organization of form and the big
build-up I am able to achieve. Those
are big characteristics of my music—
the rhythm, the traditional melody and
harmony, plus form.

Burkett: Was The Glory and the Gran-
deur a natural progression from your
other compositions like Thrill of the Or-
chestra and Playing with Style?

Peck: Right after Thrill I thought that it
would be nice to feature a work about
the conductor. Actually I was going to
write a “Thrillogy.” First, there was the
Thrill of the Orchestra, a demonstra-
tion piece focusing on the musicians,
then Playing with Style, focusing more
on the conductor. I wanted to continue
from Playing with Style by doing some-
thing with composing.

Then I had an experience with The
Glory and the Grandeur that made me
guess maybe I had completed the
“Thrillogy.” The first two works kind of
explained everything with narration,
and then in the third, the composer
stands back and the music stands on
its own. Lake Forest Symphony did an
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“all Peck” young people’s concert with
Thrill, Style, then Glory. Despite my
fears it was a very big success. So it re-
ally made me wonder if I already had
the third part of the “Thrillogy.” I’m
still wondering.

Burkett: How have you perceived the au-
dience reactions to The Glory and the
Grandeur?

Peck: Everywhere that it is played there
is a tremendously enthusiastic re-
sponse. In Augusta [Georgia] a woman
said that when her husband came into
the hall and saw all of the percussion
instruments he wanted to turn on his
heels and go home; but afterwards he
thought it was the greatest thing.

Burkett: What is next in your life?
Peck: I’ve thought about another con-

certo. I think I could write another per-
cussion concerto and not repeat myself
at all. It’s almost unexplored territory
for me. And what I explored in Glory
only convinced me how rich this me-
dium really is.

Burkett: What do the ensemble members
see as unique to this work?

Christopher Deane: I respect Russell for
the fact that he has always been firmly
committed to writing music that can be
appreciated by the public. If the com-
poser is committed to a style or to a
concept, it is not our place to criticize
that necessarily, if it’s good. If the mu-
sic is poorly crafted that’s something

else again. If it doesn’t meet its mark,
then it is criticizable. But I think
Russell achieves what he is setting out
to do, which is to create satisfying mu-
sic for the performers from the stand-
point of their instrumental connection,
and to create satisfying music for the
listeners.

And yet he’s not writing simple mu-
sic. His influences are genuine. He
readily acknowledges Motown as one of

his big influences, and that is appar-
ent. We’re in an age now where com-
posers like Russell—of which there
aren’t many—are brave enough to
write exactly what they think, not
what they think is going to be good for
the concert stage. We should trust that
impulse and appreciate it because
there has been an alienation that has
almost gone too far, so I appreciate his
ability to get back to center.

The Philidor Percussion Group with the Greensboro North Carolina Symphony Orchestra
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Burkett: How long have you played the piece
and in how many performances?

Deane: We’ve played this work for three
years in more than a dozen concerts.
Back in 1982 we played the piece that
germinated this one, Lift Off, and I knew
Russell when I was in college at the Cin-
cinnati Conservatory. One of the first
conversations I had with Russell was
about a piece called Take That by Will-
iam Albright. It’s my understanding that
Russell and Albright were roommates in
college when Russell wrote Lift Off.
Albright was asked by the Blackearth
Percussion Group to write a piece for
them, so he wrote Take That and he dedi-
cated it “to the memory of Russell Peck.”
Take That is for twelve bass drums, four
players, and is very similar to Lift Off.

Burkett: What strikes you about Russell’s
crafting of The Glory and the
Grandeur?

Deane: Everything in the piece is well-
crafted. The marimba writing can be
kind of awkward because you have paral-
lel thirds that require a lot of timing and
technique, but everything is very well-
written for the instrument. It’s well-con-
ceived. He’s making the instruments do
what they’re made to do and he’s putting
that out in front of the orchestra, which
is part of his point—to acquaint the audi-
ence with the inner workings of the per-
cussion section.

For performers, the performance is a
very interesting sonic experience. The
two xylophone parts interweave, so inter-
esting phasing goes on between us. I
hear Tartini tones1 when we’re playing
between the marimba and the vibra-
phone part. I hear a definite progression
of fourths—B-natural to F-sharp to C-
sharp to F-sharp to B-natural—which is
not written in the part. The music builds
up that sequence, and it happens every
time we perform the work.

Burkett: I get the feeling that Peck is very
knowledgeable about the instruments.
Whom did he consult in writing the
work?

Deane: Russell worked with Al Otte and the
Percussion Group Cincinnati. Russell
and the Percussion Group had worked to-
gether as a result of their collaboration
on Lift Off. The Percussion Group, who
premiered the concerto, were in resi-
dence at Cincinnati Conservatory when I
was in school. I remember the members

working on the licks and trying them
out. I think the group’s only request to
Peck was that they wanted him to add a
few more mallet licks.

Burkett: What have been the audience reac-
tions to your performances of The Glory
and the Grandeur?

John Hanks: We’ve had one hundred percent

favorable re-
sponse. It seems
that everybody re-
ally likes it.

Deane: There was
only one place
where we did not
get a standing “O”;
where was that?

Hanks: USC [Univer-
sity of South Caro-
lina]. But the
audience was so
far away from the
stage that I don’t
think it sounded
quite as big as it
does in smaller
halls. I think a lot
of the audience re-
sponse has to do
with having a
large number of
people in the
house, the volume
of a piece like that
and the excite-
ment of the pro-
duction.

Michael Rosen: It’s
common for per-
cussionists to have

some input into a composition they have
commissioned. Was there anything spe-
cial about your collaboration with Peck
on this concerto?

Allen Otte: Russell actually had a commis-
sion from conductor Paul McRae and the
Greensboro, North Carolina Symphony
to write whatever he wanted to. A con-
certo for Percussion Group Cincinnati
was completely
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Russell’s idea, and I’m very grateful to
him for realizing the significance of
this long before I did. He created a
situation where the energy that three
percussionists can bring to an orches-
tral setting is fun, satisfying and use-
ful for everybody—soloists, orchestra,
conductor and audience. In the best
sense of the collaboration, the Group
made a positive contribution to this
music—things about percussion and
percussion instruments that percus-
sionists will always know better than
composers can. The piece has opened
up all sorts of doors for us, and for oth-
ers, too.

Rosen: So you had specific ideas for Peck
as the piece was being written?

Otte: Yes. We started by sending him a
tape of me walking through our studio,
playing and describing various instru-
ments that we hoped he could find a
use for. We made some requests; for
instance, on the assumption that there
would be points where we all did dif-
ferent things in different locations, we
specifically asked for a section of just

the opposite–all three of us on one ma-
rimba, in the manner of our arrange-
ments of Chilean songs. As he sent us
sketches, we’d try them out and re-
spond in one way or another. In the re-
hearsals in Greensboro for the
premiere, changes were made every
day, drawing upon observations from
each of us.

Rosen: And the opening of the piece?
Otte: I thought he should let us come out

and simply do what we do best, just by
ourselves, and then when the energy
was very much in place, the rest of the
orchestra could join in. Actually, the
interesting thing about the Beethoven
Fourth Piano Concerto is not so much
the novelty of the piano soloist begin-
ning the work as it is that you listen to
the entire work in a different way as a
result of being introduced to the sound
world in that order. Similarly for us,
focusing first on a chamber-music
group functioning as a unit enables
the listener to hear just how the trio
functions and contributes to the or-
chestra as a whole throughout this
piece.

Rosen: Do you know what Peck was
thinking about with the title?

Otte: Russell explains it pretty well in a
nice program note. It comes, of course,
from the Edgar Allan Poe love poem To
Helen, “…the glory that was Greece
and the grandeur that was Rome,” and
Peck talks about “classical” Greek and
Roman music, which, though lost to us
now, is known to have had elements of
competition, heroic parade and cer-
emonial functions, massed unisons,
and certainly dance of many sorts. All
of that is clearly and delightfully a
part of this piece.

Rosen: But isn’t the piece cast much more
in a vernacular/pop sort of idiom?

Otte: I like to say sort of like Gershwin,
but with Motown rather than Tin Pan
Alley, as well as lessons well-learned
from Ravel. Sure—we’ve done it out-
doors on the Fourth of July, but also
on a regular subscription concert
paired with the Mahler Ninth! It has
worked in many different contexts.

Rosen: Haven’t some people been a little
surprised that the Group has been so
committed to a piece in this style?

You’ve played the piece a lot.
Otte: It’s the same for Lift Off. I was lis-

tening to the car radio the other day
and heard Wipe Out on one of those
oldies stations, and at the end they
said, “a number-one hit from 1967.”
All of my career I’ve assumed that Lift
Off was, in part, an erudite—and posi-
tive—response to Wipe Out, and it
turns out to actually predate Wipe Out
by a year! Very impressive!

Russell has always said that Lift Off
marked his definitive break with
“moderno” music. Certainly his orches-
tral work over all these years is evi-
dence of his commitment to use the
unique and exquisite resource that the
modern symphony orchestra is, ac-
knowledging all the time that this is
happening in late twentieth-century
America. He wants to make the or-
chestra respond to the culture that
sits all around it, and when it does,
listeners are thrilled. I’m very much
supportive of his ideas and goals, and
have always enjoyed being part of this
piece.

END NOTE
1    Tartini tones, also knows as “terzo
    suono” or “beat tones” are produced by
    the interference of frequencies of
    higher overtones. The discovery of this
    acoustical phenomenon was noted in
    Tartini’s Trattato di Musica published
    in 1754. The tones are actually differ-
    ential tones.—Slonimsky, N. Baker’s
    Biographical Dictionary of Musicians,
    Seventh Edition (New York: Schirmer
    Books, 1984).

Eugenie Burkett holds degrees from
Baylor University and Manhattan School
of Music, and she earned a Ph.D. in Cur-
riculum and Instruction (Music) from the
University of Wisconsin-Madison. She is
Principal Timpanist with the Augusta
Symphony and has also performed with
the Paul Price Percussion Ensemble, the
Orchestra Society of Philadelphia, the
Orquesta de la Primera Jornada Musi-
cale, the Kansas City Philharmonic, the
Shreveport Symphony, the Orquesta
Sinfonica de Maracaibo in Venezuela,
and the Orchestra Sinfonica dalla
Radiotelevisione Italiana in Turin, Italy.
Burkett conducts the percussion en-
semble and teaches graduate level Music
Education courses at Shennandoah
University.     PN
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F OR THE ITINERANT
 freelance percussionist one of the
 most cumber-

some and least por-
table items of
equipment is the
frame of chimes or
tubular bells. When
only one or two tubes
are needed in a pro-
gram or opera and
when space in the or-
chestra pit is limited,
it is of considerable
advantage to remove
the notes you need
from the frame and
suspend them on
some sort of impro-
vised hanger clamped
to a suitable cymbal
stand.

The simple design
shown here can be
made with little
knowledge of wood-
work using a few ba-
sic tools.

Making An Improvised Hanger
For Tubular Bells

BY JOHN GIDDINGS

Figure 2: Lower Piece

8˝

Clamp Blocks
3 1/2˝ x 7/8˝ x 7/8˝

(Hard Wood)

Coach Bolts
3˝ x 1/4˝

Washers and Wing Nuts

3 
1/

2˝

1 1/2˝ 1 1/2˝2 1/2˝ 2 1/2˝

1 1/2˝

1˝1˝

Figure 1: Upper Piece

Good quality plywood not less than
3/8-inch or 10mm thick is essential for

the upper and lower pieces shown in Fig-
ure 1 and Figure 2. Hardwood such as

beech or mahogany will be needed for the
clamping blocks shown in Figure 2. The
screw hooks, nuts and bolts are obtain-
able from hardware stores.

The 2-inch diameter holes shown in
Figure 2 are best cut with a hole saw of
the type used by plumbers and electri-
cians for making holes in floors and par-
titions. For this operation a drill press, if
available, is better than a pistol drill.
Clean-edged holes can be cut by cutting
halfway through and then turning the
piece over and cutting through from the
other side. This will avoid the ragged
edges caused on the underside when cut-
ting straight through in one operation.

The lower piece, shown in Figure 2, is
essential to prevent the tubes from
swinging against each other or the stand
and making unwanted noises. Some sort
of clamp from a drumkit could possibly
be used instead of the wooden one shown
here.

10˝

2 1/2˝2 1/2˝2 1/2˝1/
2˝

3 
1/

2˝

1/2˝

1/4˝ hole

1˝1˝

3/
4˝

5 1/2˝

Slot for
Mallet Rest

2˝

3/4˝ 5/8˝

1 
1/

4˝

Location of Hooks (4)



PERCUSSIVE NOTES 56 AUGUST 1997

Figure 3:
Complete Assembly

If more than three bells are needed a
larger contrivance will need to be
mounted on a heavy, wide-based cymbal
stand. Figure 3 shows the upper piece
(Figure 1) and lower piece (Figure 2)
clamped to the cymbal stand with three
chimes suspended and the mallet parked
in the slot provided.

John Giddings is head of the Department
of Metalwork in the Craft Design and
Technology Centre of the Speedwell
School, Bristol, England. He is a Percus-
sion Tutor for the County of Avon Schools
and a freelance timpanist and percus-
sionist in the Bristol and Bath areas.  PN

Share PAS with a
student or friend!
Percussive Notes

makes
a great gift!



PERCUSSIVE NOTES 57 AUGUST 1997

IMAGINE, FOR A MOMENT, YOU ARE
one part of the African expedition in
the movie Congo. You are in search of

perfect diamonds, the lost city of Zenj,
and are wary of killer apes. Suddenly,
through the trees, you see the ghost
people—a nomadic tribe who have been
discreetly watching you. You hear
strange and beautiful music in the dis-
tance and follow the ghost people back
to their village. There, in the village cen-
ter, is the source of the music: a large
group of drummers banging on…
DrumKATs?! Welcome to the Global Vil-
lage of 1997—or perhaps I should say,
Planet Electronic Drum.

The DrumKAT is but one example
(along with the Zendrum, Roland
Octapad and TD-7, Korg Wavedrum, etc.)
of the modern drummer’s tools of the
trade: an electronic percussion MIDI con-
troller1. For the uninitiated, these devices
allow percussionists the opportunity to
play virtually any sound imaginable
through digital means. No longer will you
necessarily hear the teenager down the
street banging away on a drumset in the
basement. Bang away he or she may con-
tinue to do, but you’re now likely to hear
magical flutes, Indian sitars, Balinese
gamelan percussion or even the Bulgar-
ian Women’s Choir being triggered by the
attacks of those drumsticks. The drum-
mer of today is likely to bring the Global
Village right to your own neighborhood—
indeed, even to your doorstep.

Where can the discerning world music
listener hear these amazing percussion
breakthroughs at work? Look no further
than Peter Gabriel’s album Us. On this
record, many of the unusual textures
and effects are produced by drummer
Manu Katche playing electronic percus-
sion. For a vivid example of this, check
out the drum track on “Secret World.”
Drummer Bill Bruford, no stranger to
percussion innovation, uses electronic
drumming to great effect. Also check out
Bruford’s stick work performing the
opening melancholic and plaintive
chords to “Candles Still Flicker in
Romania’s Dark,” on the Earthworks al-
bum Stamping Ground.

BACK TO THE FUTURE
Since the early 1980s, several musical in-
strument manufacturers have produced a
variety of electronic percussion products.
The early drum machines released by
Roland (the classic TR 808 and 909), E-
Mu (the Drumulator), Linn (the legend-
ary LinnDrum), Oberheim and others
were the precursors to today’s electronic
percussion standards. The very concept
of the drum machine (a box that plays
drum beats) has now progressed to the
development of a product such as World
Trax by the Drumtrax company. World
Trax is software that will let your Mac or
PC play a huge and eclectic variety of
world music rhythms. Talk about going
on line with the Global Village! Now your
computer can help you entrain with, say,
a Paranda groove, based on a folk song
by the Garifuna tribe of Belize.

A concurrent development with drum
machines was the electronic drumset,
pioneered by companies such as
Simmons. Presently, Alternate Mode
(which manufactures and services the
DrumKAT, MalletKAT Pro, and
TrapKAT), Roland (makers of the
Octapad and TD-7 electronic drumkit),
D-Drum, Yamaha and Zendrum are lead-
ers in the development and manufactur-
ing of electronic percussion MIDI
controllers. With these instruments, a
drummer’s wildest world beat dreams
can now be rhythmicized.

THE DIGITAL DANCE
I recently had a wonderful opportunity
to explore some electronic applications
now possible in the realm of world mu-
sic. While preparing for a recent concert
that featured a Middle Eastern dance
performance, I relied on the unlimited
programming features of the DrumKAT
to bring alive an original piece based on
the Middle Eastern “Dance of the Seven
Veils.” In this piece, a lone dancer per-
forms to a suite of music, removing a
veil in each of the seven parts. In an-
cient times this dance would provoke
profound changes of consciousness and
awareness in the audience, with the re-
moval of each veil2.

In this recent performance, the “Dance
of the Veils” was shortened to three
movements, with the first two move-
ments being a duet between myself and
the dancer. I not only wanted to provide
the necessary rhythmic elements, but
also provide the deep atmosphere of mys-
tery intrinsic to such a dance.

Enter the DrumKAT. A pedal for each
of my feet (connected to the DrumKAT)
allowed me to set up a rhythmic pulse of
a shaker, tambourine and bell that pro-
vided the rhythmic underpinning so im-
portant to the music and the dancer. This
also freed both of my hands to (a), per-
form a 16th-note counterpoint to my ped-
als, using a dumbek sample, and (b),
trigger eerie and haunting synth chords
from a Roland D-50 synthesizer at the
start of every four measures. The result
was a musical performance that conjured
up the image of an entire tribe of no-
madic, desert-dwelling musicians urging
on an entranced dancer, while in reality,
it was merely one drummer and one
dancer exploring the possibilities of
MIDI. This was truly a world music per-
formance that would not have been pos-
sible fifteen years ago, and it was made
possible by the powerful tools of elec-
tronic percussion.

WALKING IN THEIR FOOTSTEPS
So will we one day see the imaginary
scene that opened this article? Will the
Master Musicians of Jajouka be plugging
in their drumpads and producing their
“other worldly” music digitally? Although
such a scenario may be unlikely, the fact
is that modern technology is making the
world much smaller. It may one day be
impossible for the musicians of tradi-
tional communities to avoid electronic
music entirely.

A case in point is the three recent CD
releases under the name of Trance Planet
(Worldly Triloka) compiled by San Fran-
cisco D.J. Tom Schnabel. In these record-
ings, the modern and the ancient exist
side by side in one of the most interesting
blurrings of musical boundaries ever
heard. Here we have Indian tabla master
Zakir Hussain beginning “Balinese Fan-

Welcome to Planet Electronic Drum
BY STEVE WILKES
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tasy” (found on Vol. 1 of Trance Planet)
with drumming that at first sounds dis-
tinctly traditional to the western ear. But
as the piece develops we realize that
Hussain is not only steeped in the Indian
musical tradition but is also exploring
very modern territory. By the end of the
song, his deft percussive touch is pro-
cessed almost beyond recognition into a
very modern electronic landscape. The re-
sult is breathtaking.

The English trio Gol, who appears on
vol. 2 of Trance Planet, represents the
other end of the spectrum. Using the very
’90s technique of sampled drum loops and
many sampled Middle Eastern voices, the
trio tackles the Old Testament’s “Song of
Solomon” in “Angelica in Delirium,” us-
ing current technology to approach (and
appropriate) traditional materials, creat-
ing music that takes the listener to
places heretofore traveled only by tribal
shamans.

R-E-S-P-E-C-T
Electronic percussion (and other elec-
tronic instruments, such as samplers)
permit today’s musician to quickly travel
down musical roads that were once acces-
sible only through study, sacrifice, dedi-
cation and discipline. As a result,
electronic musicians can easily be guilty
of creating music that could be called
“World Beat Lite”—especially if they are
not respectful of the deep traditions of
the sources they use. Following one’s in-
spiration is certainly important, but so is
following up on the work that is neces-
sary to create a music that is an honest
rendering of the modern with the an-
cient.

Recently, I received a grant to travel to
Japan and study traditional Japanese taiko
drumming. After several months of inten-
sive practice and exhaustive training, I re-
turned to the U.S. to begin work on a
musical project utilizing many of the Japa-
nese musical styles I had studied. Entire
taiko troupes, such as Kodo, can be hard to
find in Boston, so I used my sampler and se-
quencer to create some of the multi-
textured taiko parts I was hearing in my
head. With the push of a button I was easily
creating grooves that master drummers
study years to be able to execute.

This thought gave me pause and a new
perspective on the use of electronic per-
cussion in world music. While studying in
Japan, I would return to my apartment
with aching limbs and tired muscles after
a taiko training session. Back in the U.S.,

in front of my Mac and DrumKAT, I was
barely breaking a sweat. I realized it was
my duty to draw on my own taiko training
experiences responsibly and to refrain
from using the musical inspiration therein
in a gratuitous or disrespectful manner.

Peter Gabriel is one artist who has been
exemplary in this area. Not only has he
creatively synthesized modern musical
technology with ancient musical inspira-
tion, but he has also released two compila-
tion CDs, Passion Sources (Real World)
and Plus From Us (Caroline), which have
brought to light some of the great music
and musicians that have influenced him.

Our own musical technology deserves
the same dedication and participation
from the aspiring musician as any ancient
musical tradition. And if we’re lucky, we
will one day have a Ravi Shankar, Fela
Kuti or Nusrat Fateh Ali Khan of elec-
tronic percussion and electronic music. I
try to remember this every time I use my
electronic percussion tools to fly the world
music net.

If you are an electronic percussionist or
musician, remember to respect the varied
and rich traditions of percussion and
drumming throughout the world. You may
create some great music. And the next
time you catch the ghost people jamming
with their MIDI gear, maybe they’ll let
you sit in!

END NOTES
1 MIDI is an abbreviation for Musical In-

strument Digital Interface—a binary
code that allows electronic musical in-
struments to speak a common language.

2 For further reading on this subject,
check out the Tom Robbins book,
Skinny Legs and All.

This is a revised version of an article that
originally appeared in Percussion Source,
Volume 1, Number 1, 1995. It appears here
with permission of World Marketing
/Rhythm Music.

Steve Wilkes is a percussion department
Assistant Professor at Boston’s Berklee
College of Music, where he teaches drums,
electronic percussion and world music
rhythms. He is co-author of the book The
Art of Digital Drumming (Hal Leonard
Corp.) and a writer for Electronic Musi-
cian and Percussion Source magazines. He
is the programmer of World Trax, a soft-
ware package of programmed drum
grooves for MIDI sequencers and comput-
ers, published by Drumtrax.      PN
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HARRY BREUER (1901-1989)
made his debut as a xylophone
soloist at the New York Academy

of Music in 1919. In that concert he was
billed as the “Boy Wonder” and the con-
cert launched a long and successful ca-
reer. In the early 1920s he appeared in
the large movie palaces in New York,
Detroit, Chicago and Washington, D.C.

Network radio broadcasts from the
Roxy Theatre in New York gave Breuer
his first big break, leading to perfor-
mances on several other radio programs
including Lucky Strike Hit Parade
(1927-29), American Album of Familiar
Music, The Let’s Dance Program and
with the NBC Staff Orchestra for over
forty years. In movies he worked for the
Warner Bros. Brooklyn studios and Fox
Movietone in New York City. Later he
worked on such NBC television shows
as Howdy Doody, Shari Lewis Children’s
Hour, The Tonight Show, The Steve
Allen Sunday Program and The Jack
Parr Show.

Breuer is also known for his novelty
xylophone compositions written in the
1920s and 1930s. The interview below
consists of excerpts from a telephone
conversation approximately six months
prior to his death in January 1989.

Randall Eyles: I’ve admired your work for
so long, and I’ve played “Back Talk”
many times. When you played “Back
Talk,” did you play it as written or did
you improvise a little bit here and
there?

Harry Breuer: No, exactly as written. All
those solos of that type—the old-fash-
ioned jazz type of the 1930s and
1940s—were played as written.

Eyles: Was there ever any improvising
during solos?

Breuer: Not in the ones of mine that
were published. They were always
played as written. In fact, some of the
really old ones go back to the 1920s,
and they’re really the old ragtime
style with a lot of the variations or
embellishments written in, but there

Novelty Xylophone Recollections
An Interview with Harry Breuer

BY RANDALL EYLES

was never any improvisation in any of
those.

Eyles: Can you recall the names of some
of those solos?

Breuer: One of the first ones was “Bit O’
Rhythm,” and that was published in
1928. The same firm published ten or
twelve titles in 1932. There was no
improvisation on them. We’d just play
them as they were. We were very
corny in those days.

Eyles: It was corny even then?
Breuer: Yes! In the 1940s I stopped using

those as solos on radio, because the
producers used to kid me about doing
those corny pieces. So then I would
take pop tunes of the day and impro-
vise on them. None of those were ever
published. The style in those days
was the jazz style of the 1940s—you
know, “noodling,” which meant just
playing variations with the correct
structure of the tune.

There is another series published in
the 1980s by Arnie Lang’s company.
They’re all exactly as written. There
were no instructions to improvise.

Eyles: Some people published simplified
versions of the pieces they played. You
published them exactly the way you
played them.

Breuer: Usually they were exactly as I
was playing them on the air.

Eyles: I have three tunes that I got from
Ollie Zinsmeister: “El Choclo,”
“Argentinita” and “Chiu, Chiu.” All
three were arranged by you.

Breuer: They were done for a Chicago
firm [The Chart Music Publishing
House, Inc.], and they were performed
as written, too. I think there were a
few variations written into them, but
it was not improvisation.

Eyles: When did you do those?
Breuer: Probably in the 1940s or 1950s.

Eyles: The copyright date on those is

1917.
Breuer: That was the copyright date of

the original number, not of that ar-
rangement.

Eyles: In the 1920s, when George
Hamilton Green had his trio, did he
ever use drums with his group?

Breuer: No, he didn’t. His trio was
Wheeler Wadsworth on saxophone,
Victor Arden on piano and George on
the xylophone. There were records of
George’s improvisations on the xylo-
phone around 1919 to 1920. I used to
borrow those records and work them
out—imitating him and copying his
variation style.

Eyles: None of the records, of course,
have drums. But I was wondering if
they used drums in any of the live
jobs—for example, in the marimba/
xylophone novelty bands.

Breuer: Oh, yes. In fact, I was in a
couple of those in 1918 and 1919, and
we worked in nightclubs in New York.
Before that, I used to stand outside of
a restaurant on 48th Street in New
York, where Earl Fuller’s Orchestra
was playing, and listen to George
Green. I was working at Palisades
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Park in New Jersey. I’d get through at
11:00 P.M. and by midnight I’d be out-
side of the restaurant; I can’t think of
the name of the restaurant now. In
the summer the windows would be
open and you could hear them very
plainly on the street. It was a regular
dance orchestra with drums.

They could seldom use drumset on
recordings because they just muddled
up the take. Back in those days you
didn’t ever hear a playback. It was re-
corded on a big wax disk, and if they
didn’t think it recorded well, they
would shave the disk and use it over
again. After you did a take, the re-
cording engineer would come out and
ask, “Were there any clams—any mis-
takes?” and you would have to own
up, because that was your last chance
to tell the truth! You would never
hear it until they sent it out, had a
matrix made, and the pressings would
come back.

Eyles: What was the name of the group
you worked with
in New Jersey?
Breuer: Oh, that
was just a group
at the Fisher
Dance Hall. I
played around
New York in
nightclubs with
different groups.
One of them was
called the Flotilla
Orchestra, and
we had a sort of
marimba band.
There were three
of us. One of
them was Joe
Green, George’s
brother, and the
other was Billy
Dorn, who was
well-known in
those days. The
Yerkes
Jazzarimba Or-
chestra was an-
other one I
worked with.

Eyles: In terms of
which instru-
ments were used,

xylophone or marimba, most of the re-
cordings I’ve listened to used xylo-
phone as the solo instrument.

Breuer: That’s right. The Yerkes
Jazzarimba Orchestra was a marimba
group, sometimes with strings, some-
times with saxophones and even
brass, depending on where we were
playing. The three men on marimba
were myself, Joe Green and Billy
Dorn. We had one big marimba, as I
recall. Sometimes the three of us were
on the one big marimba, but you’d run
out of range, you know. So we did
have a couple of marimbas in some of
the jobs; we just toted the big marim-
bas around. There weren’t many
single engagements. Usually it was a
nightclub for weeks or maybe a month
or two at a time.

Eyles: I have a marimba/xylophone that
goes up into the xylophone range. Were
those very common back then?

Breuer: Well, when I was in my teens,
my father bought me a thing that was
made by Deagan called the nabimba.
That instrument had an attachment
at the bottom of the resonators that
gave it the buzz effect like the Latin
American marimba. It was laid out
exactly the same as the xylophone.
Those Mexican marimbas and the
ones from South America are laid out
in such a fashion that, for instance,
the C-sharp is before C. It’s rather
backwards. I remember one time be-
ing called for a session at Brunswick
and they had picked up some Mexican
marimbas. We walked in and we were
stumped! It was very confusing to try
to find the notes.

Eyles: When you played solos on the ra-
dio, did you use music or did you have
those solos memorized?

Breuer: My solos were usually memo-
rized. We played things like “Flight of
the Bumblebee” and “Nola.”

Eyles: Was everything memorized in the
recordings you made?

Breuer: Oh, no. In those recordings that
I did, everything was written out. I’d
better qualify that. There were times
when they’d say, “Give us some of that
noodling up and down”—you know, a
lot of chromatics. I’m reminded of
Sammy Herman giving advice to
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somebody in an article he had writ-
ten. He said, “If you get confused with
improvising, just play chromatics and
any arpeggio that you like up in the
very high register. It won’t make a bit
of difference. It is so high you can’t
distinguish what the notes are any-
way!” In a way, that’s true.

Randall Eyles is Executive Director of
the Percussive Arts Society and has

been a member of the
PAS Executive Commit-
tee for several years. Be-
fore becoming Executive
Director of the PAS,
Eyles taught at The
Catholic University of
America and was a mem-
ber of The United States Air Force Band
in Washington, D.C.                   PN
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Publishers and composers are in-
vited to submit materials to Percus-
sive Notes to be considered for
review. Selection of reviewers is the
sole responsibility of the Review
Editor of Percussive Notes. Com-
ments about the works do not neces-
sarily 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.

REFERENCE BOOKS

The Bongo Book
Trevor Salloum
$17.95
Mel Bay Publications
Bongos are often the evil step-
brother of congas—they frequently
are overlooked or only given a few
pages in texts about percussion in-
struments. In an effort to remedy
this situation, Trevor Salloum has
devoted an entire text (60 pages) to
the history, characteristic rhythmic
patterns, maintenance and impor-
tant artists in the development of
bongos. It features common patterns
(martillo and variations, jazz, rock,
danzon, mozambique, pa ca, bomba,
plena, cumbia, beguine), fills, exer-
cises, historical notes and interviews
with prominent bongoceros (Jose
Mangual, Armando Peraza), as well
as a compact disc recording of the
patterns.

—Terry O’Mahoney

Drum Hardware and Maintenance
Andy Doerschuk
$9.95
Hal Leonard Corporation
It had to happen—a book devoted
totally to equipment. Andy
Doerschuk, editor of Drum! maga-

SELECTED
REVIEWS

New Percussion Literature and Recordings

Difficulty Rating Scale
I-II Elementary

III-IV Intermediate
V-VI Advanced
VI+ Difficult

zine, has put together a clear and
intelligently written treatise on all
the modern hardware possibilities.
Chapter titles include “Types of
Hardware,” “Basic Setups,” “Artists
and Their Setups” and “Hardware
Maintenance and Repair.” The book
deals with all size setups from four-
piece to mammoth sets involving
rack systems. Possibly the most
helpful section of the book is the last
chapter, which provides much prac-
tical information concerning com-
mon maintenance and repair
problems. The book concludes with a
glossary of terms.

While this book will certainly ap-
peal to the “equipment freak” who is
more interested in hardware than
actually playing, this is a valuable
book that gives excellent advice for
the novice drummer trying to wade
through the myriad of equipment
possibilities, as well as the profes-
sional who is looking for new ideas.
Band directors trying to decide
which drumset to buy for their
school may also find this book use-
ful.

—Tom Morgan

KEYBOARD PERCUSSION

Ladybird Dance II
Dobri Paliev
$12.95
Rolly Publications, Inc.
Ladybird Dance is a book of nine
short pieces of early-intermediate
difficulty for xylophone and piano.
All the solos are for two mallets. A
tape of the piano accompaniment is
included and provides the player
with a convenient rehearsal tool.
The tape could even be used for per-
formance, although I found a slight
intonation problem between the
tape and xylophone. If the tape
player has a pitch adjustment, this
problem can be eliminated. The so-
los are original Paliev compositions
and are named “The Old Waltz,”
“Tarantella,” “Paidushko Horo,” “La-
dybird Dance,” “March,”
“Kopanitsa,” “Snowflakes,” “Waltz”
and “Racing.”

Ladybird Dance is a fine learning
vehicle. Although Paliev lists these
as beginning difficulty, the player
would have to be an advanced begin-
ner to fully realize the musical con-
tent. The solos are not long and
would make good lesson or recital
material. Each solo has its own
character and musical expression
and will provide the player with a
challenge and the audience with a
good listening experience.

—John Beck

Catro Cancions Para Instrumentos
de Laminas II, IV

Carlos Castro Roig
$7.00
Carlos Castro Roig
Carlos Castro Roig, a professor at
the Conservatorio Superoir Estatal
de Vigo (Spain), has composed Four
Songs for Keyboard Instruments
based on Spanish popular folksongs.
Two of the songs fall into the el-
ementary category and two fall into
the intermediate category. “A Caro-
lina” and “A Pepino, Adios” may be
played on either xylophone or ma-
rimba and require bass/treble clef
reading, but are otherwise suitable
for younger students. “Carmina,
Carmela” and “A Mina Rosina” each
require four-mallet independence
and rhythmic dexterity. The melo-
dies are fresh, the tempos are chal-
lenging and the songs have a
distinctive Spanish sound. Strategi-
cally placed rests would help clarify
some rhythmic passages, and some
dotted notes appear to be missing
their dots.

The more difficult pieces would
be suitable for advanced high school
players looking to expand their rep-
ertoire into the folkloric arena.
Played together, the two pieces
would make an excellent contest
suite. Younger students could make
use of the simpler pieces for contests
or recitals.

—Terry O’Mahoney

Mallet Chord Studies III+/IV
Emil Richards
$8.00
Emil Richards Music
Emil Richards has provided the in-

termediate to advanced two-mallet/
four-mallet performer with a won-
derful workbook to extend and
strengthen knowledge of chords and
chord placement. The studies can be
played on most keyboard instru-
ments (vibraphone, marimba, xylo-
phone). The four-mallet studies in
this book include emphasis on the
following chords: Major 6th, Minor
6th, Major 7th, Major 7th/Minor
3rd, Major 7th/Aug., Dominant 7th,
Diminished 7th, etc. in open and
closed positions. Richards encour-
ages the player to write out chords
other than those listed in each study
in all keys before playing.

Additionally, arpeggiated exer-
cises for the two-mallet player em-
phasize the above-mentioned chords
as well as 9th chords and double-di-
minished scales. Richards’ book also
provides a reharmonization chart,
which is extremely helpful.

—Lisa Rogers

Chega De Saudade (No More Blues) V
A. C. Jobim and Vinicius De Moraes
Arranged by Gary Burton
Transcribed by Errol Rackipov
$15.95
Hullo Bolinas IV
Steve Swallow
Arranged by Gary Burton
Transcribed by Errol Rackipov
$12.95
Rolly Publications, Inc.
Rackipov’s transcriptions of Gary
Burton’s vibraphone arrangements
of “Chega De Saudade” and “Hullo
Bolinas” are excellent additions to
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the repertoire for the advanced
vibist. Rackipov can be commended
for his attention to detail and com-
pliance to Burton’s original arrange-
ments. “Chega De Saudade” appears
on Burton’s recording Alone at Last
and “Hullo Bolinas” appears on his
Live in Zurich recording.

Both transcriptions include per-
formance notes and require ad-
vanced four-mallet technique. The
performance notes explain special
techniques needed to perform the
pieces. “Hullo Bolinas” employs
ghosted notes; “Chega De Saudade”
utilizes after-stroke pedaling,
ghosted notes, dead strokes, slide
dampening, finger dampening and
mallet dampening. Sticking indica-
tions are not included, but clear and
precise pedal markings and chord
changes are indicated.

—Lisa Rogers

Excursion IV
Dobri Paliev
$13.95
Rolly Publications, Inc.
Excursion is a book of seven short
pieces of intermediate difficulty for
xylophone and piano. All the solos
are for two mallets. A tape of the pi-
ano accompaniment is included,
which can be used for rehearsal or
even performance, although I found
a slight intonation problem between
the tape and xylophone. If the tape
player has a pitch adjustment, this
problem can be eliminated. The so-
los are original Paliev compositions
and are titled “Excursion,” “Polka,”
“Carousel,” “Train,” “Curved Horo,”
“Straight Horo” and “Slow Song and
Horo.” The solos are not long and
would make good lesson material. If
they are performed in a recital they
could be combined into a medley be-
cause of their short duration. Each
solo has its own character and musi-
cal expression; Paliev’s music has a
happy mood.

—John Beck

Embroidery IV/V
Dobri Paliev
$14.95
Rolly Publications, Inc.
Embroidery is a collection of seven
short, advanced pieces, primarily for
xylophone and piano. The titles are:
“The Little Bear,” “Happy Polka,”
“Pastoral and Lively Horo,” “Em-
broidery,” “The Challenge,” “The
Colorful Bird” and “Scherzo.” “Pasto-
ral and Lively Horo” alternates be-
tween vibraphone and xylophone.

These pieces could be performed ad-
equately on marimba as well.

All of the pieces emphasize in-
creased technical facility through
the use of doubles, double-stops,
double-stop rolls, extreme chromati-
cism, arpeggiated passages, leaps
within repeated notes and grace
notes. The pieces explore meter
changes and cadenza-like sections,
and the composer has included a
cassette recording of each accompa-
niment for study and practice. Em-
broidery is appropriate for the
advanced high school, college or pro-
fessional two-mallet performer for
use in recitals or as audition pieces.

—Lisa Rogers

The Butterfly V
Paul Bissell
$6.00
Keyboard Percussion Publications
Many composers have found inspira-
tion in the animal kingdom, but in-
sects have rarely inspired
musicians. Music dedicated to the
butterfly, an insect renowned for its
beauty, also has a long history, from
Schumann’s Papillons for piano solo
to Paul Bissell’s The Butterfly for
marimba solo.

While the sounds made by ani-
mals may be easily imitated in mu-
sical renditions, the butterfly is
mute. Rather, it is the latter’s move-
ments that must be musically de-
picted. In Bissell’s piece, fluttering
wings are portrayed by repeated
triplet sixteenth-note patterns and
sextuplets employing octave leaps
and requiring a facile right-hand ro-
tary-stroke technique to execute
double lateral strokes and a 3-4-3
malleting pattern. These demands
make the piece significant as a tech-
nical study. The illusion of a butter-
fly floating in air is rendered by use
of a repetitious pattern that in-
creases and decreases in speed.
Similarly, gestures such as “drifting”
and “drifting away” (descriptive
phrases such as these are provided
throughout) are suggested by the
use of repeated triplets played pia-
nissimo. Several brief rolled sections
with rapid crescendi–decrescendi
give a clever musical depiction of a
stationary butterfly opening and
closing its wings.

Bissell’s musical portrait should
begin appearing on many college
marimbists’ repertoire lists. It is
well worth the time required to mas-
ter the technical difficulties of the
piece. Thanks to the programmatic

theme, it will speak directly to any
audience.

—John R. Raush

Four Rotations for Marimba V
Eric Sammut
$5.00 each
$20.00 for the set
Keyboard Percussion Publications
This is a set of four contrasting rota-
tion patterns scored for a low-A ma-
rimba. Rotation I uses patterns
generated from a C-minor seventh
chord, which keep returning after
other contrasting patterns. The sec-
ond Rotation alternates between
keys of five sharps and five flats,
with a contrasting middle section in
C. The third Rotation is a fast-mov-
ing set of patterns that move
through a variety of meter changes.
The fourth Rotation is probably the
most challenging and moves through
a set of patterns of chord changes,
with some unusual patterns and
meters. The content and harmonic
movement is such that the pieces
can be used as solo recital material.

—George Frock

Nature’s Course V
Stephen Rush
$26.00
McClaren Publications
This three-movement work for ma-
rimba and tape was written for per-
cussionist Nick Petrella to perform
at the Royal Northern College of
Music in Manchester, England in
1993. The movements are entitled
“I. Winds,” “II. Breezes” and “III.
Furies.” The title, Nature’s Course,
reflects the programmatic nature of
the three movements. Rush states in
the preface, “Both the random chaos
and the eternal order of things be-
gan to reveal themselves in this
work, and the process of composition
as well as the syntax of the work be-
gan to be affected by nature… Wind

has long been on my mind, if you
will. Further, the wind is the most
wistful of nature’s properties, hav-
ing no aspects of human engineering
or control.”

Optimally, a 4 1/2-octave ma-
rimba with an added low E or 5-oc-
tave marimba should be used to
perform this work; however, a 4 1/2-
octave instrument can be used with
octave substitutions if a low E is un-
available. Movements I and III em-
ploy double vertical strokes,
independent strokes and single al-
ternating/double lateral strokes.
Movement II could utilize four-mal-
lets, but would be more idiomatic
with two.

—Lisa Rogers

Works for Solo Marimba V/VI
Keiko Abe
$30.00
Xebec Music Publishing Co., Ltd.
This collection of four pieces for ma-
rimba includes “Wind Across Moun-
tains,” “Wind Sketch,” “Prism” and
“Tambourin Paraphrase.” “Prism”
utilizes two-mallet technique; the
rest of the collection requires ad-
vanced four-mallet technique.

“Wind Across Mountains” follows
an ABA1 form and begins with a
single tremolo. To this tremolo,
other voices are added creating a
beautiful chorale setting based on
gorgeous melodic material imitating
wind across mountains. The B sec-
tion is more rhythmic and harried
with a partial return to the chorale
setting of the A section at the end.
Dead strokes are used and a 4 1/2-
octave marimba is needed to per-
form this piece.

“Wind Sketch” is basically a
monothematic work with the A and
B sections delineated by rhythmic
pace and texture. The A section uti-
lizes a sixteenth-note repeated pat-
tern in which the melodic line is
embedded, and the B section em-
ploys a chorale setting. “Wind
Sketch” is dedicated to Abe’s late fa-
ther and preferably requires a 4 1/2-
octave marimba for performance.
Abe has provided alternative perfor-
mance suggestions for this piece if
only a 4 1/3-octave instrument is
available.

“Prism” employs advanced two-
mallet technique and can be per-
formed on a 4-octave marimba. The
piece incorporates grace notes, dou-
bling, leaps and “tricky” stickings
for the performer to enjoy. Abe
states: “I wanted to write a study for
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concerts which gave life to the in-
strument using two-mallets only.
The process of creating my own mu-
sical world employing effective two-
mallet techniques I had developed
was an enjoyable one, and I jotted
down as many characteristic ma-
rimba melodies as came to mind.”

“Tambourin Paraphrase” is based
on the theme of a French folk song
and utilizes special effects including
dead strokes, striking the edge of
bars with handles and striking
handles of mallets together. The
left-hand part provides a rhythmic
accompaniment while the right-
hand part provides a syncopated
melody. The highly syncopated na-
ture of the melody combined with
the special effects provide the lis-
tener with a visually and aurally ap-
pealing performance. “Tambourin
Paraphrase” is written for a 5-octave
marimba; however, Abe has included
alternative suggestions.

—Lisa Rogers

Caritas VI
Michael Burritt
$15.00
Keyboard Percussion Publications
Caritas is a solo for a low-E ma-
rimba requiring traditional, inde-
pendent and double lateral rolls.
The three movements are “Mystic,”
“Solemn” and “Majestic.” Each
movement is “without meter indica-
tions in the hope that it will give the
work a seamless visual concept.”
“Mystic” is marked at quarter note =
60 and for the most part is a series
of thirty-second notes punctuated
with ritards, accelerandos, crescen-
dos and diminuendos. “Solemn” is a
chorale with a strong sense of tempo
at quarter note = 44. “Majestic”
starts in a free improvised style and
quickly progresses to a steady tempo
of quarter note = 100. This tempo

remains for the bulk of the move-
ment but slows up towards the end.
The ending, like the beginning, is in
a free, improvised style.

Caritas is an excellent solo for a
mature marimbist with good four-
mallet skills. Burritt always writes
in an idiomatic style, and his knowl-
edge of the marimba produces music
that flatters the instrument.

—John Beck

Grand Overture Op. 61 VI
Mauro Giuliani
Transcribed by James Moyer
$12.00
Keyboard Percussion Publications
James Moyer has provided a stun-
ning transcription of Giulani’s gui-
tar work Grand Overture Op. 61 for
the advanced, four-mallet
marimbist. A recording of Moyer’s
transcription can be found on his
compact disc Something
Old…Something New. The work is
approximately eight minutes in du-
ration and requires the use of a low-
E marimba.

This transcription provides a
challenge for even the most ad-
vanced player. The marimbist must
be very familiar and proficient with
double vertical strokes, single inde-
pendent strokes, single alternating/
double lateral strokes, triple lateral
strokes and one-handed rolls. Oc-
tave and unison one-handed rolls
are used throughout. Single alter-
nating/double lateral strokes must
be extremely even in order for sec-
tions employing sextuplets to sound
precise and “guitar-like.”

—Lisa Rogers

KEYBOARD PERCUSSION
ENSEMBLES

Danse IV+
Claude Debussy
Arranged by Michael Boo
$12.95
Ludwig Music Publishing Co., Inc.
This composition originally written
for solo piano has been adapted for
marimba quartet. Reminiscent of
the composer’s Petite Suite, this is a
tuneful, light, thoroughly delightful
work. Boo’s efforts in adapting the
work are commendable. His version
is faithful to the original in most de-
tails, with the exception of changes
necessitated by the demands of the
medium for which it is arranged (it
is transposed up a fourth and the

bass part adjusted to fit a 4 1/3-oc-
tave marimba). The arrangement is
playable on two marimbas.

The success of an arrangement is
often dependant on the selection of
appropriate material. Boo has cho-
sen a piece with a predominantly
contrapuntal texture that accommo-
dates itself well to the staccato prop-
erties of the marimba, with a
rhythmic structure that is ideally
suited for an ensemble setting. In
fact, the element of rhythm, in
which 6/8 meter is used both as a
compound meter (two beats per bar)
and with a 3/4 feeling (three beats
per bar), is a captivating feature of
the work. The result is an arrange-
ment that should attract the atten-
tion of college mallet ensembles
searching for literature of the high-
est musical value.

—John R. Raush

Karlimba, A Reflection V
Keith A. Larson
$32.00
H.E. Steinhardt Company
Karlimba, A Reflection is a piece for
four marimbas and piano. A wind
ensemble accompaniment is also
available for rental from the pub-
lisher. All the marimba parts can be
performed on standard low-A instru-
ments, although the fourth part
does have an optional low F in the
first two measures. The first three
parts require some four-mallet tech-
nique, but much of the piece can be
played with two mallets. The fourth
part can be performed almost com-
pletely with two mallets, except for
a short section requiring three mal-
lets.

The work tends to be polychordal,
with many sections involving inter-
esting harmonies over ostinato
pedal patterns. There is much rep-
etition of melodic patterns and a fair
amount of mixed meter and odd note
groupings. The four marimbas are
often quite unified in rhythm and
melodic material, and they are fre-
quently pitted against the contrast-
ing accompaniment in effective
ways. The piece uses a through-
composed form, with much of the
melodic material being loosely de-
rived from the opening theme.

The piece is written to balance
the marimbas with the wind en-
semble. Whether performed with
wind ensemble or piano accompani-
ment, Karlimba, A Reflection is ef-
fective.

—Tom Morgan

Preludes Volume 1 IV-V
F. Chopin
Arranged by Errol Rackipov
$14.95
Rolly Publications
Six Chopin preludes (4, 6, 7, 13, 15
and 21) have been arranged for ma-
rimba/vibraphone duo by Errol
Rackipov. Three are short, one-page
works that require four-mallet tech-
nique from at least one of the play-
ers. One player usually accompanies
the melody with lush, gently shift-
ing chords while the opposing player
rolls a memorable melody. These
would be suitable for intermediate
players learning to work together.

The remaining three pieces are
multiple-page works (never exceed-
ing three minutes in length) that of-
ten require greater speed, more
acute rhythmic subdivision ability
(e.g., septuplets) and musical sensi-
tivity. Preludes 13, 15 and 21 re-
quire the marimbist to play a
perpetually shifting arpeggiated un-
derpinning beneath the vibraphone
melody. These pieces require more
advanced players and would be suit-
able for the talented high school or
college player.

—Terry O’Mahoney

SNARE DRUM

Wind Blown III
Jeff Rettew
$1.50
IKQ Percussion
This 1:31, intermediate-level rudi-
mental snare drum solo is written at
a tempo of quarter note = 108. Vari-
ous meters are used: 4/4, 7/8, 3/4,
2/4 and 5/8. For the first page of the
solo, eighth = eighth; then a simple
metric modulation moves the tempo
to quarter note = 144. Flams,
doubles, rolls and single strokes are
used, from sextuple-sixteenths to
quarters. Very few stickings are in-
cluded, and dynamics are numerous
and precise (from p to ff).

—John Baldwin

Slip Knot IV
Jeff Rettew
$11.50
IKQ Percussion Publications
Slip Knot is a concert style snare
drum solo that offers unique chal-
lenges. Written on a two-line staff,
the interaction of the head sounds
and rims creates a multiple-percus-
sion effect. The solo opens in 3/8 solo
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meter and moves to a 5/8 section
after a nine-bar intro. The remain-
ing sections travel through several
meters and metric modulations,
usually keeping a steady pulse with
a quarter note equaling a dotted
quarter. In this short solo, which
last less than two minutes, the tech-
nical demands include single
strokes, flams, rolls and double
stops between the head and rim.
There are sufficient dynamic
changes for interest and expression.

—George Frock

MARCHING PERCUSSION

Championship Technique for
Marching Percussion

James Campbell
$20.00 master edition
$6.00 each book
Row-Loff Productions
Included in this publication are fif-
teen warmups and four street beats.
The warmups are designed to de-
velop musicianship and technique in
each area of marching percussion
(snare, multi-tenor, pit and tonal
bass drums). Campbell has provided
detailed pedagogical prefaces to
each of the warmups to provide in-
sight into its purpose and design.
The street beats are approximately
48 to 72 counts in length and are en-
titled “Agua Blanca,” “Mozambique,”
“Bullet Train” and “Wildcat Boogie.”
This technique method would be
most appropriate for the college
drum line; however some advanced
high school drum lines may find this
publication very satisfying as well.

—Jim Lambert

Modern Multi-Tenor Techniques
and Solos

Julie Davila
$12.00
Row-Loff Productions
This 76-page publication addresses
technical and soloistic development
for rudimental multi-tenor marching
percussion (with standard combina-
tion of five drums). The text is di-
vided into three major technique
sections: “Fundamental Studies,”
“Scrapes, Crossovers, and Sweeps”
and “Rudiment Applications and Ad-
vanced Exercises.” The book con-
cludes with “Sixteen Contemporary
Tenor Solos,” which is broken down
by levels with five easy solos, five
medium-level solos and six ad-
vanced solos. Davila acknowledges

contributions from Tom Aungst,
Scott Johnson, Matt Savage, Jim
Bailey, Chris Brooks, Paul Rennick,
Lalo Davila, Tad Carpenter, Carson
Carr and Chris Crockarell. This is a
superb method book for multi-ten-
ors. The solos progress very logically
and will certainly challenge per-
formers from high school to college.

—Jim Lambert

TIMPANI

Contest Solos for the Young
Timpanist I-III

Murray Houllif
$8.00
Kendor Music, Inc.
This is a collection of ten timpani
solos graded I–III by the editor. All
of the solos are written for two
drums, except solo ten, which re-
quires three timpani. The solos pro-
vide a variety of experiences
including rolls, muffling, double
stops, staccato strokes and dynam-
ics. Each solo is written for a differ-
ent tuning interval and pitch, but
only the eighth solo has tuning or
pedal changes. A few sticking sug-
gestions are also included. This is
excellent material for the young tim-
panist, and certainly more interest-
ing than most beginning texts.

—George Frock

MULTIPLE PERCUSSION

Tambourines IV+
Rupert Kettle
$15.00
HoneyRock
Unlike other pieces that showcase
the tambourine in situations requir-
ing concert performance techniques,
Kettle’s Tambourines, written for a
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percussionist, pays homage to per-
formance traditions derived from
the instrument’s folk heritage.
Kettle’s tambourine tour de force
provides an excellent learning expe-
rience for an ambitious percussion-
ist, in which the soloist manipulates
three instruments (instructions des-
ignate instruments of 6/7 inches and
8/10 inches with single rows of
jingles, and a 10-inch tambourine
with a double row of jingles). The
work begins and ends with the
seated soloist playing one tambou-
rine resting on the knees and an-
other on a folded towel on the floor,
played with the right foot. In the
middle portion of the work, all three
instruments are situated on folded
towels on a table.

The percussionist must incorpo-
rate a variety of beating spots, in-
cluding the frame, and use a large
vocabulary of attack modes involv-
ing the knee, knuckles and various
combinations of fingers, including
an operation utilizing all fingers in
rapid succession, dubbed by the
composer as “desk-top drumming.”
Kettle’s piece reaffirms the advan-
tages of non-Western practices, in
which performers use fingers and
hands to elicit a wide range of sub-
tly differentiated tones from a single
instrument, rather than the West-
ern custom of using sticks and mal-
lets to create relatively few and far
less-subtle gradations of sounds.

—John R. Raush

PERCUSSION ENSEMBLE

Trommeli Tom-Tom
Trim Tram Trom Trum I-II
Elisabeth Amandi
$21.80
Musikverlag Zimmermann
These two beginning quartets are
found in the same volume of the
Junior Percussion series. They are
intended to be used by beginning el-
ementary/junior high percussionists
in their initial attempts at ensemble
playing. Each quartet uses the same
instrumentation (bongos, conga, two
tom-toms and timpani), but judi-
cious substitution is acceptable and
appropriate. All performance tech-
niques are clearly explained. Perfor-
mances can include multiple players
on each part, repetition of each piece
with different instrumentation, and
an ABA performance with both
pieces in succession (again with var-

ied instrumentation).
—John Baldwin

From the Baroque to the 20th Century
Classical Duets For All I-III

William Ryden
$5.95
Warner Bros. Publications
This is a collection of 17 familiar
melodies by composers such as
Mozart, Lully, Haydn, Purcell, Bach,
Scarlatti and Rameau. Each piece is
written for a single keyboard per-
cussion instrument (bells, xylophone
or marimba) and a drumset of snare,
bass drum and optional crash cym-
bal. Technical demands include
single taps and rolls. The final ar-
rangement of Albeniz’s Capricho
Catalan is scored for triangle and
tambourine. The arrangements pro-
vide an excellent opportunity for the
young student to experience en-
semble playing and for sight read-
ing.

—George Frock

From the Baroque to the 20th Century
Classical Trios For All II-III

William Ryden
$5.95
Warner Bros. Publications
This is a collection of 15 Baroque to
Classical pieces scored for one me-
lodic percussion instrument, one
auxiliary percussion instrument,
and a drum setup that includes
snare drum, bass drum and crash
cymbal. The auxiliary percussion in-
struments include tambourine, cym-
bal and triangle. Technical demands
include single taps and rolls. The
melodic part can be performed on
any school-type keyboard percussion
instrument. A few of the composers
represented include Corelli, Turk,
Beethoven, Purcell, Haydn, Bach
and Tchaikovsky. This is an excel-
lent source for teachers who wish to

provide ensemble and reading expe-
rience for young students.

—George Frock

From the Baroque to the 20th Century
Classical Quartets For All I-III

William Ryden
$5.95
Warner Bros. Publications
These 13 percussion quartets based
on music from the Baroque and
Classical eras can be used as train-
ing pieces for young percussionists.
Composers represented include
Schubert, Schumann, Mozart,
Purcell, Humperdink, William Byrd
and Scott Joplin. Each piece is
scored for two melodic percussion
instruments, auxiliary percussion,
and a snare drum/bass drum part
that could be played by two players,
or by one if a pedal bass drum is
used. The snare drum techniques
include single taps and rolls. The
auxiliary percussion parts cover
tenor drum, chime, tambourine, tri-
angle, cowbell and snare drum.
There are numerous dynamic
changes, and this is an excellent
source for providing sight-reading or
ensemble experiences for a young
percussion class.

—George Frock

Suite For Percussion In Three
Movements II-III

Frank Erickson
$14.95
Warner Bros. Publications
This intermediate percussion sextet
(bells, snare drum, bass drum, tri-
angle/maracas/woodblock, tambou-
rine/claves/suspended cymbals, two
timpani) is written in the traditional
march style. It features a nice two-
mallet bell melody throughout,
simple timpani tunings (with
changes between movements only),
sixteenth-note rhythms, and a
chance for younger players to begin
to use standard techniques (thumb
rolls, changing instruments). The
4/4 “Sonatina” (allegro), 3/4 “Noc-
turne” (andante), and 2/4 “Rondo”
(allegro con brio) all fall within the
grasp of a good junior high or high
school ensemble.

—Terry O’Mahoney

Ambience III
Daniel Adams
$15.00
HoneyRock
This is a minimalistic percussion en-
semble for seven players, each with
five sets of wind chimes (glass,

metal, shell, wood, ceramic). Three
players also use conch shells
(blown). The eight-minute work is to
be played at a constant p–mp dy-
namic level, with the sounds of the
various wind chimes fading in and
out with no apparent metric accen-
tuation. The recommended physical
setup calls for partial enclosure of
the audience by four players, with
the conch players as far behind the
others as possible—the more wide-
spread the spatial orientation the
better. This work requires an under-
standing of the composer’s intent
plus a degree of individual dynamic
control, and it is recommended as a
contrasting “mood” piece on concerts
by advanced high school or univer-
sity percussion ensembles.

—John Baldwin

Rain Dance III
Joseph McIntyre
$15.00
Music For Percussion
This 76-measure trio is scored for
standard instruments (drums, cym-
bals, cowbell, woodblock, etc.). The
meter is 7/4, and the tempo is quar-
ter note = 160. Although some six-
teenths are used, the majority of the
piece uses quarters and eighths.
Many ostinato patterns are used in
solo-plus-accompaniment passage.
Unison rhythmic writing and some
“melodic” writing occurs, and parts I
and III have short improvised solo
sections. Dynamics range from ppp
to ff. No rolls are used, and only a
few flams are used in Part I. This
work is suitable for intermediate-
level percussionists with good
single-stroke facility.

—John Baldwin

Two Southern Classics III
Murray Houllif
$12.00
Kendor Music, Inc.
This effective arrangement of “Ar-
kansas Traveler” and “Turkey in the
Straw” is scored for a sextet consist-
ing of xylophone or marimba,
cowbell, bells or vibes, tambourine,
snare drum, woodblock, bass drum,
triangle and two timpani. The piece
begins with the xylophone playing
the melody, and bells or vibes pro-
viding the accompaniment. After
“Arkansas Traveler” there is a well-
written, non-pitched percussion in-
terlude that leads into “Turkey in
the Straw,” which is played by the
bells or vibes with the xylophone
providing the accompaniment. The
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piece concludes with a gradual build-
ing section, beginning with the tom-
tom, adding the snare, bass drum
and timpani, and finally cowbell and
tambourine. After a subito piano, the
keyboards play the last four mea-
sures of “Turkey in the Straw” to end
the piece. This is an excellent piece
for intermediate mallet players, and
younger students should relate well
to the familiar tunes.

—Tom Morgan

Tres Piernas IV
Gerald M. Heslip
$8.00
Kendor Music, Inc.
This 2:30 trio for three tom-toms is
written in 3/4 at quarter note = 124–
140. The first part of the piece fea-
tures the two lower parts in a “solo”
capacity accompanied by an ostinato-
like accent-and-ghost-note pattern in
Part I. The remainder of the work
includes imitation and unison writ-
ing. No rolls are used, and only a few
flams occur. This work is suitable for
intermediate-level percussionists
with good single-stroke facility.

—John Baldwin

Rumba Clave IV+
Roberto Vizcaino
$20.00
Media Press, Inc.
Rumba Clave is a percussion duet
combining African and Cuban styles.
Player 1 uses claves aqudas (high
pair), quinto and conga; Player 2
needs claves graves (low pair), tres
dos and rebajador. If you are not a
proficient hand-drummer, don’t de-
spair. Both performers play the
drums using the claves as sticks.
The approximately five-minute piece
appears in a score format, so both
players can study the intricacies of
each part. A legend is available to
explain notational symbols and spe-
cific techniques. Rumba Clave is
well-written and full of audience ap-
peal.

—Lisa Rogers

Duo for Two Timpanists V
Stanley Leonard
$10.00
Ludwig Music Publishing Co., Inc.
Duo is written for two timpanists,
each having four drums. The perfor-
mance notes stress the importance of
careful attention to dynamics and
nuance. There is considerable dia-
logue between the two players, and
each must be aware of melodic line
and of dialogue balance. The compo-

sition opens with a brief introduction
of four rolls exchanged between the
two performers. The initial theme is
an allegro 5/8 that passes thematic
material between the duo. This sec-
tion moves to a slow interlude, which
returns to the allegro tempo. The
middle section is a slow, stately cho-
rale of half notes providing an
ostinato over which quarter-note
glissandi are presented. The conclud-
ing section is a fast toccata of six-
teenth notes equally shared by the
two players.

Performance suggestions might
be helpful. Some notes are followed
by a diagonal line, which would sug-
gest a glissando, but the note that it
moves to is already in the initial tun-
ing. There are several accidentals,
but some are missing, which lead to
questions of the composer’s intent
(e.g., measures 37–38). Many tuning
or pedal changes are left to the dis-
cretion of the performer. The numer-
ous dynamic changes make this work
an interesting opportunity for musi-
cal expression.

—George Frock

20 Duets for Snare Drums—Vol. I V
Jean Batigne
$28.40
Alphonse Leduc
According to the composer’s notes,
the first 13 duets in this collection
should “present no major technical
problems for advanced students.
Their aim is to encourage ensemble
playing.” To that end, the duets in-
clude unison playing, hocketing, solo
plus accompaniment, and some imi-
tation. Simple and compound
meters, changing meters and odd
meters are used, at a variety of tem-
pos. Dynamics range from ppp to fff.
Single strokes, flams and rolls are
used, and each duet is timed. For
performance purposes, most (but not
all) page turns are workable. This is
a worthwhile musical and ensemble
challenge for advanced snare drum
students.

—John Baldwin

DRUMSET

Contest Solos for the Young Drum
Set Player II

Murray Houllif
$8.00
Kendor Music, Inc.
These ten very easy solos for the
drumset are completely written out

with no room for improvisation. A
four-piece drumset is used for all ten
solos, which are written in a variety
of styles including rock, Latin and
swing and all make musical sense.
On the other hand, there is nothing
remarkable about these solos, and
with all of the play-along resources
and modern solos available today,
many students may find some of
this material to be dated. It would
be important to augment this kind
of material with resources that in-
volve improvisation.

—Tom Morgan

FastTrack Drums 1 I-III
Blake Neely and Rick Mattingly
$7.95
FastTrack Drums 1 Songbook III
$7.95
Hal Leonard Corporation
Drums 1 is part of the FastTrack
Music Instruction series, which also
includes instruction books for guitar,
bass and keyboard. It is designed to
be a self-teaching resource and
makes use of a demonstration and
play-along CD as well as clear, infor-
mal text. A student with no musical
experience could use this book, as it
starts from the very be-
ginning teaching grip,
parts of the drumset,
reading and use of the
metronome. The whole
point is to minimize
frustration and make
learning as easy and fun
as possible. The tunes
near the end of the book
are included in all the
books in the FastTrack
series, so that the stu-
dent can play along with
the CD or form a band
with others who have
the other books.

This book is well-se-
quenced and the CD will
definitely appeal to the
typical high school stu-
dent who wants to learn
to play drums as quickly
as possible. Since much
of today’s popular music
can be performed after
just a few lessons any-
way, this approach may
be enough for those with
limited musical aspira-
tions.

Designed to be used
by the student who has
completed the Drums 1
instruction book, the

Drums 1 Songbook is a collection of
eight classic rock ’n’ roll songs in-
cluding “Wild Thing,” “Great Balls of
Fire,” “I Want to Hold Your Hand”
and “Piano Man.” The same songs
are included in the volumes for gui-
tar, bass and keyboard, making it
possible to play along with the CD
or to form your own band with oth-
ers who have gone through books in
the FastTrack series.

The book contains highlighted,
fully-written drum parts as well as a
full score including the guitar, key-
board and bass parts. It is not pos-
sible to turn off the drum part, so
the live drummer will also have to
hear the recorded drum part while
playing along with the CD. Students
who have sufficient self-discipline
and talent will find these books to
be a fun way to learn basic drum-
ming techniques and styles.

—Tom Morgan

The Drumset Musician I-IV
Rod Morgenstein and Rick
Mattingly
$19.95 (book and CD)
Hal Leonard Corporation
This book is designed to appeal to
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interested in playing rock, blues and
country music. But to the authors’
credit, they have put together a book
that involves far more than just a
few simple beats. As the name im-
plies, The Drumset Musician deals
with music reading as well as form
and structure. A CD is included con-
taining examples of the patterns
from the book and play-along ex-
amples in the rock and blues styles.

The book begins with a short but
thorough discussion of the basics in-
cluding reading, using a metronome,
dynamics, parts of the drumset and
ear protection. The rest of the book
is divided into three chapters. Chap-
ter one presents eighth-note beats
and fills and culminates with a play-
along section using the blues and
verse/chorus forms. Chapter two in-
volves sixteenth-note patterns and
fills. Form and style variations are
developed further at the end of the
chapter. The final chapter deals
with triplet-based patterns and
shuffles. More discussion of form is
included with substantial play-along
examples.

The material is presented very
clearly, making it useful for those
who want to use it to teach them-
selves. It would also work well as a
teaching text for private or class in-
struction. The book is intelligently
sequenced and logical in its ap-
proach and will fill the rock and
blues niche that is so often ignored
in books of this type.

—Tom Morgan

Batterie-Trophee 4 II-V
Various Authors
$16.00
Alphonse Leduc
Batterie-Trophee 4 is a sequenced
collection of drumset pieces written
by four composers: Joe Hammer,
Claude Gastaldin, Loic Pontieux and
Jacky Bourbasquet. The collection
begins at an elementary level with
“Initiation I” and “Initiation II” and
moves gradually to more difficult
pieces, culminating with three diffi-
cult pieces at the “Excellence” level.
Most of the pieces are entirely writ-
ten out; however, some have short
improvisational sections. Stylisti-
cally, the pieces tend toward pro-
gressive rock in nature with
occasional references to the jazz
style. Pieces near the end of the se-
quence make use of odd meters and
odd-note groupings.

 Students who go through this
material will gain much in the area

of coordination skills and rhythmic
security. While this book treats the
drumset more like a multiple-per-
cussion instrument, it could be very
useful if supplemented with mate-
rial involving listening, more impro-
visation and a wider variety of
styles.

—Tom Morgan

Rock Studies for the Drumset III-IV
James Morton
$9.95
Mel Bay Publications, Inc.
Here is an effective book that allows
students to practice the kinds of mu-
sic they are likely to experience in
the real world. Using the play-along
format, which is a very effective ap-
proach to drumset teaching, Rock
Studies for the Drumset is made up
of ten charts in various rock styles.
An accompanying CD provides two
versions of each chart—one with the
whole band, followed by the same
chart without drums as a play-
along.

The charts range from quite
simple to the intermediate level.
Some of the styles include Eighth-
Note Rock, Country Rock, Sixteenth-
Note Rock, Funk, Uptempo Rock
and Moderate Shuffle. A written in-
troduction for each chart provides
suggested stickings as well as ideas
for approaching each composition.
The only criticism of this material
would be that every note is written
out exactly as it is to be played.
However, students could certainly
play their own beats and fills once
they have become familiar with the
written parts. Overall, this is a very
usable book that would benefit most
students interested in playing
drumset in the rock style.

—Tom Morgan

Progressive Independence II-VI
Ron Spagnardi
$12.95
Modern Drummer Publications, Inc.
Progressive Independence, A Com-
prehensive Guide To Basic Jazz
Drumming Technique is another at-
tempt to codify the jazz drumming
style by providing a progressive set
of independence exercises for time
playing. While many books of this
type exist, this is one of the most
well-conceived.

It begins at a very accessible
level with snare drum indepen-
dence—quarter-note patterns with
the basic ride pattern, all four beats
on the bass drum, and the hi-hat on

two and four. The snare drum
rhythms gradually become more
complex, moving to eighth notes,
eighth-note triplets and triplet par-
tials. Rhythms are introduced as
one-measure repeated patterns.
These are followed by summary
pages that combine the previously
studied patterns in a continuous
manner. The same approach is used
with the bass drum, and finally with
combination patterns between snare
and bass. All of the patterns make
musical sense and could easily be ap-
plied to musical situations.

The book will be extremely useful
for anyone wishing to develop the in-
dependence necessary to play mod-
ern jazz. A good teacher would need
to augment this book with appropri-
ate listening examples to make sure
the exercises do not become an end
in themselves. A listening, thinking
student would find this a very useful
book.

—Tom Morgan

The Jack DeJohnette Collection VI
Jack DeJohnette
$19.95
Hal Leonard Corporation
It is no exaggeration to say that Jack
DeJohnette is one of the most impor-
tant figures in contemporary music.
Not only is he one of the founding
fathers of modern drumset playing,
he is also an incredible piano player
and prolific composer. This book is a
collection of fourteen of DeJohnette’s
compositions transcribed by Steve
Korn. The tunes include “Ahmad the
Terrible,” “Ebony,” “Herbie’s Hand
Cocked,” “Indigo Dreamscapes,” “Ir-
resistible Forces,” “Jack In,” “Lydia,”
“Milton,” “Monk’s Plumb,” “One for
Eric,” “Oneness,” “Silver Hollow,”
“Where or Wayne” and “Zoot Suite.”

This is more than just a fake book

with the melody and chords. As
stated in the introduction, “The ar-
rangements found in this collection
are based on recorded versions of the
compositions and include various
background figures, comping pat-
terns, harmony parts, sequencer
ostinatos, bass lines and drum
grooves for those wishing to capture
the flavor of the recordings.” In addi-
tion, each selection is proceeded by
brief written comments in which
DeJohnette explains the background
of the composition and provides
other important insights. Also listed
are the recordings featuring the com-
positions. This is a great documenta-
tion of DeJohnette’s compositions
and will be very useful for anyone
wishing to study and/or perform his
work.

—Tom Morgan

MIXED INSTRUMENTATION

Casi Una Trunca IV
Guillo Espel
$25.00
HoneyRock
This duet for flute and low-F ma-
rimba is written in b-minor and in-
fluenced by Spanish or
Latin-American folk rhythms. The
duo opens with a four-measure
ostinato by the marimba, which con-
tinues under a flute melody. The
ostinato pattern returns several
times in the piece. A variation of the
theme is presented by the marimba,
which performs a pattern of four six-
teenth-notes that introduces a synco-
pation pattern of two against three.
The flute theme returns a fourth
lower than the original statement.
After a brief interlude by the ma-
rimba, the flute theme returns and
works to the conclusion of the piece.

The marimba part requires four
mallets throughout. The key pre-
sents some challenges because of E-
sharps, but the repeated material is
well within the range of a student
with average experience. This is an
excellent piece for recital programs,
and audiences should receive it well.

—George Frock

Monism for Marimba and Violin V
Sandra France
$15.00
Sandra France
Written in 1955, this relatively short
duet for a five-octave marimba and
violin is based on a Hindu philoso-
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the young would-be drumset player
phy that believes that individuals
are different manifestations of one
another. The piece opens with the
violin presenting a lyrical melodic
line accompanied by punctuated pat-
terns on the marimba. After a
middle section in which the two
players interact with one another, a
brief unison passage moves to a
fugue. The piece concludes with the
marimba performing the original
material presented by the violin.
The piece requires four mallets
throughout, and the writer makes
extensive use of quartal and quintal
harmonies. Unique colors are
achieved by mallet changes and by
using the mallet handles. The short
nature of this work makes it acces-
sible to students of moderate experi-
ence.

—George Frock

Tampanera V
James Lewis
$20.00
HoneyRock
Scored for alto saxophone and per-
cussion duo, the percussion instru-
mentation of Tampanera includes:
five woodblocks, five temple blocks,
a 4 1/3-octave marimba, castanets,
guiro and three slit drums. In his
preface, Lewis writes that
Tampanera was composed in com-
memoration of George Bizet’s death,
but only vaguely resembles Bizet’s
musical language.

Lewis includes a score, plus sepa-
rate parts providing valuable help
and information for both performers,
including setup instructions for the
percussionist. Notation is clear and
precise; however, getting familiar
with the percussion notation will
take time. The percussionist em-
ploys four-mallet technique through-
out with proficiency needed in
double vertical strokes, independent
strokes and single alternating/
double lateral strokes. Lewis brings
to life a rich blend of colors between
the saxophone and various percus-
sion instruments. The difficulty for
both performers will be in timing
and precision of passing rhythms
within mixed meters.

—Lisa Rogers

Where the Wind Calls Your Name V
Kevin Lucas
$25.00
Morning Sky AQEI Publishing
Interested in a recipe for a perfor-
mance that is sure to get an enthusi-

astic response? Take one solo
marimbist (college level, with good
technical facility), an alto saxophon-
ist (preferably capable of improvis-
ing), an electric bassist and a
percussionist: mix together accord-
ing to the musical directions found
in Where the Wind Calls Your Name,
and voila!

The piece begins almost inaudi-
bly with a repetitive, pulsating beat
on log drum and tom-tom with
splashes of exotic sounds contrib-
uted by bamboo wind chimes, rain
stick and a bird call. The marimbist
enters, the dynamic level quickly
rises to fortississimo, the drumset
contributes a rock-style beat and,
it’s “off to the races.” The piece is an
interesting synthesis of non-Western
melodic influences and Western-
style rhythms. The middle section of
the work features a long (78-bar)
sax improvisation. (A written-out
version is given as a “style sugges-
tion.”) At the conclusion of the sax
improvisation, the marimbist is
showcased, hammering out rapid
sixteenth-note runs, bringing the
piece to an exciting close.

—John R. Raush

Vibe Song Suite V-VI
Bill Molenhof
$39.95
Warner Bros. Publications
Vibe Song Suite is actually one con-
tinuous work for vibraphone, bass,
piano and drumset that challenges
the vibist with stylistic changes
(slow and medium blues, ballad,
rubato sections, uptempo swing),
difficult four-mallet passages, im-
provisation (or the use of furnished
solo passages), meter changes, and
some lightning-fast tempos (up to
M.M. = 228). The bassist is required
to interpret chord changes, play so-
los and play arco. The pianist must
be an advanced reader and impro-
viser while the drummer must inter-
pret a jazz chart and support the
soloists.

The melodies are jazz- and blues-
based and the main sections are in-
terpreted in a swing feel. The
drumset chart is best be used as a
guide and not a literal part. The
chord progressions used for improvi-
sation are well-constructed and
sound good. The 10–12 minute piece
would be excellent for the college or
professional vibist who wants a
challenge and a vehicle to display
technique and versatility.

—Terry O’Mahoney

INSTRUCTIONAL VIDEOS

Big Drums
Pat Torpey
$39.95
Warner Bros. Publications
Big Drums features Mr. Big drum-
mer Pat Torpey in an entertaining
and educational video that will ap-
peal to anyone who is into the music
of Mr. Big or hard-rock music in
general. Torpey is clearly a thinking
drummer who has developed a
unique and musical approach to the
drumset. While he seems a little
nervous talking about what he does
(which provides some of the humor
sprinkled throughout the video), he
clearly explains and flawlessly dem-
onstrates all of the musical patterns
and concepts outlined in the accom-
panying booklet. Torpey is particu-
larly adept at double bass drum
technique and has developed a
method of rocking his feet on the
pedals, which gives him enormous
speed.

Along with general techniques,
Torpey covers some of the grooves he
has created for various tunes per-
formed by Mr. Big, including “Tem-
peramental,” “Voodoo Kiss” and
“Take Cover.” The video concludes
with a duet performed by Torpey
and bassist Billy Sheehan, which
demonstrates many of the ideas dis-
cussed earlier in the video. This
video is full of good ideas and impor-
tant principles, proving again that
the best drumset players are those
who think and practice creatively.

—Tom Morgan

Folk Rhythms
David Holt
$19.95
Homespun Video
Just when one thinks that learning
to play all the “standard” percussion
instruments is as much as any per-
cussionist should be expected to
handle, this video reminds us that
the seemingly limitless list of in-
struments can even include the con-
tents of our kitchen drawers. In this
video, Holt explains the basic tech-
niques of playing spoons, bones,
washboard, hambone and the paper
bag, and demonstrates the manner
in which these are used in a variety
of folk rhythms.

In a straightforward, step-by-
step approach, Holt demonstrates
how to hold and elicit basic sounds
from all the instruments, including

special techniques such as rolling
with the spoons. He demonstrates
how basic rhythms are used by ac-
companying himself while playing
the harmonica, or accompanying
guitarist Happy Traum. A special
treat involves Holt playing hambone
rhythms on clothing outfitted with
triggers connected to a drum ma-
chine.

The video assumes that the
viewer is untrained in music. How-
ever, there is also much here that
will interest percussionists. There
must be a few “serious” percussion-
ists who would enjoy taking a cho-
rus or two on spoons, or playing
bones or washboard during one of
the lighter moments of a percussion
ensemble concert.

—John R. Raush

Hand Drumming
John Bergamo
$55.00 (video, CD and workbook)
Tal Mala
This 55-minute video features John
Bergamo demonstrating hand drum
techniques by using a jembe, frame
drum, conga and tabla. Also in-
cluded is a CD of Bergamo speaking
and performing, and a hand drum-
ming workbook. All three items are
coordinated and make a concise
package of hand drumming educa-
tion.

Bergamo is an authority on hand
drumming and this package is an
excellent example of his knowledge.
He speaks clearly, authentically and
with knowledge of the subject mat-
ter while performing with great
skill. His solo section with three con-
gas is both informative and enter-
taining, as is his frame drum solo.
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In both cases, he solos using his
hand drumming technique on such
instruments as pots and pans, cym-
bals and boxes, exploring the harmo-
nies of each and creating interesting
sounds.

—John Beck

Hand Drumming
N. Scott Robinson
$29.95
The Wright Hand Drum Company
This 80-minute video features origi-
nal ideas for playing the ubang, a
clay-pot drum with origins in Nige-
ria, the ghatam, a clay-pot drum
styled after those found in Southern
India, and the clay pan, a clay frame
drum designed by N. Scott
Robinson. The video is divided into
Part I: strokes, sounds and rhythm;
Part II: India and extended tech-
nique; Part III: Rhythms of Brazil,
The Caribbean, Cuba and West Af-
rica; Part IV: Performance by world
music group Cushetunk.

Robinson speaks clearly and
knowledgeably, and he demonstrates
each idea in a manner that can be
easily understood. There are not
many ubang players at the present
time; however, there could be many
more if this video becomes popular.
Since it falls into the category of
hand drumming, those adept at
tabla, conga, bongos or frame drum
could easily pick up the ubang tech-
nique. A small instructional booklet
comes with the video and illustrates
what is demonstrated on the video.
Cushetunk provides an entertaining
conclusion to the video.

—John Beck

Journey into Rhythm (Parts 1 & 2)
The Rhythms of Guinea West-Africa
Karamba Diabate
$39.95 each
3rd Ear Productions
If a journey to the source is impos-
sible, the next best option for study-
ing jembe techniques and the
rhythms of Guinea West Africa is
the Journey into Rhythm videos fea-
turing Karamba Diabate, a griot
(keeper and transmitter of the musi-
cal traditions) of the Malinke people
of Guinea. The two 60-minute video-
cassettes are devoted to playing the
jembe drum of West Africa in an en-
semble context and cover the follow-
ing rhythms: (part 1) kassa,
yancadi/macuru, fula fare, konkoba;
(part 2) djole, soko, kuku, and
komodon. Ably assisting Karamba in
these videos are Jahamen Mobley,

Kim Atkinson, Aaron Gross (jembe),
Jason Han (dunduns) and Kenyata
Pool (sangban).

Several steps are used in teach-
ing each rhythm. First, a brief ex-
planation is given of the prominence
of the rhythm and its function in the
culture from which it emanates. The
appropriate “break” with three ac-
companiments on jembe, and the
dundun part for each rhythm are
demonstrated. The viewer benefits
from the fact that Karamba plays
each example slowly, several times.
Next, jembe and dundun accompani-
ments are put together at a slow/me-
dium tempo with Karamba adding a
solo part. Finally, a modern-style ar-
rangement of each rhythm is per-
formed up-to-tempo using an
expanded ensemble, with Karamba
playing lead jembe and contributing
impressive solos.

To derive maximum benefit,
viewers should have some basic per-
formance skills. If so, they will find
the two videos very user-friendly
and enjoyable, thanks to Karamba’s
affable approach and the use of cam-
era angles to the best advantage, in-
cluding overhead views of the drum
that give the viewer the best pos-
sible perspectives.

—John R. Raush

Marching Percussion
Fred Sanford
$39.95
Warner Bros. Publications
Starting with elementary single-
hand accents and progressing to ad-
vanced ensemble exercises, Fred
Sanford has outlined a logical and

progressive set of materials that will
be useful to any high school or col-
lege drum line. The video begins
with a short discussion of the grip
(Sanford recommends matched grip
for beginners) as well as the two ba-
sic stick-height levels: the stroke and
tap. He makes it clear that stick
height controls volume, and presents
repetitive exercises designed to de-
velop control of these factors. Some
exercises are presented by Sanford
performing on a pad or snare drum;
others are played by an ensemble. An
accompanying booklet contains writ-
ten examples of all the exercises and
warmups presented on the video.

This is an excellent overview of
contemporary drum corps techniques
that will be especially useful for the
non-percussionist band director look-
ing for appropriate materials to use
in the development of a young drum
line.

—Tom Morgan

Progressive Drum Concepts
Mike Portnoy
$39.95
Warner Bros. Publications
Mike Portnoy, the drummer in the
heavy metal band Dream Theater,
has put together an informative in-
structional video that will appeal to
anyone interested in the progressive
metal drumming style. Portnoy be-
gins by presenting exercises for de-
veloping double bass drum
technique. He demonstrates how he
has used these techniques in time
playing and fills. The rest of the
video is devoted to analysis of drum
parts from Dream Theater record-
ings. Portnoy, in his relaxed, casual
style, breaks down many of his com-
plex rhythmic patterns, most of
which are in odd meters, and ex-
plains how he originally conceived
them and how they fit into the music
of Dream Theater. The accompany-
ing booklet provides notated ex-
amples of everything performed on
the video. At several points Portnoy
is joined by Dream Theater bassist
John Myung and keyboard player
Derek Sherinian. This is a good
video that will inspire students to
think and play more creatively.

—Tom Morgan

Pulse
Akira Jimbo
$39.95
Warner Bros. Publications
One of the leading drummers in Ja-
pan, Akira Jimbo is particularly

skilled at incorporating a drum trig-
ger system into his playing. As he
explains it, “This involves using a
pickup mic’ to capture the vibrations
of a drum beat, which are then con-
verted into a MIDI signal, enabling
you to produce a wide array of
tones.” This is quite different than
playing alone with a recorded track,
in that it allows the player to control
the tempo and orchestration. Jimbo
is very adept at creating extremely
complex melodic and rhythmic pat-
terns that combine synthesized
sounds with acoustic drum sounds.

Pulse is really a performance
video with little instruction. But
there is much to be learned by sim-
ply watching, and the camera work
allows the viewer to see Jimbo from
all angles. Along with solo perfor-
mances, there are several excellent
duet pieces performed with bassist
Tetsuo Sakurai. This video will ap-
peal to anyone who loves to see a
great drummer play with precision
and musicality, and Jimbo’s use of
the drum trigger system is both ex-
citing to hear and interesting to
watch.

—Tom Morgan

PERCUSSION RECORDINGS

Bang
Paul Wertico and Gregg Bendian
$16.95
Truemedia Jazzworks
While any kind of musical improvi-
sation demands a high level of skill
and creativity, nothing is more chal-
lenging than free improvisation, es-
pecially when two musicians are
improvising simultaneously. The
best improvisers are able to keep the
music moving and meaningful at all
times. This CD, which is made up
entirely of “spontaneously composed”
performances by drummer Paul
Wertico and percussionist Gregg
Bendian, presents improvisation at a
high level with a minimum of mo-
ments where the music seems to be
searching.

This music is rather abstract, but
the communication and interaction
between Wertico and Bendian is
great to hear. Most of the pieces are
groove-oriented, beginning simply
and building in volume and complex-
ity, often taking unusual twists and
turns along the way. Ostinatos are
often set up by one player while the
other plays polyrhythmic patterns
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against it. Most of the percussion in-
struments are non-tonal; however,
vibraphone is used in one piece.
There is no doubt that Wertico and
Bendian are having a great time
playing together, and the joy is com-
municated to the listener.

—Tom Morgan

Body and Soul
Mat Marucci
$15.95
Timeless Records
Those who like to hear jazz stan-
dards performed in new and refresh-
ing settings will love this CD
spotlighting the excellent drumming
of Mat Marucci. This superb trio,
featuring pianist Biff Hannon and
bassist Frank De La Rosa, performs
a variety of music including “Free-
dom Jazz Dance,” “Inner Urge,” “On
Green Dolphin Street” and, of
course, “Body and Soul.” Their ver-
sion of “Misty” reminds us that it is
a good tune in spite of its over-
familiarity.

It is obvious by the high level of
communication that the trio has
worked together for some time, and
as the liner notes state, “most of the
work on this album was captured on
the first take…” The group exhibits
musical interaction on a high order
that is at times reminiscent of Miles
Davis’ rhythm section of the late
1960s.

Marucci is a very musical drum-
mer who combines control and fi-
nesse with the willingness to take
musical chances where appropriate.
His playing is centered in the tradi-
tion of the masters of his instru-
ment, and he lists Jack DeJohnette,
Elvin Jones, and Tony Williams as
major influences. Biff Hannon is a
powerful force in the spirit of Chick
Corea and Herbie Hancock, and is a
perfect musical counterbalance to
Marucci’s interactive drumming. The
anchor of the group is bassist De La
Rosa, whose solid pulse and har-
monic underpinnings allow Hannon
and Marucci to stretch the limits
with safety.

—Tom Morgan

If Summer Had Its Ghosts
Bill Bruford
Discipline Records
It has been a decade since Bill
Bruford acknowledged the influence
that Max Roach had on his playing
by recording Roach’s solo drumset
composition “The Drum Also
Waltzes” on the Moraz/Bruford al-

bum Flags. This new release finds
him in the company of guitarist/pia-
nist Ralph Towner and bassist Eddie
Gomez, revealing his modern ap-
proach to straight-ahead playing.

Bruford credits Roach and Joe
Morello as his main jazz influences,
and a highlight of the album is
Bruford’s solo performance on “Some
Other Time,” based on Morello’s solo
on “Far More Drums” from the Dave
Brubeck album Time Further Out.
But Bruford’s jazz style often evokes
images of such drummers as Jack
DeJohnette, Tony Williams and Pe-
ter Erskine—players grounded in
the jazz tradition who also have an
affinity for rock rhythms.

Bruford is coming at the music
from the opposite direction, having
first distinguished himself as a rock
drummer with bands such as Yes
(and the rimshots on “Splendour
Among Shadows” on this album re-
call the ones on Yes’s “Roundabout”).
But Bruford’s approach to rock was
always informed by a jazz conscious-
ness that was manifest in his light
touch and his tendency to improvise
around a time feel rather than re-
strict himself to repetitive “beats.”
Towner and Gomez provide an ideal
environment for Bruford’s elegant
jazz approach, and he returns the
favor by complementing their play-
ing throughout.

—Rick Mattingly

Junk Music
Donald Knaack
$15.95
The Moo Group
In the music of the latter half of the
twentieth-century, the element of
sound has been elevated to a position
of eminence, revealed, for example in
Edgard Varese’s view of music as “or-
ganized sound.” In this CD—a mani-
festation of a composer’s interest in
everyday objects as sound sources—
percussionist/composer Donald
Knaack has created a tonal universe
from objects commonly regarded an
junk. Knaack views his “Junk Music”
as a “true world music.” He explains
his reasoning as follows: “…two ele-
ments that are common to most con-
temporary societies (are) music and
refuse.” To use junk that has been
discarded “and recycle it to function
in music making has a very powerful
message about recycling and reuse.”
Therefore, he concludes, “as recy-
cling and reuse are worldly concerns,
this becomes a true world music.”

In the disc’s fourteen tracks the

listener can hear objects that would
comprise a large, if unusual garage
sale. Of course, some will be familiar
to percussionists who have experi-
enced the contemporary repertoire.
The music on the CD can be divided
into two basic types. One is devoted
to specific families of materials:
“Metal Music,” “Wood Music,”
“Shakes,” “Kitchen Music,” “Rock
Music,” “Paper Music,” “Wind Chime
Music” and “Body Music.” These
sound sources are combined in the
second type of music on the disc fo-
cusing upon several specific musical
styles, including a samba, waltz,
conga and march.

Knaack, who plays all of the parts
on this CD, wisely keeps his selec-
tions brief (the longest is about four
minutes) and holds the listener’s in-
terest with material that is generally
unsophisticated musically, but fasci-
nating from the standpoint of the
timbral resources utilized. Perhaps
the most exotic method of generating
sounds used on this disc results from
striking the bottom of a soup kettle
with dried spaghetti.

Thanks to the miracle of the re-
cording studio, some otherwise inti-
mate sounds are made bigger
(perhaps even better) than life. In
fact, after listening to “Kitchen Mu-
sic,” you may wonder why you’ve in-
vested in all those expensive gongs
when pots, pot lids, skillets and
kettles sound so good.

Using ears that have become in-
ured to the sounds of the contempo-
rary solo and ensemble repertoire,
the “instruments” heard in Knaack’s
performance do not sound the least
bit unusual. He has reminded us
that we can appreciate timbral
beauty in objects that surround us in
our daily lives, and makes us realize
that (to paraphrase an old expres-
sion) one listener’s junk is another’s
treasure.

—John R. Raush

Moon Rise
Chris & Shoko Percussion Duo
$15.95
Equilibrium, Ltd.
Christopher Hardy and Shoko Araya
have produced an excellent recording
that features virtuoso marimba play-
ing, hand drumming, interesting
compositions and improvisation. The
CD opens with a spirited rendition of
Mongo Santamaria’s classic tune
“Afro Blue.” Araya’s marimba play-
ing on this track is nothing short of
marvelous. Accompanied only by

Hardy on jembe, the arrangement is
full and musically complete. “Night
Rain,” an original composition by
Araya, is a long work that combines
interesting sounds and textures with
a memorable marimba melody in 5/4.
“Moon Rise,” written by Hardy, is a
duet for North African tar and Japa-
nese joppari daiko. “Senor Mouse,”
the Spanish-flavored piece by Chick
Corea, is performed on marimba and
jembe with sensitivity and drive. A
composition by Morgan Fisher, “like
breathing out and breathing in,” is
based on an African hymn and fea-
tures both Araya and Hardy on two
marimbas, vocals and percussion.
The CD closes with a tune inspired
by a Japanese folk song, “Mr.
Yasaburo.” This piece showcases the
beautiful marimba tone of Araya and
tasteful percussion of Hardy.

The most outstanding aspects of
the recording are the interaction, co-
hesiveness and sense of groove
achieved by both performers—some-
thing frequently lacking in record-
ings of this type. Araya’s melodic and
chordal lines are marked by their
clarity and precision; Hardy proves a
worthy foil with his strong grooves,
sensitive percussion sounds and dex-
terity on various hand drums.

—Terry O’Mahoney

Remembrances
Dave Samuels/Steve Houghton
$15.95
Warner Bros. Publications
This compact disc showcases the solo
percussion music of marimbist Dave
Samuels and percussionist Steve
Houghton. Each demonstrates his
ability to function not only as a solo-
ist in a concerto setting but also as
an improvising musician. Three con-
certos (commissioned by the artists
themselves) and two jazz-quartet
pieces form the basis of the CD,
which is an excellent example of con-
temporary percussion literature.

Concerto for Marimba by Jeff
Beal features intriguing, angular
melodies and accompaniment pat-
terns that form the backdrop for
Samuels’ strong performance. Each
of the four movements imparts a
slightly different mood and texture,
yet the piece remains cohesive.
Movements one and two make use of
rhythmic and melodic motives that
weave a dark post-modern industrial
tapestry, while movements three and
four feature more flowing, relaxed
melodies. This is an interesting work
for several reasons—its integration
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of the marimba into the piece as a
whole (as opposed to the traditional
“soloist vs. orchestra” approach), its
use of improvisation sections, and its
overall “new age” feel. It is not your
typical concerto—much to its credit.

The third movement of Billy
Childs’ Concerto for Percussion and
Orchestra is a more traditional
sounding concerto that features
Houghton on drumset (each move-
ment features Houghton on a differ-
ent instrument). Houghton plays a
highly orchestrated drumset part
that often accents the rhythmic fig-
ures of the orchestra, but he also
shines as a soloist in a free-form solo
section. The pieces move through
various sections that change grooves,
employ brushes and use rhythmic
motives and harmonies reminiscent
of early twentieth century Russian
composers.

Variations for Solo Percussion
and Two Pianos by Dave Hanson is
the most traditional concerto piece
on the recording. Opening with a
tom-tom/percussion statement,
Houghton then plays (in order) tim-
pani, snare drum, xylophone, ma-
rimba and drumset. As with the
aforementioned works, the rhythmic
interplay of accompanist and soloist
is very important to the work, as are
the often dissonant melodies. Both
Samuels and Houghton possess the
assurance to deliver what the parts
require.

Two jazz-quartet pieces written
by Samuels, “Turnabout” and “Re-
membrances,” round out the record-
ing. In each tune, Samuels and
Houghton demonstrate their exper-
tise in the jazz idiom as both en-
semble and solo players.

—Terry O’Mahoney

Ritmicas
Tambuco Percussion Ensemble
$15.95
Dorian Recordings
Having heard their CD Tambuco, on
which the four Mexican musicians of
the Tambuco Percussion Ensemble—
Ricardo Gallardo, Iván Manzanilla,
Alfredo Bringas and Raúl Tudón—
set and maintained a high artistic
standard, this reviewer approached
Ritmicas with great expectations.
These were fully justified. Whereas
the selections on Tambuco represent
some of the most significant works
performed during the group’s first
year of existence, Ritmicas includes
several works that are not “classics”
in the percussion ensemble reper-

toire: the two Ritmicas of Amadeo
Roldan, dating from 1930, viewed
now as seminal works in the genre;
Minoru Miki’s Marimba Spiritual;
Gabriela Ortiz’s Altar de Neon;
Eugenio Toussaint’s La Chunga de la
Jungla; Graham Fitkin’s Hook; and
a selection that was included on the
other CD, Santiago Ojeda’s
Zappaloapan.

Ortiz’s Altar de Neon, for percus-
sion quartet and chamber orchestra,
explores possibilities inherent in a
musical encounter between elements
of the music of the West and various
non-Western cultures. The latter is
represented by instruments such as
congas, Chinese tom-toms,
darabuccas, teponaztlis, caxixis and
African rattles. This musically sub-
stantive work runs the gamut from
moments that are evocative and ex-
pressive to those that are dance-like,
rhythmically animated and even
primitively orgiastic.

Bringas, Manzanilla and Tudón
are joined by eight guest percussion-
ists and conductor Ricardo Gallardo
in renditions of Roldán’s Ritmicas 5
and 6. These two tracks successfully
convey the vitality of the works,
which were prophetic of later devel-
opments in the repertoire for percus-
sion ensemble.

After the first three tracks,
Toussaint’s La Chunga de la Jungla
offers an effective contrast. Cast in
three sections, the first and third are
scored as a marimba quartet; the
middle section uses drums in an
“earthy/jungle” context. The writing
for marimba quartet features ani-
mated, syncopated rhythms.

Marimba Spiritual receives a con-
vincing interpretation with the solo
part in the capable hands of Ivan
Manzanilla. The ensemble’s perfor-
mance benefits, no doubt, from their
collaboration with Keiko Abe. Miki,
who was interested in interpreta-
tions of this work that reflect the
cultural background of the artists,
would enjoy Tambuco’s version,
which uses six teponaztlis, huehuetl,
two bongos, four congas, guiro, metal
plates, six dobachis and four
mokushos in the percussion accom-
paniment.

Rounding out the CD are Ojeda’s
Zappaloapan and Fitkin’s Hook.
Both are inspired by popular or folk
music idioms and are effective con-
tributions to the quartet’s repertoire,
demonstrating their versatility and
musicianship.

—John R. Raush

Shchedrin Carmen Ballet Suite/Liszt-
Spalding Hungarian Fantasy

Philadelphia Virtuosi Chamber Or-
chestra and Ethos Percussion Group
$15.95
In Sync Laboratories, Inc.
This compact disc features two
works adapted for percussion en-
semble and strings. One, the
Shchedrin Carmen Ballet Suite for
Strings and Percussion, is part of the
concert repertoire. The second,
Liszt’s Hungarian Fantasies adapted
for piano, strings and percussion, is
a new work by percussionist/conduc-
tor Daniel Spalding. Both are given
excellent readings by the Philadel-
phia Virtuosi Chamber Orchestra
and the Ethos Percussion Group.

The Shchedrin is a 1968 adapta-
tion of Bizet’s opera Carmen, origi-
nally intended as a ballet suite. The
Ethos Percussion Group is featured
prominently, frequently stating the
melodies of each of the 13 move-
ments. Forty-seven different percus-
sion instruments are required. This
version is often programmed by or-
chestras to feature the percussion
section, but some of the orchestra-
tion borders on the comical (espe-
cially the tuned cowbells stating the
melody).

Daniel Spalding conducts the
Philadelphia Virtuosi Chamber Or-
chestra and pianist Gabriela Imreh
in his arrangement of Liszt’s Hun-
garian Fantasy. With the exception
of some keyboard parts, the percus-
sion section adds the usual snare
drum, cymbals and triangle parts to
the string and piano parts. It is,
nonetheless, a very enjoyable piece
and the Ethos Percussion Group
demonstrates their orchestral train-
ing and sensitivity.

—Terry O’Mahoney

Thoughts
Todd Hammes
$15.00
Joven Records
This CD showcases the talents of
Todd Hammes, both as composer of
the material and as percussionist/
performer. He is joined by double
bassist Jeff Holsen and violist Jo-
seph Pagan on one track, “Split
Silk”—a broad sonic tableau, much
of which is characterized by an un-
derlying ostinato pattern or drone,
inducing a tranquil, almost hypnotic
effect. One can appreciate its use as
a vehicle for the dance, for which
purpose, in fact, the work was com-
missioned. Other selections include

“Tucson Masala,” featuring a plain-
tive chant rendered on the ocarina
and accompanied by an active drum
part, “Father John” and “Ubi
Caritas,” both of which are inspired
by melodic material from the sacred
liturgy and use membranic percus-
sion in a sensitive melodic as well as
rhythmic fashion. The rest of the CD
is devoted to ten short episodes fea-
turing Hammes’ facile technique on
jembe. They are interesting exhibi-
tions with all the spontaneity that is
associated with the act of improvisa-
tion.

This CD, which would benefit
from another substantial work, gives
evidence of Hammes’ strengths, par-
ticularly his expertise in the perfor-
mance of music of non-Western
cultures, his ability to utilize folk in-
struments in new and musically vi-
able ways, and his impressive skills
in improvisation.

—John R. Raush

Time Travel
Tom Teasley
$15.95
T & T Music
Tom Teasley is featured in a variety
of settings including mainstream
jazz, solo percussion, sequenced syn-
thesizer with live performance and
various aspects of world music, and
classical chamber music. He accom-
plished on drumset as well as on
keyboard, marimba, vibraphone and
other percussion instruments, and
his many musical interests are re-
flected in this eclectic selection of
music.

The CD opens with “For Max,” a
drumset solo dedicated to Max Roach
that borrows themes from Roach’s
Drums Unlimited. The solo is well-
played and definitely shows a strong
Roach influence. Teasley performs
several other selections as soloist,
employing sequencing and overdub-
bing techniques. The strongest of
these is “One World,” in which
Teasley plays keyboard, tabla and
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malletKAT. His vibraphone and ma-
rimba improvisations tend to have a
heavy down-beat articulation.
Among the strongest selections are
the more traditional jazz numbers
with Rick Whitehead on guitar,
James King on bass and Teasley on
drums. All in all, this is an excellent
CD that explores some of the musi-
cal possibilities available to a well-
rounded musician like Teasley.

—Tom Morgan

Toccata—Recorded Live
Nexus
$15.95
Nexus Records
This newest release from Nexus fea-
tures the original spontaneous mu-
sic of the group in concert during its
25th anniversary season. The musi-
cians in Nexus—Bob Becker, Bill
Cahn, Robin Engelman, Russell
Hartenberger and John Wyre—are
each masterful virtuosi. This CD
contains four works: “Kichari” (re-
corded October 6, 1995 at
DeutschlandRadio Studio 10 in Ber-
lin); “Tongues” (recorded live June
11, 1996, at the CBC Glenn Gould
Theatre in Toronto); “Reunion” (re-
corded live February 20, 1996, at
the Eastman School of Music in
Rochester, New York); and “Toccata”
(recorded live May 11, 1996, at St.
Paul’s Anglican Church in Toronto).
Perhaps the most unique work on
this CD is “Toccata” because it in-
corporates Eric Robertson perform-
ing on the organ from St. Paul’s
Anglican Church—the largest organ
in Canada. Through Robertson’s
performance, it becomes the perfect
combination to match the most fa-
mous Canadian percussion en-
semble, Nexus! “Reunion” captures
the improvisational spirit of Nexus’
mentor, Warren Benson, who was in
attendance at this particular record-
ing. The featured instrument in
“Tongues” is the African mbira,
which is literally translated
“tongues.” This CD is a treasure of
wealth that captures the stunning
sound of Nexus’ live performances.

—Jim Lambert

Unicycle Man
Ted Piltzecker
$15.95
Equilibrium, Ltd.
Ted Piltzecker’s recording Unicycle
Man provides the listener with
great jazz compositions and perfor-
mances. Piltzecker wrote all the
compositions and displays amazing
vibraphone virtuosity as well. In ad-
dition to Piltzecker on vibes the

other musicians on this recording
are saxophonist Bob Mintzer, pia-
nist James Williams, drummer
Dave Meade and bassist Harvie
Swartz.

The recording quality of the vi-
braphone is excellent with every
note of every run heard and played
accurately by Piltzecker. The bal-
ance between all performers is fabu-
lous. Selections include “Thea,” a
dichotomous mixture of waltz and
gospel styles; “Buffalo Dance,” a
Latin tune; “Unicycle Man,” featur-
ing the strong improvisational skills
of Piltzecker; and “Ouray,” a beauti-
ful and lyrical melody. Unicycle Man
is a “must buy” —particularly for
jazz vibraphonists.

—Lisa Rogers

Verederos
Jessica Johnson and Payton
MacDonald
$15.95
Equilibrium, Ltd.
This recording by Jessica Johnson
and Payton MacDonald includes
music for flute and percussion. The
word “verederos” is a combination of
two words: veridity (truth) and eros
(love). The flute and percussion
combo is nothing new, but Johnson
and MacDonald deliver impeccable
and moving performances.

Several of the works on this disc
were written by MacDonald. Other
contributing composers include Lou
Harrison, Michael Udow, Cindy
McTee, Will Offermans and Jessica
Johnson. MacDonald employs a va-
riety of percussion instruments in-
cluding marimba, vibraphone,
doumbek and claves. Most of his
marimba playing seems to utilize
advanced four-mallet technique and
the recording quality of the instru-
ment is excellent. Additionally,
MacDonald’s hand-drumming skills
on “Devil Dance” are inspiring. Two
of the selections are solo works:
“Honami” by Will Offermans for
flute and “Tales of Conquest” by
MacDonald for marimba.

Another noteworthy selection is
Michael Udow’s “Dreams From A
Bayou—Long Ago But Not Forgot-
ten,” which was commissioned by
Johnson and MacDonald for flute
and vibraphone. Its motivic materi-
als are derived from Udow’s opera
Twelve Years a Slave. The lyrical na-
ture and use of counterpoint be-
tween flute and vibraphone in
Udow’s work transport the listener
into a “Calgon—Take me away” mo-
ment.

—Lisa Rogers

Virtual Max: Demeter
Virtual Max
$15.00
CDP Production
A duo that uses marimba, vibra-
phone and xylophone in dynamic
performances that can excite audi-
ences like those at the Montreal In-
ternational Drum Fest ‘96 and earn
the title of “promising new act” can
now be heard on this CD. The two
Canadian artists responsible for the
mellifluent sounds emanating from
this disc are Pat Charbonneau on
xylophone and vibraphone, and Dan
Pancaldi on marimba. They are
joined on the CD’s final track by
guitarist Jean-Maurice Payheur,
bassist Carl Girard, and drummer
Eric Breton.

While listening to the eight origi-
nal pieces on this disc, all written
for marimba, xylophone and vibra-
phone, one cannot help but be im-
pressed by the duo’s versatility.
Their music features everything
from twentieth-century influences
such as minimalism (heard on
tracks such as “Demeter”) and
rhythmic and metric variety (“Hob-
goblins and the Imp”), to selections
set in swing (“Swing it!”) and rock
styles (“The Hunted II”), and from
polyphony, such as heard on the ini-
tial track, to choral-like textures
heard on the opening and closing of
“Death of Innocence.” One of the
highlights of the disc, “Overflight,”
uses Rimsky-Korsakov’s Flight of
the Bumble Bee in a boogie-styled
setting, and displays the xylophone
virtuosity of Charbonneau, who
plays at supersonic speeds.

This recording is an excellent ex-
ample of the potential for interest-
ing timbral combinations afforded
by marimba, vibe and xylophone,
particularly when various imple-
ments, including mallet handles are
used. The artistic advantages inher-
ent in a duo, which permit a musi-
cal intimacy not found in larger
ensembles, makes this CD a case of
less definitely being more.

—John R. Raush

Wind In The Channel
Stuart Saunders Smith
$15.95
O.O. Discs, Inc.
Wind In The Channel is the second
CD of Stuart Saunders Smith’s mu-
sic, covering his compositions from
1974 to 1995. The nine composi-
tions, although distinctly different
from each other, have the connect-
ing link of a deep-thinking intellect
composing music from within his
soul. These compositions are neither
easy to digest at first hearing nor
easy to perform.

The compositions and performers
are: “Hawk” (1991; James
Ostryniec, oboe), “Family Portraits:
Brenda” (1994; Thomas Moore, pi-
ano), “California Driving” (1995;
Sylvia Smith, realization and voice),
“Notebook” (1980; Paul Hoffman,
piano), “Wind in the Channel”
(1994; Julia Whybron, tenor re-
corder/voice/percussion), “Gifts”
(1974; Hoffman, piano, John
Fonville, flute, Thomas Goldstein,
vibraphone), “Pinetop” (1976-77;
Hoffman, piano), “In Bingham”
(1985; Hoffman, piano) and “Aussie
Blue” (1985; Hoffman, piano). Those
who enjoy the music of Stuart
Saunders Smith are in for a treat.
Each composition and each per-
former does a superb job of fulfilling
the wishes of the composer, and the
sound quality is excellent.

—John Beck

Work for Percussion
Gary France
$16.98
Sunset Music
The strength of Gary France’s CD
can be attributed to his abilities as
a performer and the choice of music
featured—all works that can stand
on their own musical merits. The
initial track is Edward Applebaum’s
“From Now,” an ambitious work di-
vided into eight sections and using
both western and ethnic instru-
ments. In the composer’s own
words, he has “attempted to create
a different kind of percussion piece,
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based upon instrumental color
rather than the ‘typical’ rhythmic
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understated nature, requiring
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namics.
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by Sandra France, makes a strong
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Roger Frampton’s “Time” for ma-
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perpetuum mobile, the second, an
elegiac contemplative essay. Wisely
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saving one of the strongest pieces
for last, France brings the CD to a
close with Mark Schultz’s gem for
horn, percussion and tape. Since
winning the International Horn So-
ciety prize, “Dragons in the Sky”
has rapidly become a favorite of
hornists as well as percussionists.
France enjoys the collaboration of
Darryl Poulsen, hornist

extraordinare.
The recording reveals a talented

young percussionist who will hope-
fully continue to perfect his art and
stimulate the artistic imagination of
talented composers such as those
whose music is heard on this disc.

—John R. Raush   PN



PERCUSSIVE NOTES 76 OCTOBER 1997

The 1997 PAS Composition Contest
BY MICHAEL HOOLEY

THE 24TH ANNUAL PERCUSSIVE ARTS SOCIETY
Composition Contest received a great response by compos-
ers throughout the world. This contest usually falls into

two categories, a solo medium and a larger ensemble composi-
tion. The solo medium for the 1997 contest was unaccompanied
marimba and was judged by: Tina Davidson, Philadelphia; Dr.
Larry Vanlandingham, Baylor University; and Drew Lang,
Dallas. The ensemble competition called for a percussion en-
semble of any style with eight or more players. The judges for
this competition were: Dr. Warren Gooch, Truman State Uni-
versity; James Culley, University of Cincinnati; and Dr. J.B.
Smith, Arizona State University.

First-prize winners in each category received a $500 award
and publication of their work by a leading publisher in the in-
dustry. The second-place winners each received $250 and third-
place winners $100. The finalists reflect the international
scope of the Percussive Arts Society as the first-place marimba
composition is from a German composer while the second-place
winner came from Iceland.

Plans for the 1998 25th PAS Composition Contest are under-
way, and include a solo timpani contest and small percussion
ensemble (3-5 players) contest.

UNACCOMPANIED MARIMBA SOLO
First Place: Black Sphinx by Leander Kaiser
Black Sphinx is written for a 4 1/2-octave marimba and re-

quires four mallets throughout. The composition is sectional in
nature, in a loosely based variation form. The opening section
comprises an extended four-mallet roll passage with the
melody in the right hand, either in octaves or in the top voice.
The left-hand portion of the rolls is accompaniment, changing
once every measure, with the interval never larger than a per-
fect fifth. This section allows a small degree of latitude in in-
terpretation.

The following sections all use repetition, beginning with re-
peated double stops in the right hand, followed by ostinato
eighth notes in the left hand and finally arpeggios throughout
the range of the instrument. The outstanding quality of this
composition lies in the skilled treatment of the melody in each
section. Although the composer weaves the melody through
each ostinato in a virtuosic nature, this solo remains idiomatic
for the marimba.

The composition lasts nearly eight minutes and combines
beautiful musical gesture with virtuoso marimba technique.
Black Sphinx will be published by Keyboard Percussion Publi-
cations. It should quickly find its way onto professional recit-
als, although it will also be accessible to collegiate performers.

Second Prize: Hekla by Geir Rafnsson
Geir Rafnsson’s composition Hekla shares the same name as

an active volcano in Iceland. The composition ebbs and flows
much as a volcano would, slowly building and relaxing in a se-
ries of gestures that culminate in a loud frenzy of activity.

Technically, this composition shares a deep understanding of
the qualities and limits of the marimba, making it an idiomatic
solo for the genre. A 4 1/3-octave marimba is required. Hekla
uses single-handed marimba techniques, particularly single-
handed rolls with instructions regarding deceleration of roll
speed. Most single-handed rolls occur in the right hand, usu-
ally in intervals of a perfect fifth or octave. Double stops in
each hand do not require an interval change, although tempo
and independence make a solo difficult enough. There is a 38-
measure chorale in the solo that uses traditional four-mallet
roll technique with intervals no greater than an octave. The
piece ends with a building set of repeated groupings that in-
crease in volume and intensity until the end.

This composition is very well-conceived and should be appro-
priate for professional and collegiate recitals. The technique re-
quired to play Hekla should be within the limits of many
undergraduate performers. The composition is available from
Geir Rafnsson, Byggavegur 134, 600 Akureyri, Iceland.

Third Prize: Creation and Metamorphosis by Tom Deastlov
Creation and Metamorphosis is a two-movement work for

marimba that is part of a larger composition. The second and
third pieces are scored for two percussionists, and complete on
overall “tone poem” composition that depicts the creation of
good and evil characters, their development, and ultimately
the battle between the characters for supremacy. The first
movement, “Dream Stage,” contains many unmeasured and
gestural sections, including a melodic theme that represents
the good character. As the personification of good becomes
clear, the music becomes more structured and rhythmically
precise. The second movement, “Alive,” is a rhythmic and spir-
ited treatment and development of the previous ideas. The solo
ends with a large cadenza, leaving no doubt about the substan-
tial nature of the character.

This work is about seven minutes long, and contains many
smaller sections that illustrate the composer’s skill in writing
for the instrument. Deastlov uses each hand independently
when required, and uses many idiomatic compositional devices
for the marimba. The work requires a 4 1/3-octave marimba
and four mallets are required throughout. It is available from
the composer at 20818 North Dogwood Lane, Deerfield IL
60015.

LARGE PERCUSSION ENSEMBLE
First Prize: No Exit by Lynn Glassock
No Exit was written for percussion octet. Four of the players

each perform on a mallet instrument and several smaller in-
struments, including woodblocks, brake drums, slapstick, ma-
racas and hi-hat. Players 5 through 8 use eight toms, bongos,
bass drum, snare drum and additional standard instruments.
Glassock achieves several unexpected moments in the composi-
tion by skillful scoring and specifying mallets and beaters
throughout. Three of the mallet players are required to use
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four mallets, although the parts are idiomatic and well-written
so that the four-mallet technique is not too difficult. Conga
technique also has clear tablature in the score.

Glassock’s work will allow many ensembles to perform a
large, musical piece. The aggressive percussion parts and ac-
tive mallet parts will make this an audience favorite. No Exit
will be published by Southern Music.

Second Place: Brazilian Dances by William Hill
This marvelous percussion ensemble explores traditional

Brazilian rhythms. The three movements are “Bossa Nova,”
“Dance of Magic” and “Samba.” This ensemble requires eight
players, each playing at least four instruments including tradi-
tional Brazilian instruments such as quica, pandiero, samba
whistle, tamborim, spring-type reco reco, surdo and cabasa.
Each performer also uses body sounds and vocal percussion
sounds.

This composition assumes a certain familiarity with Brazil-
ian music. Each of the instruments is to be played in the tradi-
tional manner, and open and closed sounds are notated. The
players are required to solo in each section and to be able to
improvise over an ensemble ostinato. Meter changes also add
performance difficulty.

Each movement leads to the next without pause, creating a
larger composition with three distinct dances. This ensemble
would be a great medium with which to teach improvisation
within the context of each of these dances. Performing this

treble-clef notes required. The composer has indicated that the
performers may substitute freely regarding the RotoTom and
low drum parts.

The work is written in one movement, entirely in 11/16. Al-
though the meter is grouped differently throughout the work,
the constant sixteenth-note rhythm and the tempo marking,
“Presto, with relentless energy,” indicate that this work is ag-
gressive and exciting. Each of the seven mallet players re-
quired can perform the piece with two mallets. The RotoTom
and drum parts are also challenging, although written well to
avoid cumbersome stickings.

This work would be challenging to most university percus-
sion ensembles. The instrumentation and style would make
this work an excellent tour piece or an opening or closing re-
cital piece. Wadsworth Falls is available from Kevin Purrone,
Ph.D., School of Music, All State University, Muncie IN 47306.

Michael Hooley is Director of Percussion Activities at Truman
State University. He serves as a member of the PAS Composi-
tion Committee and the PAS Marching Committee. Hooley is a
frequent recitalist and clinician throughout the Midwest.     PN

work unconducted, although prob-
lematic, would provide the ensemble
with an opportunity to learn to ac-
company soloists and take cues from
other players.

This composition would be excellent
for an ensemble exposed to Brazilian
percussion techniques. The improvi-
sation and techniques involved would
limit this work to a collegiate percus-
sion ensemble. Brazilian Dances is
available from William R. Hill, 5352
West Fair Drive, Littleton CO 80132.

Third Place: Wadsworth Falls by
Kevin Purrone

Wadsworth Falls is named after a
waterfall in the composer’s home
state of Connecticut and depicts the
relentless energy, danger and peace
that a work of nature can represent.
The ensemble requires ten players
performing on one xylophone, four
marimbas, two players on a bass ma-
rimba, a one-octave set of crotales,
one player on five RotoToms and one
player on two low drums. Although
no direction is given in the score, it
appears that the piece requires an
extended-range marimba for players
six and seven, as a traditional bass
marimba would not supply the
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BENEFACTORS
Avedis Zildjian Co.
Paiste America, Inc.
Pearl Corporation, Inc.
Remo, Inc.
Sabian Ltd.
Ludwig/Musser Industries
Yamaha Corporation of America

PATRONS
Evans Manufacturing

(a J. D’Addario Co.)
Hoshino (USA) Inc./Tama Drums
Kaman Music Corp.
Latin Percussion
LP Music Group
Musicians Institute
Peavey Electronics
Roland Corporation—US
Shure Brother Incorporated
Sonor/HSS

SPONSORS
American Drum Company
Century Mallet Instrument Serv
Custom Music Co.
ddrum/Armadillo Enterprises
Mike Balter Mallets
Carl Fischer, Inc.
Drum Workshop, Inc.
J.D. Calato Mfg. Co./Regal Tip
Kori Percussion-USA
Linwood Percussion
Malletech
Marimba One
Meinl Cymbals & Percussion
Midco International
Modern Drummer Publications
Mountain Music Group
Music For Percussion
Noble & Cooley Co.
Pan Caribe ToursTM

Pro-Mark Corp.
Purecussion, Inc.
Udu Drums
Vic Firth
Zendrum Corporation

FRIENDS (Corporate)
A. Putnam Mallets
ABC Percussion Mallets
Access Percussion
AETC Band of the West
Afena Akoma Inc.
African West
Alchemy Pictures
Alfred Publishing Co., Inc.
Alhambra Press
Alphonse Leduc & Cie Sarl
Alternate Mode, Inc.
Amani Drums
American Drum of Virginia
Anderson International Trading
Any Gig Bag
Anyone Can Whistle
Aquarian Accessories Corp.
Ara Eissler/Any Gig Bag
Arbiter ‘Advanced Tuning’
Asian Sound/Michael Ranta
Atlanta Drums & Percussion
Atlanta Pro Percussion, Inc.
Audiophile Imports
Avita Records/Riohcat Music
B. Rad Percussion
Bands of America
Barrel of Monkeys

Publishing Co.
Batterie Music
Berklee College of Music

Black Swamp Percussion
Blue Man Group
Brevard Music Center
Brixton Publications
C. Alan Publications
CalArts School of Music
California Percussion Technology
Capital University
Caribbean Jazz Project
Cavallaro Case Covers
Chopmaster Percussion
C.L. Barnhouse
Clevelander Drum Company
Cliff Alexis Steel Drums
Colorado State University
Columbus Pro Percussion
Concorde Trio
Conundrum Music, Inc.
Cooperman Fife & Drum Co.
D. Picking Co.
Dancing Hands Music
Danmar
DEG Music Products, Inc.
DeMorrow Instruments
Depaul Univ. School of Music
Devlin Enterprises, Inc.
Dick DiCenso Drum Shop
Disney Magic Music Days
Donnell Enterprises
Dorn Publications, Inc.
Doumbeks
Drum Corps Dale’s
Drum Dial Inc.
Drum Frame, Ltd.
Drummers Collective, Inc.
Drummer’s Helpers, Inc.
Drummers World
The Drum Pad
The Drum Specialist
Drums on Sale
Drums Only Germany
Duquesne University
Earthshaking Percussion
Earthtone Drums
Eastern Music Festival
Val Eddy
Ellipsis Arts
Encore Mallets
Engineered Percussion
Entee Music Publishing, Inc.
Frank Epstein
Equilibrium
Ethos Percussion Group
Fall Creek Marimbas
Female Drummer Newsletter
Fever Drums
Fork’s Drum Closet
Gambal Mfg.
Goldline Percussion Products
GP Percussion
Fred Gretsch Enterprises LTD
Grover Pro Percussion
Guitar Center
H.Q. Percussion
Hal Leonard Publishing Corp.
Hart Dynamics, Inc.
Jonathan Haas
Harms Historical Percussion
Hawk Dancing Studio
Herbert Brandt-Notenversand
Houston Percussion Center
Humes & Berg Mfg. Co., Inc.
Idyllwild Arts Academy
IKQ Percussion
Impact Percussion
Indiana University
Innovative Percussion
Interstate Music
Interworld Music Associates
J.B. Publications
JC’s Drum Shop
J.R. Publications

Jemm Co.
Juilliard School
Just Drums
K & K Sound Systems
Kemper-Peters Publications
Kendor Music, Inc.
Kenner Custom Drums
Kommissarshevskaya Music
Kooienga Drums
KoSA Communications
L.A. Music Academy
Lang Percussion
Large Community Drum Co.
Lone Star Percussion
Lucinda Ellison Musical

Instruments
Ludwig Music Publications, Inc.
Mainline
Mallets Aforethought
MalletWorks Music
Manhattan School of Music
Mano A Mano Symphonic Mallets
Mapex USA
Marv Dahlgren Publications
MBaker Publication
Media Press, Inc.
Mel Bay Publications, Inc.
Meredith Music Publications
Monolith Composite
MOPERC
Motherland Music
MountainSong Music
MSR Percussion Publications
Musikverlag Zimmerman
Nashville Percussion Institute
Native Sounds
Neil A Kjos Music Co.
Neuma Records
New Music West
New World School of the Arts
New York University
NEXUS
Nichols Music Publications
North Carolina School

for the Arts
Oberlin Conservatory of Music
Panyard, Inc.
Penn Oak Press
Percussion Center LTD
Percussion Concepts

Midwest, Inc.
Percussion Construction
Percussion Events Registry Co.
Percussion Source/

World Marketing, Inc.
Per-Mus Publications, Inc.
Pete Engelhart Metal Percussion
Plugs-Perc
Plunkett Percussion
Power Wrist Builders
Premier Percussion USA, Inc.
Pro Covers
Promethean Editions Limited
Pro Tech International
Protune Corporation
Pro Vintage Drums
Pure Sound Percussion
Pustjens Percussion Products
Razorback Drum Company
Rebeats Vintage Drum Products
Repaircussions/Stotz Cable

Timpani
Rhythm Fusion, Inc.
Rhythm Makers
Rhythm Music Magazine
Rhythms
Rhythmwood Slit Drums
Ripin Import & Export
Roadie Products, Inc.
Robb Smith Mallets
Robinson Percussion
Rolling Thunder

Rolly Publications, Inc.
Rosewood Music
Rosewood Productions
Row-Loff Productions
Rudimental Percussion

Publications
Russian Dragon
Sam Ash Music Stores
SBMR, Inc.
Scott Davidson Music
Shtix JKS Inc.
Silver Fox Percussion
Slingerland Drums
SofBags
Southern Music Co.
Southern Percussion/

Ron Armstrong
Spaun Drum Company
Spirit Drum World
Spirit In The Wood
Stanley Leonard Percussion

Music
Steve Weiss Music
Stingray Percussion
Stockholm International

Percussion Event
Studio 4 Music
Sun Percussion
Talking Drums Magazine
Talking Drums Inc.
Tal Mala
Talujon Percussion Quartet
Taos Drums
Theodore Presser Co.
Third Ear Productions
Tommy’s Drum Shop
Tour Timps
Traditional Rhythms
Trueline Drumstick Co.
United States Air Force Band,

Bolling AFB
Universal Percussion, Inc.
University of Miami School of

Music
University of Minnesota
University of Missouri—Kansas
University of Southern California

School of Music
U.S. Army Band, Ft Meyer, VA
USAF Band, Lackland AFB
Vaughncraft Percussion
Vellum & Parchment Works, Ltd.
Walkabout, Inc.
Warner Bros. Publications Inc.
West Chester University
West Music Co.
White House Productions
The Woodwind & The Brasswind
World Drum Center
World Drums
World Wide Music
Wright Hand Drum Co.
Zenobia Musical Instruments

FRIENDS (Individual)
Martin Amthor
John H. Beck
Michael Bookspan
Joseph Robert Corsello
Devlin Enterprises, Inc.
Dr. & Mrs. Gilbert C. Gibson
The Rev’d George Aldrich Hill, III
Gregory H. Ketchum
Scott A. Ketron
Dr. & Mrs. James Lambert
Dr. Tom Leckman
Alphonse Leduc and Cie Sarl
Gordon Peters
Thomas Raney
William Schneiderman
Phil Solomon/ PAN Co.
Ruth K. Underwood

SUSTAINING
MEMBERS



PERCUSSIVE NOTES 79 DECEMBER 1997

DIRECTORY OF
ADVERTISERS

American Drum of Virginia ............................ 29

Aquarian Accessories ................................... 54

Aspen Music Festival and School .................. 36

Avedis Zildjian Co. ........................................ 25

Mike Balter Mallets ...................................... 57

Black Swamp Percussion .............................. 51

Brevard Music Company ............................... 49

College Music Society ................................... 61

D. Picking ..................................................... 53

Drum Essentials ............................................ 61

DRUM! ......................................................... 19

DRUMST6 ..................................................... 65

Earthshaking Music ...................................... 33

Eastern Music Festival .................................. 36

Encore Mallets ............................................. 52

Evans Manufacturing/
A J. D’Addario Co. ..................................... 17

Experimental Musical Instruments ................ 49

Fall Creek Marimbas ..................................... 56

Harms Historical ........................................... 22

Interstate Music Supply ................................ 19

Kori Percussion ............................................ 36

Lawrence University ...................................... 38

Lone Star Percussion .................................... 20

Manhattan School of Music ................... 39, 40

Marimba One ................................................ 43

Modern Drummer ......................................... 21

Nexus ........................................................... 59

Northwestern University ................................ 49

Not So Modern Drummer .............................. 19

Pearl Corporation ......................................... 73

Penn Oak Press ............................................ 67

Percussions Magazine .................................... 5

Percussive Arts Society ................................ 46

Pro-Mark ...................................................... 44

Repaircussions ............................................. 36

Rhythm Fusion .............................................. 32

Riohcat Music .............................................. 37

Ross Mallet Instruments ............................... 42

Sabian, Ltd. .................................................. 35

Southern Music Company ............................. 60

Steve Weiss Music .......................................... 4

Studio 4 Music ............................................. 77

The Woodwind and the Brasswind ................. 18

Third Ear Productions ................................... 33

Udu Drum ..................................................... 33

Universal Percussion, Inc. ............................ 27

Vaughncraft Percussion ................................ 53

Windsor Music Publications .......................... 61

Yamaha Corporation of America .................... 29

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

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

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 • David P. Eyler • 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 • Ian Turnbull
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.
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CRESTON CONCERTINO MANUSCRIPT
Donated by Ruth Stuber Jeanne
Concertino for Marimba and Orchestra, Op. 21
by Paul Creston
Solo marimba part
Movements I and II: Vigorous, Calm.
Various grades of paper, trimmed unequally and bound with adhesive tape.
24-25 cm x 16.2-17.3 cm. 5 pp. In ink, with annotations in pencil.
Movement III: Lively.
31.5 cm x 21.2 cm. 3 pp. In ink, with annotations in pencil and blue pencil.

On April 29, 1940, Ruth Stuber gave the premiere performance of the
Concertino for Marimba and Orchestra by American composer Paul Creston.

In 1994, Ruth Stuber Jeanne donated several programs, clippings and her
copy of the solo marimba part for the Concertino to the PAS Museum. This
music includes “the original manuscripts as Paul Creston wrote them, bringing
sections for me to try out.” In an interview published in the April 1996 issue of
Percussive Notes, Jeanne said there was no written correspondence between
her and Creston, but he “hand-delivered the portions to me, and we talked
about things there.”

These holographs illustrate small changes and adjustments made to the solo
part during its composition, and reveal some of Creston’s personality.

FROM THE PAS MUSEUM COLLECTION

Ruth Stuber Jeanne, circa 1940

First and last page of the first movement
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