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President’s Report
By Garwood Whaley

days of percussion for junior high school stu-
dents. Nevertheless, this area needs to be
fully developed and much planning and hard
work remain.

Second, attendance and development of our
museum in Lawton, Oklahoma. Our museum

is now complete and provides a
wealth of information, unique dis-
plays and an outstanding visual im-
age of the Percussive Arts Society.
In order to fully develop its poten-
tial, I have appointed Jim Lambert
as Director of Public Relations for
the PAS Museum. Jim will be work-
ing directly with Steve Beck and
myself and will be heading a com-

mittee comprised of local business and civic
leaders and other interested individuals. Jim’s
goal is to make our museum well-known to

D URING THE PAST SEVERAL YEARS,
our society has done much to-
wards self improvement. The
results speak for themselves and

may be seen in the quality of our publica-
tions, the professionalism of PASIC, rapid
growth, membership benefits and
so forth.

There are two major areas, how-
ever, that I would like to address
during my last two years as presi-
dent. First, junior high school mem-
bership. Our board of directors, ex-
ecutive committee and general
membership realize that we have
very little to offer students of this
age group. This area is being addressed and
plans are underway to provide special clinic
sessions during PASIC and during chapter

people in the Southwest and to attract indi-
vidual and group visits. I thank Jim for his
willingness to take on this most important
position and also for his work as former man-
aging editor of Percussive Notes. I know that
Jim will be successful in this new position
and that he will welcome your suggestions on
audience development for our museum. If you
plan to be in the Oklahoma or Dallas area,
please consider visiting your museum.

Have a great summer! I look forward to
seeing many of you at this year’s PASIC in
Phoenix.

Warm regards,

Editor’s Message
By Rick Mattingly

A S JIM LAMBERT PREPARES TO
assume his new duties as Direc-
tor of Public Relations for the
PAS Museum and relinquish his

title as Managing Editor of Percussive Notes,
I would like to take this opportunity to recog-
nize his contributions to this journal as its
Executive Editor, as well as the contributions
of those who preceded him.

Perhaps Jim’s most significant accomplish-
ment was to recognize the potential of desk-
top publishing when it was talked about more
than actually utilized. Armed with a
Macintosh SE and a couple of primitive (by
today’s standards) word processing and page-
layout programs, Lambert freed the society
from its reliance on outside typesetters and
layout personnel, thereby achieving greater
control and consistency of the magazine’s con-
tents, while saving a considerable amount of
money at a time when PAS finances were on
shaky ground.

It was Jim Lambert’s vision that set the
stage for today’s PAS in-house Office of
Publications, and the society owes him its
gratitude—not only for his foresight, but
for his courage. Like all of the editors who
came before him, Jim was trained to be a
musician, not an editor, writer or art direc-
tor. So to take on the responsibilities of
overseeing a magazine—not to mention div-
ing into the then-uncharted waters of desk-
top publishing—required considerable
pluck. To my knowledge, I am the first Edi-
tor of this publication to have arrived with a
significant background in magazine editing
and writing, through my nine years as Fea-
tures Editor and Senior Editor at Modern
Drummer. Knowing the challenges that this
work entails, I have the deepest respect for
Lambert, Donald Canedy, Michael Combs,
Neal Fluegel, James Moore and Bob
Schietroma, who not only took on the re-
sponsibilities of guiding the publication and

its various writers and sub-editors, but each
of whom improved the magazine’s quality dur-
ing his tenure.

Whenever PAS members consult old copies
of Percussive Notes or Percussionist in the
course of doing research, they benefit from
the work of these editors, and their influence
will continue to be felt—especially as articles
from past PAS publications are made avail-
able on WPN. To recognize the contribution
made by former editors of Percussive Notes
and Percussionist, their names will now be
included on the masthead in every issue of
the magazine.

Finally, credit must also be given to all
of the Associate Editors and Contributing
Editors of this publication, whose exper-
tise in their respective fields is matched by
their dedication to providing the PAS mem-
bership with articles that are informative,
accurate and inspiring. I am honored to
work with all of them. PN

Nominations are now being accepted for
the 1994 Outstanding PAS Chapter Presi-
dent Award. The winner of this annual
award—now in its fourth year—will receive
an engraved plaque and a $1,000 grant for
his or her chapter.

The Outstanding PAS Chapter President
Award recognizes individuals who have in-

creased chapter membership and provided
percussion events, newsletters and experi-
ences that are beneficial for the continued
musical education of chapter members.

Nominations should include supportive in-
formation and must be received by August 1.
Self nominations are acceptable. Send to PAS,
P.O. Box 25, Lawton OK 73502.

Outstanding
Chapter
President
Award
Award
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 The Cleveland Symphony’s Paul Yancich
will present a solo timpani recital. The Met-
ropolitan Opera’s Greg Zuber will provide
insights into audition preparation.

Marimbist Dean Gronemeier
will offer musical approaches to
using four and six mallets. Bill
Wanser will give a clinic on sym-
phonic cymbal technique.

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

circle facilitated by Arthur Hull.
And this is just the beginning! This al-

ready incredible list will continue to grow as
further arrangements with the remaining
invited artists and their sponsors are made.

There are still a number of ways for
individuals and groups to get involved with
PASIC. At the convention itself, convention
participants are
invited to play for
the pros at the
various master-
classes. Get help
with your rag-
time solos from
Bob Becker and
Ian Finkel, take
advantage of pro-
fessional guid-
ance at any of the
four drumset
masterclasses,
improve your
hand drumming
technique with
Latin specialist
Dom Moio, get timpani pointers from Cleve-
land Orchestra veteran Cloyd Duff, or get or-
chestral accessory tips from Neil Grover. All
you have to do is raise your hand when the
facilitator asks for participants.

There is still time to get your college or
high school drum line into the PASIC

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

I T IS TIME TO MAKE YOUR PLANS TO
attend the premier percussion event
of the year. Awaiting you is a world of
percussion: marching drum line per-

formances, contemporary music
concerts, rock drumming clinics,
classical music performances,
world music clinics and concerts,
percussion education sessions,
jazz drumming sessions, elec-
tronic percussion workshops, key-
board percussion clinics and per-
formances, steel drum concerts,
percussion ensemble concerts,
scholarly paper presentations,
and 40,000 square feet of exhibits. In this
fast-paced music world this is your chance to
catch up to the players, companies and teach-
ers who are impacting the present and shap-
ing the future. If you love percussion music,
you will not want to miss PASIC ’95!

The PASIC ’95 program is going to be
fantastic! From the 250 proposals offered for
consideration, the PASIC Planning Commit-
tee and the PAS Executive Committee care-
fully considered quality, variety, educational
value and sponsorship responsibilities in se-
lecting the fifty clinic and concert partici-
pants for this year’s convention. The pre-
liminary list is impressive.

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

Drummer extraordinaire Terry Bozzio
will be giving a solo performance. Jazz
greats Carl Allen, Pete Magadini and
Lewis Nash will give drumset clinics, as
will studio pro J.R. Robinson. Danny
Gottlieb and Efrain Toro will present elec-
tronic percussion clinics.

By J.B. Smith, Host

Marching Percussion Festival. Individuals
competition will be held on Thursday, No-
vember 2 in the Hyatt Regency Hotel. Drum
line performances will be held on Friday,
November 3 in the 2,500-seat Symphony
Hall. The space is directly across the street
from the Convention Center making access
convenient for participants and spectators.
College and high school drum line applica-
tions will be accepted August 15–September
15; individual applications will be accepted
August 15–October 2. Space is limited so
apply early. Look in upcoming issues of Per-
cussive Notes for more information.

Drumset players and hand drummers
are encouraged to play in the nightly jam
sessions that will take place at the Hyatt
Regency. The clinicians and concert art-
ists play during the day; at night it’s
your turn!

PAS has instituted special rate packages
for PAS clubs and student groups. Club spon-
sors and school directors should take advan-

tage of the spe-
cial savings that
are available.
PAS Clubs can
attend the entire
convention for
$25 (as long as
they’re accom-
panied by their
adult leader).
Now, more than
ever, it makes
sense to start a
PAS Club.

Finally, a
special event is
being arranged
for all you golf-

ers. On Tuesday, October 31, the PASIC ’95
Golf Tournament will be held at the Or-
ange Tree Golf Course. Come to the con-
vention a day early and enjoy the finest
golfing Phoenix has to offer. Tee time is set
for 1:00 P.M. For more information call Lissa
Wales at (602) 838-3507. PN
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Percussive Notes
Editorial Staff

THE COST OF WPN AND INTERNET
The fellow in Europe who wrote a letter in the last Percussive Notes about the
need for WPN to be on Internet was right on target! WPN is really good, but there
would probably be more participation if people could get WPN on their normal
monthly Net fee instead of paying long distance. (We aren’t all rock stars!) To
show that my money is where my mouth is, if anyone is starting a collection for
bringing us onto the Net, the Tactus Press would be happy to donate to it.

Peggy Sexton
The Tactus Press
Austin TX

Editor’s reply: One reason that WPN is not available on Internet, besides the
considerable expense, is that the PAS feels that access to WPN should be a benefit of
membership in the society. If WPN goes on Internet, non-members will have equal
access. How does the membership feel about this? We welcome your comments.

STILL MORE ON BOO BAMS
Bill Luftborough used to host a TV show called Boo Bamming on Channel 9 in
San Francisco in the late ’50s and early ’60s, which I used to watch. Bill showed
how to make the drums from cardboard mailing tubes and calfskin heads, and
he gave lessons on construction and playing the Boo Bams every week. The
original drums had five notes that were tuned to sound good together. The Boo
Bams and an instrument called the Lejom, also invented by Bill, were displayed
at Kenny Williams’ Drumland in San Francisco. The Lejom had six mailing-

tube resonators in a plywood box with metal bars over them. The bars were attached to the
frame on one end and the other was free to vibrate—like a cross between a kalimba and
vibraphone. I hope this sheds some light on Boo Bams or adds to their legend.

Clyde Campbell
Sacramento CA

NIELSEN’S TIMPANI
I enjoyed David Davenport’s article on the timpani parts in Carl Nielsen’s Fourth Symphony
(April ’95 PN). Certainly, Nielsen’s composition added significantly to the percussion reper-
toire, and the technical commentary of the orchestral timpanists quoted in the article was
enlightening. It is interesting to speculate on the composer’s motivation for writing important
percussion music. Perhaps his involvement in a military band helped him appreciate drums
and drumming, while his experience as a violinist in Denmark probably improved his melodic
percussion writing. The article mentions important aspects of timpani playing such as articu-
lation, intonation and choice of mallets. Also important, of course, are the placement of musical
accents and phrasing. It is always fascinating to consider disagreements between the score
and part. Sometimes, I think, the percussionist should “compose” his or her part within the
boundaries set forth by the music’s composer.

Geary Larrick
Stevens Point WI

CORRECTION
Due to an error in editing, the review of Dean Gronemeier’s solo marimba composition The
Walk For All Mankind, which appeared in the April issue of PN, indicated that the piece
appears on Gronemeier’s CD Nature Alley. It does not.

Percussive Notes welcomes comments and responses to articles. Send letters to: Rebounds, c/o
Percussive Notes, P.O. Box 25, Lawton OK 73502.
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ROD MORGENSTEIN WAS USED TO GOING
to bed with a ringing in his ears during the
years he played with the Dixie Dregs, but the

ringing was always gone when he awoke the next morn-
ing. He occasionally stuffed tissues in his ears before a
concert, usually to appease his mother, but did not
make any serious effort to protect his hearing.

In 1989, after playing a concert with the rock group
Winger, he went to bed with the usual ringing. “I woke
up the next morning and the ringing was still there,”
says Morgenstein.

He still has it today. It’s particularly noticeable when
he goes to bed at night. “I sometimes toss and turn
trying to get to sleep,” he says.

The ringing is not going to stop.
Ever.
“It couldn’t happen to me”; “I don’t play that loud”;

“I’m not a rock drummer“-familiar sentiments once
expressed by drummers and percussionists who now
say, “Excuse me, could you repeat that...” or who can’t
hear certain sounds on a recording. It’s true that rock
drummers, who frequently work in very loud environ-
ments, are likely candidates for Noise Induced Hearing
Loss (NIHL), but all percussionists endanger their hear-
ing every time they pick up a stick or mallet.

Because hearing loss/damage is a gradual process
that takes place over a period of years, the damage is
done long before clear symptoms occur. Hearing loss
and hearing damage are incurable. There is no way to
restore the ability to detect sound. It drove Beethoven
insane. What would it do to you?

Musicians have the greatest stake in the prevention
of noise-induced hearing loss, but frequently are the
least active in impeding the progress of this prevent-
able condition. Many factors may result in either hear-
ing loss or hearing damage, but musicians who work in
musical environments where they are exposed to exces-
sive noise levels (intensity) for extended periods of time
(duration) day after day (frequency) are posing a great
risk to their ability to function on a daily basis, as well
as to their career. Because percussionists are frequently

exposed to higher sound pressure levels (SPL) and sud-
den loud sounds, such as crash cymbals or rimshots,
they are particularly at risk.

Everyone is at risk-rock, jazz, drum corps and or-
chestral percussionists. Hearing exams were conducted
on eighteen members of the Berklee School of Music
percussion faculty in January 1994 (primarily drumset
players). Of the eighteen, three had normal hearing but
fifteen suffered hearing loss (some significant), prima-
rily in their left ear.1 In 1976, a study of orchestral
musicians revealed that “all percussionists had some
degree of hearing loss.”’2

Rock guitarist Pete Townshend’s announcement sev-
eral years ago that he has hearing damage raised pub-
lic awareness of the problem, but many musicians still
persist in abusing their hearing. People who have trouble
with their eyesight would not hesitate to consult an
optometrist. Musicians should be more concerned about
consulting audiologists to preserve their ears. Hearing
damage is permanent. It is important to understand
how the ear functions, the difference between hearing
loss and hearing damage, and modes of prevention in
order to avoid this devastating and incurable condition.

HOW THE EAR WORKS
The human ear is an amazing instrument. It collects
and amplifies sounds, determines the direction and
intensity of the sound, and analyzes all of the subtle
nuances that help us distinguish the differences be-
tween the sound of wire snares and gut snares, or
between French and Viennese style cymbals.

Sound is measured in hertz (Hz), and the human ear
is capable of perceiving sound from 20-20,000 Hz. Hertz
are essential pitches; the highest notes on the piano are
about 4,000 Hz while the rumble of thunder is approxi-
mately 50 Hz3  The normal range for human speech is
approximately from 250 to 8,000 Hz. Often the first
sign of hearing loss is the inability to distinguish what
others are saying, particularly in a noisy room. By the
time this occurs, however, hearing damage has already
taken place.

By
Terry

O’Mahoney
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Figure 1.

A diagram of the ear is shown in Figure 1. After a
sound is created, it is picked up by our outer ears (the
visible part on the side of our heads) and transmitted
through the ear canal where it activates the ear drum,
which in turn sets in motion the three ear bones (ham-
mer, anvil and stirrup). The stirrup activates the co-
chlea, where sound is actually received.

The cochlea is a horn-shaped organ that is filled with
fluid and millions of tiny hair cells. Each hair cell is
tuned to a specific frequency. When a sound is trans-
mitted to it, the fluid in the cochlea moves through the
cochlea until it finds the hair cell that corresponds to
the frequency (Hz) collected by the outer ear. That hair
cell normally bends, transmits an electrical impulse to
the brain for processing, and then returns to its normal
upright position (see Figure 1).

The construction of the ear and the way in which
sound travels through the auditory mechanism may
indicate why hearing loss occurs in a specific manner.
“The ear canal’s resonance
is the greatest for frequen-
cies from 2,000 to 4,000 Hz,”
according to H.A. Newby4

Because the ear naturally
resonates in this range, this
area experiences more
“wear and tear” and is the
first to break down. The
three ear bones also amplify
the sound, often by as much
as thirty times.5 The human
ear’s ability to hear a pin
drop across a room ulti-
mately leads to its destruc-
tion.

The way the cochlea is
constructed also has a great
deal to do with why hearing
damage occurs. Hair cells
that correspond to
highfrequency pitches are
located at the opening of the
cochlea. Lowfrequency hair
cells are located at the small
end of the cochlea. Sound
winds its way from the wide
opening (where the high-fre-
quency receptors are lo-
cated) to the small end of
the cochlea (where the low-

frequency receptors are located). In order to activate
the hair cells deep in the ear, the fluid must be forced
around the curves of the cochlea. When loud sounds
slam into the walls of the cochlea as they make their
way around the first curve in the cochlea, they damage
the hair cells along the wall. The hair cells at the first
“turn” of the cochlea are responsible for collecting sounds
at around 3,000 Hz (or 3 kHz). Each time lower fre-
quency sounds are sent to the inner reaches of the
cochlea, the hair cells at 3 kHz are subject to abuse.
This is why most hearing loss often begins to occur at
the 3,000 Hz point.

A “domino effect” is created once hearing damage
has occurred. After the hair cells at 3 kHz have been
permanently damaged (by not returning to an upright
and functioning position) at one frequency level, hair
cells tuned to closely related frequencies ( e.g., 2,800
Hz, 3,200 Hz) then begin to bear the brunt of continued
abuse. This leads to a widening of the gap in one’s



PERCUSSIVE NOTES • JUNE 199510

hearing6 and the creation of a “noise notch”-a marked
decrease in hearing ability at a specific frequency
(see Figure 2).

HEARING LOSS VS. HEARING DAMAGE
Anyone can suffer hearing damage yet exhibit no
signs of hearing loss. The subtle differences be-
tween hearing loss and hearing damage are often
not understood by the general public. Hearing loss
means that, compared to a statistical norm, a per-
son has more difficulty hearing certain pitches (Hz)
at various sound pressure levels (decibels or dB).
Hearing damage means that a person experiences
auditory effects that may hinder the ability to accu-
rately perceive a sound. A person may have hearing
damage but have no hearing loss.

An audiogram is the test given by audiologists to
determine if a person suffers from hearing loss. A
series of tones are played at different volume levels
to determine the minimum volume required for the
patient to detect a sound. These are done at differ-
ent frequencies (or pitches) and charted on a graph.
Frequencies tested vary from doctor to doctor, but
the most common frequencies tested are 250 Hz, 500
Hz, I kHz, 2 kHz, 4 kHz and 8 kHz.

Figure 2.

While these frequencies may be acceptable for the ma-
jority of people, testing at these intervals reveals only part
of the total picture. Because it is more important for a
musician to be able to accurately distinguish the musical
qualities associated with sound over a broad spectrum, a
more detailed audiogram is necessary to determine if any
hearing loss has occurred at these inter-octave intervals.
Musicians should request that an audiologist include 750
Hz, 1500 Hz, 3 kHz and 6 kHz levels on their audiograms.
This is accomplished by a simple turn of a dial on the
testing equipment.

Research has indicated that musicians may experience
“noise notches” in their audiograms at these inter-octave
levels. The 3 kHz and 6 kHz levels were found to be the
most frequently impaired areas.7 If these frequencies are
not included in the audiogram, the musician may leave
the doctor’s office with a false sense of healthy hearing.
The author’s audiogram is shown in Figure 2. Notice the
“noise notch” at 6 kHz in the left ear. This is probably a
result of years of exposure to loud hi-hat sounds.

An audiogram is only one part of a complete hearing
exam. Because the first sign of hearing loss is often the
inability to understand conversations, a speech - under-
standing exam should accompany the audiogram. In a
speech- understanding exam, the audiologist will provide
some background noise in the patient’s headphones and
ask the patient to repeat words back to the audiologist
that sound very similar (e.g., “bake” and “cake”). This will
be done with various levels of background noise to deter-
mine how well the patient can differentiate between the
signal/noise ratio. Vowels (a, o) are some of the louder
parts of speech, but consonants (t, s, f, p, k, ch and sh) are
softer and are often the portions of speech that become
garbled to the person with a hearing loss. People are
frequently able to compensate for this situation contextu-
ally by “filling in” the gap with information from the
portion of the conversation that they can understand, but
this is only a coping mechanism and not a solution.8

Audiograms only measure hearing loss-not hearing dam-
age. Hearing damage can be found in people who have
little or no hearing loss. Hearing damage manifests itself
in a number of different ways. The terms used to describe
hearing damage reflect symptoms that will vary from
person to person, yet have similarities.

Tinnitus is the most common noise-induced hearing
damage. It is often called “ringing in the ears” because a
person hears a sound without any acoustic stimulus. It is
usually described as a high-pitched ringing or, in extreme
cases, “akin to holding a vacuum cleaner to your ear.”9

One of the first signs of hearing damage may be a
temporary threshold shift (TTS). A TTS is a temporary
condition characterized by a ringing or buzzing in the
ears, the perception that sounds around you are muffled,
or difficulty understanding conversations. A temporary
threshold shift means that if you could normally hear a
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sound at 20 dB, were
then exposed to loud
music for two hours,
and could not hear the
same sound until it
was turned up to 40
dB, you would have
experienced a 20 dB
threshold shift. If you
continued to be unable
to detect the sound
unless it were 40 dB,
then a permanent
threshold shift (PTS)
has occurred.

Temporary threshold shifts usually subside after a
good night’s sleep. Peter Erskine, who suffers from
tinnitus, notes that “if I give my hearing enough rest,
the effects of my tinnitus seem to lessen a bit,” but the
ringing never completely disappears. Jeff McAllister,
drummer for Hank Williams, Jr., suffers from tinnitus
and “can’t go to a quiet place like the woods and hear
just the birds” because the ringing in his ears is perma-
nent.

One of the most frequently asked questions involves
the actual pitch of the ringing. The pitch of the constant
sound experienced by tinnitus sufferers is not related
to the pitch of the sound that caused the damage. Most
tinnitus is characterized by a highpitched ringing, but
this does not mean that a high pitch caused the dam-
age. Because of the way the ear functions, a low sound
(like a bass drum) or a high sound (like bells) could
cause the same pitch to be heard by the tinnitus suf-
ferer. The frequency of the offending sound could be
anywhere along the sound spectrum and damage is
probably caused by the combination of numerous sounds,
both high and low.

The degree to which tinnitus interferes with every-
day life depends upon the individual. People who work
in noisy environments (with computers, typewriters,
people talking, loud music) may not be bothered by the
tinnitus to any large degree. It is usually during the
“quiet times”-trying to fall asleep, reading a book-that
tinnitus is most noticeable and, therefore, the most
imposing.

Tinnitus is incurable. Audiologists have, however,
developed hearing aids with white noise generators
called tinnitus maskers. The audiologist “tunes” the
white noise generator to the same frequency as the
tinnitus and effectively blocks it out. This only deals
with the symptoms, however, and the tinnitus will re-
turn when the masker is not used.

Diplacusis is a condition in which a single tone is
perceived as a different pitch in each ear (diplacusis
binauralis) or as multiple pitches in one ear (diplacusis

monauralis). This condition could prevent musicians
from singing or playing in tune. This would be particu-
larly devastating to timpanists, who must distinguish
pitches over a broad spectrum while other musicians
continue to perform. This inability to distinguish pitches
in a noisy environment could terminate one’s musical
career.

Hyperacusis is an increased sensitivity to sound,
particularly common environmental sounds. Television,
automobile horns and other sounds commonly found in
the world of the 1990s would prove painful to a person
suffering from hyperacusis. The person may ask that
others speak quietly, that the television be turned down,
or make other requests that might ostracize the indi-
vidual from normal society.

Hearing damage can exact other tolls on the body as
well as make it difficult to play music. “Noise fatigue”
is a common problem cited by many drummers after
extended rehearsals or long recording sessions. Erskine
notes that after rehearsals for a tour with Steely Dan
without proper ear protection, “...by the end of the day
my ears and head felt like they had been put through
the wringer.”10 This is the body’s natural reaction to
stress caused by excessive noise levels, according to
audiologist Mike Williams. Noise stress triggers basic
instincts similar to the fight-or-flee impulse-pulse rises,
breathing speeds up, muscles tense, etc.11 This leads to
general irritability, tension and possible insomnia.

The attempt to prevent hearing loss can actually
cause dangerous side effects. The Centre for Human
Performance and Health Promotion (often called the
“Musician’s Clinic” in Hamilton, Ontario, Canada) has
dealt with cases in which rock drummers would use
industrial- strength foam earplugs to protect their hear-
ing but suffer arm or wrist strain from overhitting the
drums.12 Because the foam plugs were so effective, the
drummers would play harder in an attempt to create
the same musical intensity they heard without the
plugs. In doing so, they would overexert themselves
physically and damage tendons and ligaments in their

SOURCE: AUDIO, JAN. 1989
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arms. When the patient was fitted with a different
type of ear protection, the overall noise-level output
from the drumset decreased and the wrist problems
ceased.

PREVENTION THROUGH EDUCATION
The Occupational Safety and Health Administration

(OSHA) provided a series of guidelines for permissible expo-
sure to various decibel levels in 1970 (see Table 1). This
table is drawn from an industrial model, based on an eight-
hour day, five days per week, over a forty-year span. These
are suggested levels of acceptable exposure, but appear rather
high when compared to the data in Table 2.13

The dB scale used to measure sound pressure levels is
logarithmic. Every increase
of six decibels results in a
doubling of the sound pres-
sure level exerted upon the
ears. For example, a 106
dB level is twice the sound
pressure level of a 100 dB
level.14 These are phenom-
enal leaps in intensity that
could easily cause perma-
nent damage.

Percussionists in differ-
ent musical situations will
encounter different factors
that may cause hearing loss
or damage. As previously
stated, several factors must
be considered when weigh-
ing the possibility of dam-
age. The intensity, duration
and frequency of the exces-
sive levels influence the
extent and severity of the
loss. Sound pressure levels
have been measured at live
rock performances up to
110 dB, with most of the
energy in the 250-500 Hz
range for extended periods
of time without interrup-
tion. This means that the
sounds were predomi-
nantly lowpitched at a loud
volume. This is in contrast
to a symphony orchestra
where the SPL was ap-
proximately 90 dB, but the
energy level was evenly dis-
tributed between 500 and
4,000 Hz, with various pe-
riods of time containing
lower dB levels .15

Symphony musicians are
exposed to a greater vari-
ety of frequency levels and
experience periods of de-
creased volume; this less-
ens, but doesn’t eliminate,
the potential for hearing
damage. Because the mu-
sicians in a symphony or-
chestra experience periods
with decreased dB levels,
this makes a great deal of
difference in their ability
to recuperate from the pe-

SOURCE: AUDIO, JAN. 1989
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riods of high-decibel exposure. Hearing loss is less likely to
occur when the ear has time to rest and recuperate.

Musical style also plays a role in the type of hearing loss
that might afflict a percussionist. A rock drummer who
constantly plays the hi-hats with sticks may suffer asym-
metrical hearing loss (significant hearing loss in only one
ear) in the left ear (assuming the hi-hats are on the left side
of the setup). Jazz drummers, because they tend to play
primarily on the ride cymbal, are less likely to damage their
hearing because ride cymbals do not appear to pose as great
a risk as hi-hats.16 Monitors also play an important role in
the equation. Morgenstein says that he has more hearing
loss in his right ear because his monitor was always on that
side. The difference in SPLs between a rock concert or club
date and jazz gig also may account for overall different risk
levels.

Morris Lang, of the New York Philharmonic, had his
hearing tested after experiencing some pain a few years
ago. Of his situation he says, “Of course, we are bombarded
with sound for all of our career-especially sitting right in
back of a very strong (French) horn section.” Vic Firth,
timpanist for the Boston Symphony, has monitored his hear-
ing for fifteen years and found that his left ear has suffered
more hearing loss than his right. He attributes this to the
fact that the trumpets and trombones are on his left side
and advises caution when performing behind either a French
horn section or in front of a large chorus.

Percussionists should also be aware that many percus-
sion instruments generate a great deal of “impact noise.”
Impact noise is created by sudden, loud bursts of sound
energy (e.g., crash cymbals, concert bass drum, rimshots,
bells, xylophone and Chinese cymbals). Any one of these
sounds may cause permanent hearing damage even from
one-time exposure, according to audiologist Mike Williams.

Hearing damage is not limited to performers. Teachers
who listen to students play, hour after hour in a confined
area, are perfect candidates for hearing damage. Morris
Lang notes that some of his retired colleagues “have some
hearing loss-some quite severe, some very little. 1 think
that the severe loss occurred as a result of teaching for
many years in a very small studio. While I teach and prac-
tice, I often wear ear protectors, especially when (using) the
xylophone; the high frequencies bother me.” Marc Zoutendijk,
professor of percussion at the Royal Conservatory in the
Hague, the Netherlands, has also suffered hearing loss
from fifteen years of teaching snare drum, timpani and
drumset, as well as performing without ear protection.

HEARING PROTECTION
The only way to prevent hearing damage is to practice
“safe hearing.” The use of hearing protection devices when
practicing, rehearsing or even listening to loud music in a
club is the only way to ensure that you will be able to hear
when you get older. There are many hearing protection
devices (HPDs) available today. Each have good and bad
qualities. The correct choice should be determined by the
level of protection desired, style of music normally per-
formed and comfort level.

When deciding which hearing protection device is best
suited for a musical or rehearsal situation, the first ques-
tion should be, how much of the musical spectrum can be
excluded without interfering with the quality of the perfor-
mance? Figure 3 shows the various attenuation rates of

some HPDs. Attenuation is the amount of noise, mea-
sured in dB, suppressed by the various HPDs at differ-
ent frequency levels. The most common types of HPDs
are foam plugs, ER-15/ ER-25 custom plugs (from
Etymotic Research), vented/ tuned custom plugs, and
Earmuffs (headphones used by gun enthusiasts).

Notice that the ER-15 (Etymotic Research) and ER25
(often referred to as “musician’s earplugs”) offer a
generally “flat attenuation” pattern across the fre-
quency range. This means that the plug reduced all
frequencies equally and the sound heard by the user
will be very natural-only softer (either 15 or 25 dB
depending upon which plug is used). Dynamics be-
tween various parts of the drumset can still be moni-
tored and controlled by the user.

The vented/tuned earpiece decreases the dB level
sharply in the 2000-4000 Hz range, resulting in a
distorted perception of what sound the user is produc-
ing; most of the high frequencies will be gone. The
user will hear drums clearly (due to the low-frequency
output of the drums) but hear muffled cymbals.

Industrial foam plugs filter more high frequencies
than low, again resulting in a distorted perception of
musical output. A percussionist who uses foam plugs
will hear the lower register of a mallet instrument
clearly but not the upper register, while the timpanist
will hear more fundamental pitch than overtones.

In a loud rock environment, high frequencies (like
cymbals) could possibly be reduced without hamper-
ing the quality of the performance. Rod Morgenstein
uses foam earplugs when he performs and Earmuffs
when practicing. He has “grown accustomed to the
low-end sound” of the foam plugs and does not miss
the higher frequencies of the cymbals. He says that
the foam plugs “make my drums sound like Steve
Gadd’s drums.17

In jazz or orchestral situations, the ER-15/ER-25
earplugs work well because the performer is able to
distinguish timbre, balance and-to a certain extent

Figure 3.

SOURCE: JOURNAL OF
SPEECH-LANGUAGE

PATHOLOGY AND
AUDIOLOGY, SEPT. 1994,

AND AUDIO, JAN. 1989
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dynamics. These earplugs could be used for individual
practice (bells, xylophone, crash cymbals, repetitive
drum patterns) but not used during a performance, if
the user felt that it diminished his or her ability to
participate in the ensemble.

The total musical environment is another factor
in the decision to use HPDs. Consideration should
be given to the overall sound level when choosing
whether or not to wear some hearing protection.
Performers practicing solo literature in a large room
may not require protection, but a percussionist per-
forming in a percussion section, where others are
generating additional dB over and above those of
the individual, should consider some precautions.
Decibel levels in a studio have been measured up to
90 dB for solo timpani18 and 92 dB for xylophone.19

Michael Baker, former timpanist with the Mexico
City Philharmonic (currently with Symphony Nova
Scotia), uses HPDs only when practicing bells or
snare drum. He reports no degradation of hearing
ability, but he has experienced temporary threshold
shifts when exposed to loud cymbal crashes when
seated beside the percussion section.

Erskine utilized a rather involved monitoring/hear-
ing protection system during his 1993 tour with
Steely Dan. He used the Bose Aviation headphones
and the Ear Monitor molded earpiece monitor with
an Amphex Dominator 11 limiter to prevent acciden-
tal sound “spikes.” The Ear Monitors allowed him to
hear the band, the limiter prevented accidental ex-
posure to extreme volume changes, and the head-
phones eliminated any additional sound produced
by his drums and cymbals. “I heard only the music-
in my own private and wonderful world,” Erskine
said.”20

Figure 4 shows the most popular types of HPDs
available. Earmuffs are available from most gun
stores, and foam plugs are generally available at

Figure 4. Hearing Protection

Clockwise from top: Earmuffs, foam plugs, ER—25/15, molded earplugs

drug stores. The vented/tuned earplugs, and ER-15 and
ER-25 earplugs must be obtained through a hearing-aid
store or audiologist. Wax impressions are taken of the
ear and sent to Etymotic Research, where a custom “at-
tenuation plug” is inserted into a hole in the molded
earpiece.

Upon request, Etymotic Research will include both the
ER-15 and ER-25 plugs with the earplug order. The
attenuation plugs are interchangeable and may be
switched by the user to accommodate different musical
environments. ER-15s are recommended for use by drum-
mers in a jazz or blues band, ER-20s or ER-25s for
drummers or percussionists. These recommendations are
based upon the sound produced by both the user ’s instru-
ment and those of the other musicians in each setting21

but are, like many facets of music, subjective.

CONCLUSION
There is a growing awareness of the devastating effects
of noise-induced hearing loss. Jim Campbell, percussion
instructor at the University of Kentucky and for the
Cavaliers drum corps, notes that, “Students are more
conscious now of the importance of using hearing protec-
tors.”22 He says that most drum corps players use HPDs
when rehearsing indoors during the winter. Many use
custom-fitted plugs (purchased from Westone Co., based
in many Sears stores) or foam plugs. Some players re-
move the HPDs for performances, but an increasing num-
ber wear earplugs for both rehearsals and performances.
He personally uses foam plugs when teaching timpani in
his studio because his right ear actually buzzes when
exposed to loud timpani rolls.

Casey Scheuerell, currently teaching at the Berklee
School of Music in Boston, has monitored his hearing
ability for about fifteen years. He has noted a misconcep-
tion by many younger musicians that they will only lose
a certain percentage of their hearing and then it will
stop-a complete fallacy. Hearing loss is cumulative and
will continue until complete deafness occurs. He also
advises performers to be aware of how to use hearing
protection. Often, when people first use HPDs, they play
louder or turn up the volume to recreate the physical
effect they experienced without protection. The use of
HPDs requires the performer to reevaluate how the mu-
sic is heard and experienced, but it is well worth the
effort.23

Industry is also involved in hearing conservation mea-
sures. Audiologist Mike Williams notes that many manu-
facturing companies are implementing hearing conser-
vation measures, both from an overall noise reduction
program (quieter machinery) to the promotion of per-
sonal HPDs for every worker. The present cost of hearing
conservation far outweighs the future cost of worker ’s
compensation benefits.

The music industry is also following suit. Jim Campbell
notes that both the Lexington (Ky.) Philharmonic and
Louisville (Ky.) Orchestra routinely use plexiglass baffles
to isolate the percussion section and timpani. The Lex-
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ington Philharmonic actually provides a box of foam
earplugs for use by the musicians at their concerts.

Noise-induced hearing loss is a direct result of be-
havior and can be prevented. Yearly audiograms (to
chart one’s hearing “history”) and consistent use of
HPDs are the only ways to prevent further degrada-
tion of hearing ability. Humans have very little control
over their everyday environment, but musicians cer-
tainly have control over their work environments. The
most important aspect is prevention because hearing
loss is incurable. Additional research is also needed to
develop early methods of detecting hearing loss before
it becomes too severe. As Peter Erskine has discov-
ered, “Once hearing is damaged, it doesn’t heal, or get
better. What’s gone is gone, and what’s done is done.”

ADDITIONAL INFORMATION:
• American Tinnitus Association, P.O. Box 5, Port-
land OR 97207; (503) 248-9985. (ATA will
provide informa- tion on doctors in your area
and general information.)
• Bose Corporation, 1-800-242-9008 (U.S.); outside the

U.S. (508) 879-7330; FAX (508) 872-8928.
• Centre for Human Performance and Health Promo-

tion, 565 Sanatorium Rd., Hamilton, Ontario L9C
7N4 Canada; (905) 5745444.

• Etymotic Research, 61 Martin Lane, Elk Grove
Village IL 60007; (708) 228-0006.

• Future Sonics, (215) 598-8828; FAX (215) 598-8827.
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By Tom Brechtlein

Anyone for Shuffle?

O NE THING THAT PEOPLE (MOSTLY YOUNG PEOPLE)
ask me these days is, “How do you play a shuffle?” This
surprises me sometimes, but when I think about it, it
shouldn’t. With the blues being very popular you would

think that most young drummers would know how to play a shuffle.
However, most usually play rock shuffles, which is great, but they
should also get familiar with a blues shuffle.

It has a certain feel all its own. It’s not a very difficult beat to
play technically, but when you have the feel down, man, there’s
nothing like it!

You may have guessed by now what I’m trying to say—I hope
so. And that is, technique isn’t everything. When all is said and
done, the most important aspect of everything you play is FEEL.
If a beat that you are playing doesn’t feel good, then the technique
you’re using doesn’t mean a heck of a lot.

I’m not saying that you shouldn’t have some sort of technique
(chops or whatever you want to call it), but you should use your
technique to communicate the feel of what you’re playing. In
other words, you have to have some mechanics in your hands and
feet to play a beat or rhythm, but you have to combine that with a
good feel or groove.

Enough of me beating a dead horse; let’s get back to talking about
a basic shuffle.

First of all, a shuffle is a very common beat used in blues music,
but it has been used in other forms as well. The first time I heard
a shuffle beat was in jazz music played by the Thad Jones/Mel
Lewis Orchestra. I was listening to one of their records and l
heard Mel playing this beat. It was swinging hard. My high school
music director, Bill Katz, told me to listen to that record. Boy, am
I glad he did, because these days that’s what I’ve been playing—
shuffles!

Anyway, let me give you a few ways to play a blues shuffle. For
a basic shuffle, the bass drum, ride cymbal and hi-hat pattern is
real simple. It’s just four on the floor with both feet and the ride:

KEY

1.

The thing that really makes it swing or groove is the snare drum
rhythm. This pattern is basically groups of triplets with the middle
triplet left out, accenting on beats 2 and 4.

Tom Brechtlein
studied at Hofstra
University before
joining jazz pianist
Chick Corea’s band
at age twenty. After
four world tours with
Corea, Brechtlein
toured with such mu-
sicians as Allen
Vizzuti, Joe Farrell,
Wayne Shorter, Jean-
Luc Ponty, and for
the last three years,
Robben Ford. Inter-
spersed throughout
were other tours with
Corea. His many re-
cording projects included albums from the many tours plus perfor-
mances with such artists as Doc Severinsen, Al DiMeola, Dave Samuels
and Brandon Fields. His last two recordings with Robben Ford have
received Grammy nominations: Robben Ford & The Blue Line and
Mystic Mile. In addition to his busy touring schedule, Tom has been
involved with videos and TV shows.

2.

Sometimes it’s notated this way:

2A

I prefer the triplet notation because it better illustrates the feel.
The whole beat looks like this:

3.

Looks pretty simple, but it takes a lot of practice at different
tempos to get it to feel good!
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Here are some other ways to play a shuffle:

4.

Check out the snare drum part:

4A.

Ride cymbal variations:

5A.

5B.

Snare variations:

6A.

6B.

It's

never

too

early to

start

thinking

about

PASIC

’95!

See the

August
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pre-

regis-

tration

forms!
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You can use this pattern on the bass drum:

7.

Bass drum isolated:

7A.

Now practice all of these versions playing the hi-hat on just 2 and
4. Another way is splashing the hi-hat on all four beats.

Steve Gadd plays a great type of shuffle, or as l like to call it, “The
Famous Steve Gadd Shuffle.”

8.

This can also be played using the bass drum variation that was
shown earlier:

9.

Didn’t know there were so many ways to play a shuffle, did ya?
Well, there you are. This beat may not be this year’s flavor but it’s

been around for a long time. It’s an important beat to add to your
vocabulary ’cuz sooner or later you’ll be asked to play one. Once
again (here comes the dead horse), it’s the FEEL that makes the beat
what it is. When you have that while supporting a band, it’s like
riding on top of a big wave.

That’s about all I have to say. Hope this helps you to get your
shuffle chops together, along with giving you a few new ideas. PN

Categories
for the
1996 PAS
23rd
Annual
Percus-
sion
Composi-
tion
Contest
are
Marimba
(Low A)
with Piano
Accompani-
ment and
Steel Drum
Ensemble.
First, second
and third
places will
be awarded.
For informa-
tion and
entry forms,
call PAS at
405-353-1455
or write to
PAS, P.O. Box
25, Lawton
OK 73502.
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I’VE BEEN TEACHING DRUMSET FOR
the past 25 years. At first, what I
taught was what the student wanted
from me. At that time, I was the guy to

come to for the newer concepts and applica-
tions of odd meters, odd rhythms, big band
playing, and reading and interpretation. I
had some fine students, many of whom went
on to become successful drummers in the
music business.

As a result of my experiences in music and
teaching at that time I had to learn to orga-
nize my ideas so that they made sense to me
and my students. Thus, I began writing down
everything I knew about the subject areas I
was teaching—based on actual experience, I
might add. The result was the book Even in
the Odds, a Barnhouse publication that fo-
cuses on the development of the odd group-
ing concept as it applies to a variety of even
and odd meters. It took about ten years to
write, not because there seemed to be a short-
age of exercises and information, but be-
cause I needed time to grow up musically as
a player, and as a teacher to be able to figure
out the correct sequence of ideas, or the pro-
gression of concepts and methods to make it
seem logical and understandable.

Authoring the book had indeed improved
my teaching skills and my understanding of
the topics, though I was still inclined to teach
concepts more than technique. There was
still much to learn about the teaching pro-
cess and what constituted a great develop-
mental approach to drumming.

In 1980, Joe Porcaro and I were asked to
conceive a course of study for drumset at the
Musicians Institute. As a result, the Percus-
sion Institute of Technology (PIT) was estab-
lished. Here was an opportunity to create a
program of study for one year that would
teach drummers, in Joe’s words, the “nuts
and bolts” of drumming. Joe handled the
Reading and Playing Techniques courses,
whereas I focused on the courses that had to
do with concept and drumset application.
Finally, I was feeling that together we had
discovered the best course of study for the
developing drummer.

This year marks the fifteenth anniversary
of PIT. I still teach the courses that I created
in the beginning. However, my teaching style
has changed rather dramatically. Moreover,
I’m now able to convey the information in a
way that reflects my experience as a player
and teacher, regardless of the level or play-
ing experience of the student. The best way
to put it is that I’m now able to see the “big

In my teaching, I have had to contend
with students of vastly differing playing lev-
els, experience and skills, especially in the
classroom setting at PIT. The quest for the
perfect teaching method has given me a way
to present information and materials that
are meaningful and useful for all. The study
of technique should develop the following
areas and disciplines. (Note: The terminol-
ogy that I choose to describe the various
elements of technique are based on a history
of usage by authors and teachers. It may be
that there are some words that are misun-
derstood by the reader, or even improperly
used, as a matter of convenience, by me.
However, I am attempting to reach an audi-
ence where the common usage of such termi-
nology is generally understood and accepted.)
1. A sense of time and timing. This is

achieved by focusing on:
a. The meaning of pulse, or “the beat,” and

the development of the inner clock.
b. Note value subdivisions.
c. The understanding of the metric accent

and metric subdivisions.
d. The idea that rhythm is independent of

meter.
e. A counting and/or singing system that

can be applied to all rhythmic motifs or
phrases.
2. The proper and most ideal use of the

limbs. This is achieved by focusing
on:
a. The stick grip (pivot and fulcrum).
b. The arm and wrist motions that are

used to produce accents and unaccented notes
or tap strokes, the controlled rebound, and
the buzz stroke.

c. Balance at the drumset. This includes
learning where the center of gravity is located
so that proper foot technique and upper body

The Quest for the Perfect Teaching Method
By Ralph Humphrey

picture” and am basing the content of, and
approach to, teaching on that.

Essentially, I have been able to finally de-
termine what the ingredients are to become
a successful drummer (in the knowledge and
creative sense of the word), the order in which
they are to be learned, and the methods and
materials that are used to apply these ingre-
dients at the drumset. I see the ingredients
to success as having two parts: technique,
and concepts or musical approach.

Regarding concepts and musical approach,
let me say from the outset that many young
people begin playing drums for one reason
and one reason only: because they’ve been
turned on to music, love music and have a
desire to express themselves through this
medium. Others are introduced to music in
their schools where instruments are made
available to them, or by their parents who
feel that it is important for their child to
know a little about music. The point is this:
The skills that are required to play an in-
strument and the concepts of stylistic ap-
proach are typically developed at the same
time or, moreover, after the player has started
performing with groups. I refer to this as “on
the job” training.

It is here, unfortunately, where bad habits
begin to develop, due to a lack of profes-
sional guidance, technical skills and knowl-
edge of style concepts. Having some degree
of musical intuition and/or an innate playing
ability is a gift that is not given to all. Those
who have it can perhaps get by without the
intense study required by someone less
blessed with these built-in talents, at least
for a while.

It is essential for the student to learn what-
ever he or she can about music through lis-
tening. Listening must always be a part of
one’s continuing education. Unfortunately, the
total understanding of the music from a cre-
ative and performance aspect won’t actually
occur until the technical skills have been in-
troduced and developed, which is, in fact, the
first part of the successful drummer equation.

The technique that I am referring to in-
volves much more than learning the rudi-
ments, learning drum beats, or being able
to imitate what someone else has played.
Instead, I see technique as the develop-
ment of all the motor skills and the rhythm
skills that allow one to focus on the more
conceptual or stylistic aspects of music. In
a nutshell, technique allows players to be
able to express themselves completely, with-
out obstacles.
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motion around the set can be developed.
d. Being able to control the dynamic range

from very soft to very powerful.
e. Maintaining relaxation always in or-

der to establish a good sound and a good
touch.
3. The ability to apply accent phrases

on the drumset. This is achieved by
focusing on:
a. The basic concept of syncopation.
b. Two-, three- and four-note groupings

with the hands to begin with, using a variety
of note-value tempos. As a later development,
five-, six-, seven- and eight-note groupings
could be studied and applied.

c. Four-way coordination by the use of the
feet dependent on and interdependent with
the hands (e.g., linear phrasing).

d. Four-way coordination by the use of the
feet independent of the hands (e.g., ostinatos).

e. Sticking types that can be applied to
the above procedures.
4. A complete understanding of meter,

pulse and rhythmic phrasing. This is

achieved by focusing on:
a. Odd note groupings in an even meter.
b. Even note groupings in an odd meter.
c. Odd and even groupings in either odd or

even meters.
d. Polyrhythm and polymeter.
e. Metric modulation and superimposed

metric modulation.
f. Changing meters.
g. Artificial note values.
Many of the above disciplines are actu-

ally being developed simultaneously as op-
posed to individually in a chronological se-
quence. Others are more advanced
techniques that will, in time, become un-
derstandable and applicable. Once these
ingredients of technique have been devel-
oped, students are now able to devote their
efforts to the more conceptual, creative and
stylistic aspects of music.

Following is a partial list of published
methods that I use in conjunction with other
materials that are only available as part of
the PIT curriculum.

PN

Ralph Humphrey received his BA from Cal State Uni-
versity at San Jose and an MA in performance from Cal
State University, Northridge. His recordings run the
gamut from Don Ellis and Frank Zappa to Captain &
Tennille, Wayne Shorter and Free Flight. As a freelance
L.A. session player, his credits include Deep Space Nine,
The Simpsons, Cheers and the theme music for the HBO
production of Inside The NFL. He also keeps busy doing
clinics, seminars and guest appearances all over the
world. He has shared his wealth of musical experience
with hundreds of students at the Percussion Institute of
Technology.
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Contemporary Marching Bass Drum Techniques
By Glen A. Buecker

O NE OF THE MOST IMPORTANT BUT OFTEN OVERLOOKED
areas of marching drum lines is the bass drum section.
Oftentimes you have non-percussionists in the section
and quickly get frustrated trying to get them up to

speed. It takes so much time to bring them around that the other
sections of the line are often neglected. You’re left with a drum line
that’s a little rough around the edges. In my experience working
with drum lines, I’ve discovered some techniques that work well
with any level bass drum section. These ideas should help get your
bass drummers off to a solid start.

Let’s begin with holding the
mallets. The bass drum grip is
basically matched grip turned
vertically, although the motion
of the wrists and arms is slightly
different. Start with your arms
down at your side. If you let your
arms hang naturally, the mal-
lets should have a slight inward
angle (horizontal angle). The
mallets will also hang at approxi-
mately a forty-five degree angle
from the forearms (vertical
angle).

Moving only from the elbows,
raise your forearms up the drum

head. The mallets should still be angled, slightly inward, toward the
head (see Illustration 1). From the side, this gives the appearance of
the mallets being held vertically. If you actually were to hold the
mallets vertically, they would appear to “hang out” or angle out. This
is a common problem with young players.

For general playing, the mallet should strike directly in the center
of the head. Since bass drummers cannot see the drumhead when
they carry the drum, they must rely on “feel” to locate the center. At
the Blue Devils Drum and Bugle Corps, we accomplish this by
memorizing the point where the rim touches the hand or arm. On
the smaller drums, the joint of the thumb or the top corner of the
fingernail might touch the edge of a claw, the rim just above or below
a claw, or a tension rod. On the larger drums, the center of the
forearm might touch one of these spots. Reference these spots from a
claw or tension rod since it’s difficult to remember the exact position
if you only use a spot on the rim. While in the playing position,
simply touch your hand or forearm to the rim to check if you’re in the
center. Doing this frequently (once a measure) will quickly establish
a uniform look for the bass line. A common pitfall is to rest your hand
or forearm on the rim, as if to hold the drum. This is an extremely
bad habit that puts unnecessary tension in your shoulders.

You must remain relaxed when playing the bass drum, without
unnecessary tension in your forearms or shoulders. Roll your shoul-
ders up and take in a deep breath. Then, as you roll you shoulders
back, exhale and try to completely fill out your drum harness/carrier
with your chest. This takes the weight off your hips and helps
maintain proper playing posture. Always maintain the proper pres-
sure at your fulcrum with the fingers wrapped comfortably around
the mallet.

The basic style of playing is a legato approach in the sense that
the mallet has a smooth, connected motion—not a short, quick
motion. Once you start the mallet in motion, it never stops. The

stroke takes an equal amount of rise and fall—like a bouncing ball,
only sideways. Check that this single motion doesn’t stop at the peak
of the upstroke or immediately following contact with the head
(unless it is the last note played).

Remember to be completely relaxed in the fingers, the hand, up
through the wrist and forearms, and through the shoulders. Control
the rebound when playing more than one note per hand. Be sure the
rate of speed of the rebound is equal to the speed of the down strokes.
After the final note, be sure to “catch” the mallet at the starting
position (Illustration 1). Check that it does not rebound past this
position and is brought back to it.

The following list will help outline the basic stroke:
1. The stroke starts from the mallet head, not the wrist. Leading

from the wrist creates an undesired “whipping” effect.
2. The mallet only needs to fall to a forty-five degree angle.

Maintain a close connection between the fingertips and palm.
3. A slight outward movement of the forearm brings the mallet

angle no further than horizontal.
(Note: The previous three steps should occur simultaneously.)
4. The down stroke begins with the arm moving inwards followed

by the wrist rotation.
5. Catch the mallet and maintain the connection between the

fingertips and palm as you complete the stroke.
Be sure to check that the fingers remain around the mallet with

the fingertips close to the palm as the stroke begins. A common
pitfall is for the fingers to loosen and pull away from the palm as the
wrist and forearm bring the mallet out.

DEVELOPING INTERPRETATION
Obviously, everyone in the drum line needs to have the same
interpretation when playing music. The method we use with the
Blue Devils is to have the performers mentally sing the composite
bass drum pattern as they play their own individual part. The
performers place more emphasis on the mental singing than on
hearing their own part as it is played. This helps to establish the
idea of vertical alignment used in “cleaning” the music. It is also
important that the players count with the same interpretation.
When learning new music, the first step is to relate your indi-
vidual part to either the composite rhythm or to a related timing
rhythm.

For example, in Illustration 2, player number two would simply
sing or think of the entire pattern while playing his or her individual
part. This process helps in aligning the individual notes to the
composite rhythm.

In Illustration 3, player number two would sing or think of a
related timing pattern (Illustration 4) that would help guide the
rhythmic accuracy of the player’s individual part. The accents orient
the individual part to the overall pattern.

Illustration 2
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Using this technique, it is possible that there will be five different
related timing patterns, one for each player. This is acceptable as
long as they all derive their patterns from a consistent interpreta-
tion of 8th and 16th notes.

When counting, it is important to mentally “fill-in” the quarter-
note pulse with 8th notes. This will prevent players from rushing or
dragging the pulse. Obviously, when counting large numbers of
rests, no one wants to continuously count 8th notes. It’s only impor-
tant to subdivide when in the context of the musical passage.

PLAYING TECHNIQUE
Because a bass drum resonates more than a multi-tenor or snare
drum, we must approach its playing differently. If you strike the
drum once, the heads are set in motion while the sound decays. If
you strike the same head twice—both times with equal force—the
second note will not be as pronounced as the first because the head is
already in motion from the first strike. When playing two 16th notes,
hand-to-hand, the resonance effect is not a big problem. Clarity
problems can occur when playing three or more notes, say as part of
a sextuplet or roll passage. Teach your bass drummers to “swell”
their parts; i.e., play a very slight crescendo when interpreting the
part. This technique opens up multiple notes so they don’t sound
crushed, and gives a smoother, more consistent feel to running
passages between drums.

At the Blue Devils, we constantly stress attention to detail.
Playing bass drum requires a specific mental attitude. The play-
ers must realize what they “think and feel” in their minds as it

relates to the sound they produce with the drum. It is important
to continuously reinforce the bass drum section with these prin-
ciples to make sure attention to detail is always present in their
minds. Too many lines simply play the notes and don’t consciously
think about their technique, location of the mallet head, how
their fingers feel wrapped around the mallet, or how the music
should sound.

It is helpful to have the players learn short verbal and/or visual
cues; for instance, say “thumbs” and they know exactly what you’re
referring to without a lengthy explanation. These phrases are ex-
tremely helpful while they are playing or marching:

CUE TECHNICAL DETAIL

Thumbs A proper fulcrum must be maintained. Don’t slide
the thumb up.

Swelling Triplets and rolls must be swelled to get a good, open
sound.

Center Always play in the center of the head for the best
tone.

Stick Angle Know your check points for perfect mallet-head place-
ment.

Posture Stand up as tall as possible by filling in the chest
part of the harness. Make sure the head is straight
up, not tilted (remember, they have a 12" plume on
top of their head).

Head Always keep your head faced towards drum major
(usually a 45° angle from the center of the drum).
Use your eyes to dress the forms.

Maintaining a proper grip and stroke, along with a uniform
interpretation of the music provides a solid groundwork from
which to build. Spending some time in advance utilizing these
tools will save you time and frustration in the long run. I hope
these techniques will help you develop a successful, professional-
looking bass drum section. PN

Glen Buecker has been the bass drum instructor for The Concord
Blue Devils Drum and Bugle Corps since 1992 and is currently a
graduate assistant with the University of Oklahoma, where he is
pursuing his Doctorate. He received his B.M.A. from the University
of Oklahoma and M.M. in performance from Texas Tech University.
He serves as a clinician, consultant, adjudicator and arranger for
numerous schools and universities. He has studied with Dr. Richard
Gipson, Alan Shinn, Lisa Rogers and Lance Drege.
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HURRY! Only a few are still available.
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PASIC ’93 Marching Panel Discussion Part II

T HIS IS THE FINAL INSTALLMENT
of an excerpt from the Marching
Panel Discussion held during the
1993 Percussive Arts Society Inter-

national Convention in Columbus, Ohio. The
focus of the discussion was on the history,
techniques, styles, features, equipment and
other issues relating to marching percussion
and was coordinated and moderated by Jeff
Hartsough and Derrick Logozzo.

The panel included some of the most well-
known marching and field percussionists
in the country: James Campbell, George
Carroll, Dennis DeLucia, Tom Float, Thom
Hannum, Al LeMert, Bill Ludwig, Jr., Fred
Sanford and Jay Wanamaker. Following are
highlights of the second half of the discus-
sion. (Part 1 appeared in the April ’95 is-
sue of PN.)

Audience: I have a question for the whole
panel. Thom Hannum talks about teach-
ing a player to produce a good quality
of sound, but if a drummer is playing
with traditional grip, some might argue
that there’s no way that your left hand
can sound like your right. I’ve noticed
most of the concert players use matched
grip because you can get a nice even
tone out of the concert snare drum. So if
that’s true for concert players, why
doesn’t that apply in drum corps?

Campbell: I’ve noticed it’s a lot like a ma-
raca player, keeping in mind that the ma-
raca has different pitches. But the tempos
have gotten faster and the traditional grip
may sound better on the snare drum be-
cause there are more notes per second. I
think you can hear mistakes a lot clearer
when students play with an uneven sound.
One pitch is a little bit different than the
other pitch because of the traditional grip,
and I know most orchestral players play
for a completely different musical effect.
But from my perspective, a slightly differ-
ent pitch, combined with the playing area
on the head, helps enhance clarity.

Sanford: It’s obviously more evident with
one person playing. If you take a section
of eight or ten, it really doesn’t have much
bearing.

Carroll: I disagree. I have not heard a drum-
mer who’s been superior because he uses
one kind of grip as opposed to the other
kind. It’s according to how well they’re
trained using either grip. One way of
teaching is to get exact uniformity with
one hand and then match that with the

By Jeff Hartsough and Derrick Logozzo

left hand. Whether you’re using matched
grip or conventional, I don’t think it makes
a difference. It’s how well you use it.

Campbell: When you go around before a
drum corps show and hear any line play
eight on a hand, you can always tell when
they’re switching hands because the right
and the left hand don’t sound the same.
My point is that certain rhythm patterns
are clarified with a little bit of color. It’s a
coloration of sound.

Carroll: But you’re not talking about
matched grip as opposed to conventional?

Campbell: No.
Carroll: You’re talking about the change of

hands.
Campbell: Right.
Carroll: Which is true, depending on if

you’re right-handed or left-handed.
Campbell: Right.
DeLucia: A lot of this has to do with whether

you believe that playing is a function of
your wrist and fingers or of your mind and
ears. If you believe that the ears are the
primary resource, then it doesn’t really
matter how you’re holding the stick. The
important thing is getting each hand to
sound the same. Therefore, I believe that
if you’re starting a twelve-year-old kid,
it’s going to be easier to play matched grip
at first because it’s more natural. But, if
he or she were right handed, the right
hand would sound different from the left,
even if the grip were identical. This would
be true until that student developed the
left hand physically, along with the ear
and mind capacity to make the two hands
work and sound the same. It sounds
simple, but I think that’s really the issue.

PN: As far as sounding the same goes, I
want to discuss fulcrum. A lot of snare
drum students at the University of North
Texas tell me they feel they can’t control
the stick because they’re loosening up. I
think it’s interesting that the average
eighteen- or nineteen-year-old student
feels that a loose stroke is not a con-
trolled stroke. Which brings up the fact
that a lot of people call the “check stroke”
a controlled stroke. But if you look at
players like Louie Bellson, Gene Krupa,
Buddy Rich, Max Roach or any number
of modern players, to them they’re try-
ing to control all the strokes. So how
much of a factor is the fulcrum on both
hands, especially if they’re the same
fulcrum like in matched grip, in terms of

a musical sound and precision?
Carroll: Are you talking about the Moeller

grip? Back hand, middle hand, front hand?

PN: That’s right, the three fulcrums. Do
you think that changing the fulcrum
changes the sound? If so, then why in
drum corps today is the same fulcrum
used, ninety to one-hundred percent of
the time?

Hannum: Referring to your example of
Louie Bellson and Buddy Rich, they’re in-
dividuals expressing their own music.
Whereas in drum corps, the uniformity
factor—getting a certain amount of people
to do something a certain way—has al-
ways been a big priority. I think, however,
it is becoming less of a priority. The music
is opening up and allowing other opportu-
nities or ways of playing musically and
being expressive. Uniformity is an issue
where you have a balance to your sound
with some means of consistency in terms of
approach; that’s why there is less variety.

PN: Dennis, do you think there are styles
of playing being taught in drum corps
that might hinder a student’s develop-
ment in other areas of percussion?

DeLucia: I don’t see quite as much right
now. But up until a few years ago, I dis-
agreed dramatically with most of my com-
patriots on the teaching side of things.
For example, I don’t know of too many
percussion instruments in which you
would say, “Let’s close this down and
squeeze here.” It doesn’t make the stick
sound good; if you don’t squeeze the wood
it will vibrate. We teach exaggerated wrist
turns if you’re playing a jazz drumset or
groove style. Even though you’re going to
have a 3S drumstick in your hand while
moving around a football field, we still try
to teach concepts you can use when you
sit down behind a drumkit.

PN: Jim, could you say something about
hand position and rebound or anything
you might do in your teaching?

Campbell: With all the instruments the
secondary thing is always technique. The
most important thing is the music. If you’re
getting a good sound, it really doesn’t mat-
ter whether you hold the sticks like this
or that. Generally, the fulcrum I have is
established at the thumb and the first
joint on the index finger. The back fingers
just wrap around. For the right hand, there
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is a straight line between the bead of the
stick and the elbow, rather than having
the stick in-line with the knuckles or hav-
ing the stick tucked underneath the wrist.
Most of the rebound is based on a wrist
motion rather than any sort of arm con-
cept. At the University of Kentucky I
teach matched grip, but the kids in the
drum line all play traditional because they
enjoy it. However, they can play both ways.
Pedagogically, I don’t think I’ve ever taught
kids in a percussion methods class who
are going to be band directors to play tra-
ditional grip, because they are going to
teach beginners.

Carroll: Although I also teach college-level
mallets and drumset, most of my teaching
is historical rudimental snare drumming.
So I come from the old instruction-book
methods of playing. Their idea was to play
around the barrel (drum). Put your arm
slightly out and bent; it was a French
idea. Then there were three kinds of grips
Moeller taught: the little grip, the little
finger grip and the grip between the first
knuckle and the thumb. The three kinds

of blows were the tap, which uses the
wrist with the elbow out, extended; the
wave motion, where you bring your wrist
up with your elbow up, turn it and bring it
down; and the forearm “poing” stroke,
which is all the way up here, level with
the ear for the full blow, trying to stay
away from stiffness and tension, and a
relaxed rebound. The left-hand grip is very
similar, called the open-hand grip with
the stick resting on the second joint of the
third finger, the first finger coming across
at the first knuckle, all of the thumb going
into the first four. That’s the historical
way to play the left hand, with the hand
very relaxed, not real tensioned when you
played the stick.

A rope-tension field drum with skin
heads has a lot of give. If you feel the
strokes coming out of the drum, you have
a tendency to play more constant to the
vibration of the head and I think you can
get a more reasonable sound. Certainly
the Moeller people from the United States
Army Band use this back grip when play-
ing an open roll to get a beautiful, clear

sound from the roll and the skin head.
DeLucia: I studied almost exactly like what

Jim and George talked about with the
right hand. I set the drum at a height
relative to the player’s body, so that the
stick comes in as level to the drumhead as
possible. The motion of the bead forms an
arc, and the most efficient way to catch
the head is at the 90-degree point in the
arc because you’re playing with the fullest
part of the bead, and you also have the
greatest opportunity for rebound—the
natural stroke. I teach the three types of
strokes: a down stroke, an up stroke and a
natural stroke in which the stick is going
to stop where it starts.

PN: What about at the end of a passage?
What does the stick do at the last note?

DeLucia: Whatever happens next in the
book will determine what to do with the
sticks at the end of a phrase. If the pas-
sages stop, then you let the sticks hang
out for a while.

Float: I used to teach a lot higher stroke—
which seems to be coming back in today’s
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Drum Corps
World

style—which is way higher than I ever
taught in my life. I don’t know if that’s
from the Falam head or what, but it seems
like the sticks are a lot higher today. I’ve
lowered my highest height because I think
it’s a lot easier.

As far as the left hand goes, I was taught
to drum like that [holding pinkie down]. I
can’t hold my baby finger down by itself; it
just pops up. So they did a tape job on me
and said to work on that for a week, and
when you take the tape off you’ll have the
muscles. So I walked around for a week
with the tape on, and everybody at school
would say, “What’s the tape for?” But it
wasn’t even worth explaining. I went to
the next rehearsal, and before I took the
tape off I said, “Drum roll, please.” I took
the tape off and “boink,” my pinkie popped
out. So he threw my sticks on the roof. I
figured if I couldn’t do it, it shouldn’t be
done. [laughter]

Hannum: I’m into trying to deal more with
expression and extending the ranges if
the music calls for it. If it doesn’t call for
it, that’s fine. But at least you have that
as part of your facility. To work towards
this you need to initially be relaxed in the
shoulder and chest areas. When I was
learning to play, my control came more
from the arm even though it seems you
are always taught about the wrist. But I
think the better a player gets, the more
you get control toward the front of your
hand and the fingers. So I try to empha-
size those things, but I believe playing the
full rebounded stroke comes from the
wrist. I definitely think the arm is a very
natural part of the motion. Otherwise you
are restricted. The arm helps you support
the sound much like when you play
drumset, timpani or whatever.

PN: Have you heard of anybody who has
told students not to move their elbows?

Hannum: [laughter] My teaching style is
totally different than when Dennis had
the Bayonne Bridgemen, who were the
antithesis of the Crossmen.

DeLucia: I hate when they say that.
[laughter]

Hannum: I was enthralled by watching the
Vanguard play the low style; that was
why I determined you’ve got to play low.
My teaching at the outset had nothing to
do with the music at all. It was all based
on what it looked like. Everything that is
a problem that Dennis pointed out, I’m
guilty as charged. [laughter]

Campbell: To add to what Thom said about

the style on the stroke, I’ve seen more
people getting back into the idea of throw-
ing the forearm rather than just simply
acting like a machine. It’s not just a wrist
isolated in time; it’s actually a throw—a
much more physical movement than a tim-
ing movement. If you were to go to a mal-
let or timpani clinic, you’d see them throw-
ing the mallet on the instrument, so they’ll
have weight behind it. It’s not just the
mallet; it’s the weight of the muscles be-
hind the throw.

Hannum: That whole thing helps you sup-
port the sound. Otherwise, you get dis-
crepancies in the quality of your sound
because you’re not using anything to pro-
duce your sound.

Campbell: The Kevlar head has forced that
too, because if you just play on the surface
there’s no sound. You had to get back into
more relaxation and even designing dif-
ferent drumsticks that will rebound more
so you can throw them more. That’s what
Kevlar has gotten us back into. With Mylar
you can hear it, it’s crisp, but there is a lot
more down-stroking and tighter wrist ori-
entation.

LeMert: My basic concept is similar to what
most people here are talking about. The
one thing I always did with students in
teaching the stroke was that it wasn’t
where you cock the wrist out; it’s a natu-
ral motion. With some guys we used to
take a drumstick and a marker and draw
a line up their arm. When they would be
working away, they would keep their eye-
ball on that. If they started cocking their
arm around, the elbow had to go out to
bring the stick back to the center of the
head. When the elbow goes out to get the
stick back in and the wrist is cocked, you
can hardly move your wrist. So I would
point out to them that now that you’re all
distorted, you’re wearing out your shoul-
der muscles to hold your stupid arm out
there. If you play the drum keeping your
wrist cocked, the next thing you know you’re
using the muscles on the inside to pull your
wrist around so you can physically get your
elbow out there, poking the guy’s eyeball
out who’s next to you. [laughter]

So we drew the line on their hand and
told them all they had to do was bring
their hand up and set the stick wherever
the stick would be in the middle of the
head. I always taught them to keep the
elbows down and let the arm hang natu-
ral—same way with the left arm. If I ever
saw a guy distorting that technique, I
would get all over his case. I used a teach-

ing technique called the penny drop. I
would put a penny in their hand, and
when they brought their hand up to where
the hand was in the correct position the
penny would fall out of their hand. If the
penny stayed in the palm of their hand, I
knew they were using the thumb to do the
work. It’s really not the thumb, it’s the
thumb and the first finger that get the
movement there.

We were talking before about eveness
of sound. I think it’s the development of
technique as to what you get for sound.
Going back to Dennis’s ear idea, if your
ears are working, the beat of the drum
sounds equal on either hand, whether you
are playing this way or doing that, be-
cause it’s in the mind and the ears of the
player. Frank Arsenault was strictly con-
ventional grip and he came from three
yards behind his ears on some of his
strokes. But when you would listen to his
roll you couldn’t tell which hand was
which. It was absolutely dead smooth and
you couldn’t tell if it was two strokes on
each hand or one stroke on each hand. I
had a student audition for me once, and
he played a hell of a roll, but he was
playing paradiddles. So I asked him where
he learned that. He said, “Well, I listened
to the Frank Arsenault record and I
thought that was what he was playing, so
I just kept on working on these
paradiddles.” I mean to tell you he had
the cleanest damn roll you’ve ever heard
in your life. [laughter]

Sanford: Over the past five or six years
I have been working with a lot of be-
ginner to intermediate level students
through Yamaha Sounds of Summer
Percussion Workshops, and that is an
interesting area in its own right, espe-
cially when you have about a hundred of
them and you are trying to go through
this whole procedure of the grip and so
forth. One of the things I emphasize is
that the natural and most relaxed way
is always going to be the best way. So
we’ll start them off by having them just
hold their hands in a natural position.
There is a natural cup there and the
stick will fit very nicely within it. A com-
mon thing I see is a timid approach to
holding the stick, or sometimes it’s the
other side, the “death grip.” So really
the whole thing is to emphasize the most
natural and most efficient motion of
movement, which would be the straight
up and down movement of the wrist ver-
sus the rotational.
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The other thing is for them to really
understand the muscle relationship in the
forearm—the extensor muscle in the top
part and the flexor muscle in the bottom
part. This is the powerhouse that’s going
to generate the hand motion as it’s pivot-
ing on the wrist. They get the sensation of
that when they play a series of strokes,
then they can start to feel that their early
development has to be, in a sense, like a
calisthenic repetition. That’s essentially
what we all go through. It’s just a series of
repetitions to teach the muscles how to
work, to generate that kind of muscle
memory so they’re feeling more comfort-
able with it.

Wanamaker: A lot of the groups I’ve taught
over the last couple of years are all-star
groups like the McDonald’s Band, Pan-
American Games, Disney specials or Su-
per Bowls, mainly for TV purposes. I’ve
found, just through the limited amount of
time we have to teach, that matched grip
is the easiest to get a line together on.
One that comes to mind is the 1984 Olym-
pic Games, for which we put together an
800-piece band for the opening ceremony.
There was a 64-piece drum line that had
kids from various drum corps all over the
country and different playing styles. We
had two weeks to put together this pro-
gram that was going to be viewed by 2.5-
billion people. So we chose matched grip
from a visual standpoint just to get the
kids to play together quickly and make it
look the best it could in a limited amount
of time.

PN: Moving away from technique, what
were some of the VFW and Ameri-
can Legion contests like in compari-
son with today’s DCI contests? And
how do they differ in terms of logis-
tics or the differences between the
organizations themselves?

LeMert: Outrageous. [laughter]
Campbell: I remember the first year at

nationals when I studied with Mitch. The
show was rained out in 1965 and we were
standing on tables and chairs to see the
show, which had been moved to the inside
of McCormick Place [in Chicago]. When
you compare that to being at the Univer-
sity of Wisconsin in a stadium with lights,
it was a completely different animal. The
rules obviously have changed a lot, espe-
cially with timing. When I was marching,
the bass drummers were the most impor-
tant because they were the ones keeping
the tempo at 120 beats per minute while
you got timed during the show.

Sanford: It was 128 to 132.
Campbell: See, that’s why we never won.

[laughter] We had the wrong tempo.
DeLucia: Some of the silliest things were

the rules, especially in regard to guard
and percussion. When I started teaching
the Muchachos in 1970, which was two
years before DCI, we wanted to play a
little piece of “La Fiesta Mexicana,” but
we weren’t allowed to use any tuned per-
cussion. So here we are at the beginning
of the tune slamming the butt end of our
sticks on the inside bells of different size
cymbals to try to simulate the sound of

the church bells that open up that piece.
Carroll: You couldn’t use chimes?
DeLucia: We could not use chimes, not use

anything. Now we were a corps that played
mostly Latin music. I could use timbales
but not a cowbell. I could simulate a tam-
bourine by playing on loosely held cym-
bals, but I could not use a tambourine. I
could play on my snare drum with sticks,
but not with hands or brushes. So it was
that kind of rule. It was probably part of
the Communist plot in that era; hand
drumming was obviously a Communistic
thought somehow, so the Legion and VFW
said they were not going to let any cowbells
in. It wasn’t until DCI came around that
we were allowed to play with hands,
brushes or anything we wanted.

PN: Eric Perriloux said that the people
making the rules weren’t musicians.

DeLucia: That’s right.
Sanford: Most of us have seen this whole

transition going back twenty-five years or
more. Remembering some of these things
is pretty scary. You used to get a tenth of a
point penalty if you dropped a stick, but
you got a whole point penalty if you picked
it up. [laughter] You couldn’t actually pick
the stick back up; a judge had to hand it
back to you. There were stupid things like
the whole tempo requirements thing. In
fact, I actually judged a Massachusetts
regional show where I was asked to judge
tempo. When they started making the
rules changes, it was kind of interesting
because there is always this major hesita-
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tion. We still see it today. Look how long it
took to get three-valve bugles in. But there
is a fear and apprehension on the part of
the association, especially the manage-
ment, for some of these proposals. We have
a big one coming up in terms of electron-
ics. It’s going to be a another fight that
will be going on for years, I’m sure.

PN: What are your thoughts on that
subject?

Sanford: I am very much pro-electronics.
We need to talk about how it would be
incorporated. The first basic incorporation
would be the amplification of the existing
acoustic instruments in the pit, reserving
the possibilities of synthesizers, drum trig-
gers or any other tone generators for fur-
ther down the road when we understand
how a sound-reinforcement system is
going to work for us.

We were very fortunate in percussion.
One year we opened Pandora’s box and
said “no holds barred” to everything, which
was the best thing that ever happened.
The managers were absolutely freaked out
thinking that this was going to ruin drum
corps and it was going to be totally out of
control. Well, they were kind of right.
[laughter] But what’s happening in march-
ing percussion and how it’s combined the
whole world of percussion instruments into
this activity is probably the most amazing
thing that’s happened over the past ten to
fifteen years.

PN: I just have one more question that I
wanted all of you to say a brief word
about. What do you want to see happen
in the future regarding marching and
field percussion, conventions like this,

competitions in different areas including
fife and drum circuits, the rudiments, the
equipment, the people, or anything else?

Wanamaker: I was very involved in try-
ing to get more marching percussion into
PAS going back maybe twenty years ago—
starting a column in Percussive Notes and
having clinics dealing with marching per-
cussion. If you think back, the society had
very few marching events compared to
what it has today, so I think it’s moving in
the right direction. As for the future, I
agree with Fred, it’s in electronics. If you
would go to Indianapolis for Bands of
America Grand Nationals, you would see
a lot of marching bands using electron-
ics—whether it’s through sequencing or
amplification—that drum corps are not
doing. From a manufacturer’s standpoint,
we’re very much into electronics, and this
is one of the projects Fred is currently
working on. In the future I would like to
see more integration of electronics into
the marching arena.

Sanford: I’d like to see more of this kind of
event for archival purposes. We need to
get interviews on videotape. We need to
get everything Bill Ludwig knows recorded
on videotape, and have more events like
this to keep the history alive and to take
advantage of this while we have a chance
to do it.

LeMert: My question would be, where is
this going to take us? Are we going to end
up with one percussionist and a whole set
of MIDI doing the percussive program for
whatever the marching band is playing?
And at what point would we have one guy
in the pit with a great set of fingers on a
synthesizer pushing buttons, replacing the
horn players? So now we have one guy

playing keyboard and another guy play-
ing MIDI; is this where we are headed
with a marching band? I don’t really care,
if electronics would enhance the program.
But if electronics start replacing the bod-
ies that are on the field, we’re going to
lose the pageantry, and then I would be
against it.

Campbell: Well that’s the key; you’ve got
to keep the pageantry.

Hannum: The thing that intrigues me about
what’s going on with marching percussion
is its potential in terms of being incorpo-
rated with other types of groups. Like the
“Bill Bailey” piece that U. Mass did today,
or last spring when Zildjian, Pearl, Vic
Firth and I helped Berklee do a week of
clinics. It concluded on Saturday and they
had Dennis Chambers, Casey Scheuerell
and Gregg Bissonette come and play. A
bunch of people were there and they had a
fabulous concert that evening. U. Mass
got to play that piece, which was origi-
nally a stage band piece, and that’s where
I got the idea to use it as a percussion
feature. It’s got a sax soli in it and we
brought vocals in. To me, it seems like
cross referencing, or just getting people
from different types of music to realize
the validity of what’s going on in different
groups today. And this is something that
I’d like to see more of. Honestly, with what
Star of Indiana is doing, my hope is that it
will open up a lot of people’s eyes to what
this type of music can do. I mean, we all
feel there is excellence in what it has to
offer and what it can bring to other people.

Float: My thoughts are very similar to
Thom’s. Living in Los Angeles, I’m involved
with the Disneyland corps out there, and
that is very accessible to the general pub-
lic. I’ve gone to some drum line shows that
have about thirty drum lines in them, and
I don’t get anything out of it a lot of times.
I think the players today are going through
the motions of playing marching percus-
sion and not thinking about making some
kind of connection with the audience.

Tying in with what Fred’s doing with
electronics, North Texas is using a taste of
electronics to get some sounds we can’t
get conventionally. I would like to see a
swing in that direction and for people to
be a little more flexible. Remember, it’s an
outdoor gig; we have to have volume and
that’s one reason we use a lot of drums
sometimes. I’m for using some kind of elec-
tronics to give instruments that don’t
project well outside, like a bass drum, a
chance to get heard. I think it will make
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this whole activity more accessible. It’s
good that we are not just thinking of this
as a marching thing, but more of a total
percussion idea.

DeLucia: In 1972, the first year of DCI, 430
different drum and bugle corps competed
in at least one sanctioned competition. In
1993, twenty-one years later, only 115
corps competed. It’s been a steady decline
every year. My concern right now is for
the survival of the activity, and while the
top ten or fifteen corps in the country are
doing things artistically, there is nothing
underneath that. The whole middle layer
of the activity is completely gone. So we
need to make decisions that are going to
be in the best interest of the future, not
only to stabilize the future but the growth
potential of the activity. I don’t know if
electronics will help or hinder that. All
I’m saying is that it has to be the focus.

Carroll: There’s an awful lot of heritage
that we’re building from, not just the drum
and bugle corps that were mentioned, but
from lots of different places. I realize we
need to investigate hand drumming, eth-
nic drumming and drumming from around
the world, and that’s very proper. But most
of the great drumming stuff that’s right
here on our doorstep has not been given
any consideration whatsoever. As far as I
know, this is the first time any kind of
historic drumming group from America
has been in the PASIC program, and we’ve
been doing them for about thirty years. I
want to commend Jeff and Derrick for
that. But I think some real steps need to
be made to recapture, like Fred said, some
of the stuff that’s good and working right
now. Some of it’s not worth a darn, but
there’s some good American phenomena
here that we need to hold on to before it’s
gone. There’s a pretty good motto that
says, “The future can learn from the past.
If we know where we’ve been, we know
where we are, and we have a better idea of
where we’re going.”

I’ve studied the French and Swiss styles;
they have ten times as much emphasis on
sophisticated percussion techniques as we
have in this country. We need to get this
on some sort of international focus here,
and look at what we have on our own
doorstep. Not like the British did—get so
mounted in tradition that they don’t have
any forward motion. But we need to look
at our own heritage and make sure that
we’re keeping what we have.

Campbell: I think I’ll embrace the
Pandora’s box of electronics. I think that

we’ve grown about as much as we can
with acoustic instruments in the last de-
cade by adding all the concert instruments.
I think we’re also starting to see a little
bit of growth in arranging. People are
starting to embrace more ethnic styles,
ethnic patterns and diversities, and not
just quoting them, but synthesizing them
into something a rudimental drumline can
play. But I also think sound reinforce-
ment or electronics are economically more
feasible than buying an $8,000 marimba
and only having it last three seasons. Not
having to destroy instruments to make
them project is something that we’re go-
ing to have to move towards.

I have been enlightened by hearing elec-
tronics in a lot of winter programs, includ-
ing my own. It also brings a lot to the
students. Not only is it fun, but to survive
in the job market, they have to be re-
quired to know electronics. Some of the
programs have modernized marching per-
cussion so they don’t just have rudimental
drummers anymore, they have total per-
cussionists. The kids that play in their drum
section aren’t just snare drummers, they’re
drumset players, mallet players, and know
electronics, and because we’ve embraced
that, it’s made the drum corps performance
grow in the last ten years. Our kids play
more musically than they did twenty years
ago because we’re getting better players.
And I hope that continues.

DeLucia: I just want to say two quick things.
Number one, we were invited to sit up
here because we’ve each sort of become
the head coach of our own act. For ex-
ample, if I asked who the coach of the
Miami Dolphins is, we’d all say Don Shula.
And if I said, “He has twelve other coaches
on his staff; name two,” I don’t think any-
one in the room could probably name one.
So my point is that none of us would be
sitting here right now without the unbeliev-
able help and input from our right-hand
people and lots of others who contribute.

The other thing is, we are also up here
because somewhere along the way in the
’70s, mostly due to Fred Sandford’s talent
for writing, teaching and his ability to
communicate within the music industry,
the percussion industry took notice that
what drum corps were starting to do was
legitimate and worthwhile. We certainly
need to acknowledge the people who helped
sponsor us to get us here today. Everyone
here has had a sponsor that has helped us
not only individually but also our drum
corps over the years. Bill Ludwig, Jr. and

the Slingerland people were certainly at
the forefront of that in the ’70s with their
education concepts, clinic programs and
their willingness to step out and help those
of us trying to make this drum corps ac-
tivity explode, which ended up influenc-
ing the whole band market. A big thanks
is owed to all of those industry people who
helped all of us. PN
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F OR A WHILE, IN MID-1994, IT
seemed almost everyone I ran into
was talking about an instrument-
maker nicknamed “Noble Blue,” or

“Blue,” for short. “Have you met Blue yet?”
“Have you heard Blue’s instruments?” “Man,
you gotta meet Blue!” and so on. I finally did
meet and speak with Blue, whose name is
actually Mark Hammond, and who makes
some of the most intriguing percussion in-
struments I’ve come upon in quite a while.

Hammond, a soft-spoken, fortyish man,
works in a 1,500-square-foot shop, situated in
a building that was once the home of the Berkey
and Gay Furniture Company, just outside
downtown Grand Rapids, Michigan. In addi-
tion to the usual copious hand-tools, the shop also
contains a large assortment of power equipment,
including saber and band saws, a drill press,
various sanders and so forth. In his work,
Hammond combines his lifelong interests in mu-
sic, art, and wood- and metal-working by creat-
ing his unique instruments.

“I just began doing it,” Hammond said of his
building work, “starting with a desire, a moti-
vation to do it, trying to make it happen and
realizing that you’re not always going to hit
the nail on the head, but going ahead anyway,
no matter how overwhelming it may seem.
The building is the actual physical work—
running the machines, that kind of thing. I
like that part of it too, but what’s most satisfy-
ing is to really see something you’ve accom-
plished at the end of the day, as opposed to
some jobs where you just put in your time, so
to speak, without ever really getting anywhere.
With instrument-building you’re involved from
start to finish.”

Hammond, a native of Grand Rapids, at-
tended that city’s Union High School and Jun-
ior College (now Community College), and
graduated from Grand Valley State Univer-
sity. After a brief respite, he continued his
education at Western Michigan University
where he earned his Master’s degree in psy-
chology in 1977. When asked if he were still
involved with psychology at all, Hammond re-
plied, “Oh, yeah—I just don’t make any money
off of it. My dad always said, ‘If you really like
to do something, don’t do it as a job.’ I really
like psychology, and I worked for a while in the
system, but I didn’t like the whole approach.
They wanted me to be the squeaky clean, role-
model type, and I’m more the encounter-group
kind of guy—you know, get right down to brass
tacks. But still, I think there’s a possible blend-
ing of the percussion with the psychology.”

Musically, Hammond is essentially a self-

taught percussionist, having studied drums in
school from fifth through eighth grade, and
there is considerable music in his background.
His father, Robert Hammond, played trumpet
with various big bands, most notably that of
Harry James, in the late 1940s; his uncle,
Chuck Hammond, was also an excellent trum-
peter and bassist, working both in west Michi-
gan and later in California.

Some time after his graduation from WMU,
Hammond picked up and left on what was to
be the first of two trips around the world.
When asked about it he said (with a noncha-
lance that can only be envied by a stick-in-the-
mud like myself), “Yup, took 300 dollars and
just left. Headed west and got as far as Hawaii
before I ran out of money. So I took odd jobs
there until I had enough to get to the Fiji
Islands, then to Australia where I ran out of
money again in Sydney. I played guitar and
sang on the streets, and made pretty good
money. I stayed for almost a year—I love Aus-
tralia! Then I went up through Singapore and
Malaysia, Bangladesh, into India, then Sri
Lanka—that all took several months. Then
Abu Dhabi, Greece, Italy, up through France
to England, down to North Africa briefly, then
back to the States.”

That journey took Hammond two years from
1979 to 1981. Upon his return he began build-
ing drums and other items to sell at art fairs
and craft shows. This he did for six years,

perfecting his basic wood and metal crafts-
manship as he went, and then it was off on
another world tour, one that was to last nearly
four years. He again headed west, but this
time covered Japan, Hong Kong, Thailand,
Vietnam, Laos and China, then the long train
ride across Siberia and northern Russia to
Moscow, considerable time in the Scandina-
vian countries, and then back home.

It was during these travels, incidentally,
that Hammond picked up the nickname “Noble
Blue.” While he likes the color, he said, he
doesn’t like the condition (having “the blues”)
and, in fact, “Noble” was originally a contrac-
tion of “no blues.”

In 1992, Hammond went back to the work-
shop, this time with an eye (or ear) toward
making instruments that sound like various
sounds he has heard in rituals, ceremonies
and other indigenous situations during his
world travels. He has not set about to replicate
or duplicate any actual instruments, but only
to capture their essential aural qualities. One
creation of which he is especially proud is his
Water Synthesizer, which consists of a deco-
rated, metal bucket-like base with metal rods
extending from its rim. Several inches of wa-
ter placed in the bucket help create sounds
that some have called “eerie,” or, as Hammond
put it, “I think it sounds like a whale!

“And it’s the closest thing I’ve found to in-
ducing trance states,” he added. “Something

No Blues: Mark Hammond, Instrument Maker
By Rupert Kettle

Mark Hammond at work on his Water Synthesizer
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about the wave lengths of the sound coming
out coupled with the water effect, where you
can ‘bend’ the notes. At art fairs, I’ve seen whole
groups of people just stop until they get accus-
tomed to the sound and then move on again. It’s
amazing how the human mind responds to things,
and that’s one of the ways I’m trying to blend
percussion and psychology together, trying to sort
some of these responses out.”

The Water Synthesizer has found a big mar-
ket among percussion players, and one woman
who purchased one at a show in Atlanta said
she would be using it as a sound effect in a
Broadway play. Another big seller is what
Hammond calls a “Spirit Catcher,” which is a
humming instrument, inspired by the Austra-
lian bull roarer. His version is about three feet
long and six to eight inches wide, and is con-
structed of dowels of various lengths, with
rubber bands stretched lengthwise over the
dowels. The instrument is held by a handle at
one end and spun like a lasso, just as is the
conventional bull roarer.

Also of great appeal in Hammond’s inven-
tory are drums, of course, and in particular
his Zilo Drums (wooden slit drums, usually
with more artistically carved “tongues” than
what we’re used to), and the ceremonial skin
drums, which are among the more expensive
of his creations.

In addition to all of the above, Hammond
produces an array of instruments including
wind chimes, flutes, bell rattles, cone drums,
energy chimes and “fun drums” and is always
experimenting, adding new instruments to his
catalog. His latest experiments include steps
toward the convenient manufacture of bossed

gongs, and he’s optimistic that he’ll succeed.
“It’s like with everything I’ve done,” he said.
“It’s just a matter of doing it!”

Another of Hammond’s recent experiments
involves a triangular slit drum, motivated, in
part, by his ecological concerns. The unusual
shape allows him to use the wood grain verti-
cally, through lamination, rather than hori-
zontally. This, in turn, makes the use of nar-
rower boards possible. I mentioned having read
that some guitar builders are getting edgy
over a decreasing supply of rosewood, which
they seem to feel they need (even though
Panormo, Torres and many others did their
wonderful work with maple, often scrap). “You
don’t need anything!” Hammond said, almost
vehemently. “The sound quality is in the ear of
the beholder, anyway. The only way to do it now
is to be sure you deal with companies whose
woods are of what is called ‘sustainable yield’—
an agriculturally sustainable yield. Otherwise,
we’re going to be out of wood in twenty years.”

Hammond works the art fair circuit usually
from April through November, leaving him four
or five months to work and experiment in his
shop. The constant traveling and meeting new
people is, obviously, an ideal way to earn a
living for an inveterate world-beater such as
he. He also enjoys the spontaneous, sometimes
coincidental, music-making that occurs at his
display. “I’ve got all the instruments out on a
table, and everybody can come by and play
them,” Hammond said. “So it’s a real ‘hands-
on’ kind of thing. You get a three-year-old over
here on a log drum, a sixty-year old over there
playing a Mystic Vibe, and everybody in be-
tween just kind of picking up a rattle or what-
ever. You get what seems like a composition,
and it’s just happening! That’s another really
fun part of doing this thing.”

Our interview almost concluded, I para-
phrased an old stand-up comic’s line and asked
Mark, “Since you’ve been around the world
twice, next time you’re going to go someplace
else, right?”

But when you ask Mark Hammond a silly
question, you don’t necessarily get a silly an-
swer. Acknowledging my bad joke with a slight
smile, he said, “Yeah, as a matter of fact. The
only continent I haven’t been to is Antarctica,
so that’s next. I prefer traveling overland, so I
want to go down through South America to
Tierra del Fuego, then catch a boat and see
what I can see.”

When I asked him what in the world is
there, his reply was almost Zen-like. “It
doesn’t really matter. That’s the thing I
finally learned from traveling a lot. It
doesn’t matter where you are, because
wherever you are, there you are. And you

Mark Hammond at play

could be anywhere, even Grand Rapids!”
My interview with Mark Hammond was con-

ducted in December 1994. By the time it is
printed, Mark will surely be on the art/craft
fair/show circuit once again, covering a good
deal of our country’s map. If you tend to visit
such events, be sure to keep on eye out for Blue
and his instruments, but don’t have any more
money with you than you want to spend; you’re
sure to want at least one of everything you see
and hear. PN

Rupert Kettle is a percussionist, composer and
teacher who lives and works in west Michigan. He
maintains an extensive teaching practice, both
privately and in conjunction with Aquinas Col-
lege and Grand Rapids Community College, and
he directs the Aquinas Percussion Group, which
he founded in 1979. Some of Kettle’s music is
published by Studio 4 Productions and
HoneyRock, and his “Drum Set Reading Method”
(1968), which first standardized drumset nota-
tion, is published by CPP/Belwin.
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By Jonathan Kessler

A S GRATEFUL DEAD DRUMMER
Mickey Hart said, we drum-
mers are a noisy lot, always
banging on things. Throughout

the world, our brother drummers bang on
their various drums, sometimes with sticks
or beaters, often with their hands. The
world is rich with different hand drum-
ming traditions, each with its own sounds,
each with its own techniques, each with its
own rhythms.

In the United States, more and more trap
drummers are branching out, drawn to these
different voices, these different rhythms.
Some are drawn completely into the world of
hand drums, others bring their new knowl-
edge back with them to their drumsets. Our
musical world is made deeper and broader
by these explorations of new musical styles.

Perhaps most familiar to us are the Afro-
Cuban rhythms of the conga drums and the
instruments of the batterie. More recently,
traditional African drums, such as the
djembe, the ashiko and the dundun (talking
drum) are becoming more commonly seen
and played. The regions of the Middle East
(particularly Egypt and the Arab world, Tur-
key and Armenia) give us, along with vari-
ous frame drums and tambourines, the
doumbek or darbukkah. This goblet-shaped
drum, traditionally (in Egypt) ceramic with
a fishskin head, or (in Turkey) brass or alu-
minum with a goatskin head, is a familiar
one to many drummers. Relatively inexpen-
sive, the doumbek shows up regularly at
“drum circles” and other gatherings, often in
the hands of novice drummers who soon
“move up” to the more expensive congas and
djembes they see the experienced drummers
using. Far too few spend the necessary time
to learn the many exquisite voices this drum
has to offer. Even fewer explore the varia-
tions in technique and rhythms across the
broad cultural range the doumbek occupies.

The Arab world has both classical and folk
music traditions at least as old and rich as
their European counterparts. Turkish cul-
ture is a rich melting pot, owing to the wide
spread of the Ottoman Turkish empire, which
stretched from Persia in the East, through
Greece and the Balkans, well into Austria in
the West. The Ottoman Empire had a sur-
prisingly strong influence on Western music.

European armies learned the power of
drums as martial instruments from the
“Mehtar”—the Ottoman military bands. They
borrowed the Ottoman kettle drums and the
davul, forerunner of our bass drum. Turkish

Turkish and Armenian Rhythms for American Drummers

classical music is rich and respected for its
rhythmic and modal subtleties. Armenia, a
region wedged between Turkey and Russia,
has its own unique musical styles that blend
Ottoman and Soviet influences.

Turkish and Armenian folk music tradi-
tions are a drummer’s paradise, not because
drums are always a featured instrument,
but because of the variety of the meters.
Sevens, fives, sixes and nines are commonly
played, sung and danced to. There is a natu-
ralness to these rhythms that transmits it-
self to those of us lucky enough to encounter
them. Here we can learn new ways to add a
natural sense of what we call “odd” meters to
our playing repertoire.

It is beyond the scope of this article to
present a thorough study of doumbek tech-
nique. Still, an overview of basic technique
will enable you to better understand these
rhythms, either on hand drums or trans-
lated to the drumset. Techniques vary from
region to region. In Armenia the drum is
held in the lap, like a “lap djembe,” open end
facing down. This is the way most untrained
American drummers hold it. Turkish and
Arab drummers hold the doumbek sideways
on the lap (on the leg opposite the dominant
hand; i.e., left leg for a right-handed drum-
mer), open end facing rearward, the head
facing front. (A tip: since much of the sound
fires out the rear of the drum, the doumbek
sounds best if you have a few feet of clear
open space behind you. It sounds awful if
you try to play it on the couch!) Advanced
drummers use a variety of finger rolls, muted
tones, snaps and pops, covering a tremen-
dous dynamic range. We will focus on basic
Arab technique, which is the most straight-
forward, although much of the repertoire we
explore will be Turkish and Armenian.

Middle Eastern rhythms, like Indian
rhythms, are taught and described using vo-
cal sounds to imitate the drum sounds (sing
it, then play it). At its most basic level, the
doumbek produces two sounds. The first is a
bass tone produced by striking the drum
slightly out from the center with the flat
part of the fingers of the dominant hand held
together. This tone is called Doum. Moving
the dominant hand out and striking the head
just where it meets the rim, again with the
flat of the fingers held together, produces a
higher, ringing sound called Tek. The other
hand produces a mirror of this sound, also
striking the head where it meets the rim,
using the third finger. This sound is called
Ka, to distinguish it from Tek, allowing drum-

mers to indicate which hand to use in a
given rhythm. (For example, Doum-Ka-
Doum-Tek would be, for a right-handed drum-
mer, R-L-R-R.) In the examples that follow,
Doum will be indicated by a note in the first
space on the staff (F), Tek and Ka by notes in
the second space of the staff (A). Addition-
ally, to make it easier to “sing” the rhythms
in the traditional teaching mode, each note
will have a letter under it specifying its posi-
tion: D for Doum, T for Tek and K for Ka.
Capital letters indicate accents.

The rhythms can be played with varying
degrees of ornamentation. Typically, they
tend to simplify as tempos increase. They
are presented here in two or three forms:
First, with little or no ornamentation; next
with some ornamentation (often the way they
are typically played); and sometimes with
lots of ornamentation and pizzazz. The ex-
amples begin with some common “even”
rhythms, a 2/4 and some 6/8’s, and are fol-
lowed by “odd” meters.

The 2/4 rhythm is found throughout the
Middle East. An interesting version found in
the Arab world is known as Ayoub. In sim-
plest form it plays Doum-Ka Doum-TEK (Ex-
ample 1). A typical syncopated variation is
Doum-Ka-Ka Doum-TEK (Example 2). An
example of a very ornamented Ayoub varia-
tion can be found in Example 3.

The 6/8 rhythms in Turkey and Armenia
are closely related to those of Persia, and are
sometimes known as Persian 6/8. They may
be played with a straight feel or with vary-
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Example 1. Ayoub (Basic)

Example 2. Ayoub (Variation)

Example 3. Ayoub (Variation)
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ing degrees of swing. The “feel” of the rhythm
varies greatly with the degree of swing. Ex-
ample 4 is a classic Persian 6/8, which is
actually a two-bar rhythmic phrase.

In Armenia, the 6/8 is played as a one-bar
rhythmic phrase, again with varying degrees
of swing (Example 5). Notice the similarity
between this rhythm and the 2/4 Ayoub rhythm.

As we move on to the more interesting
time signatures, it is important to note that
many of these rhythms are folk-dance
rhythms. This is a key to understanding them
and being able to play them. I used to joke
that the Turks must have one leg shorter
than the other to have come up with so many

dances in 7/8 and 9/8. The truth of the mat-
ter is that by feeling these rhythms in your
body, you will have a much easier time play-
ing them on the drum.

With the 6/8 rhythms we just covered, start
by getting a sense of the way your body
interprets them as you give them more and
more swing. Dances that accompany the
“straight” 6/8 tend to have stiffer body move-
ments, with the spine held straighter. The
“swinging” 6/8 dances have a lot more sway
in them, using lots of hip and shoulder swing.
You should be able to get a good sense of the
different “feel” (physical as well as auditory)
of these rhythms.

Sule Greg Wilson, in his book The
Drummer’s Path, stresses the importance of
drummers also being dancers. He says that
drummers should “Sing, dance and play
equally well (and simultaneously). Yes, it
sounds tough, but there’s good reason to be
able to do it and no good reason not to. To
invoke the music, it’s got to be inside you.”
Many of us are hesitant. We like the safety
of being on stage, behind our instruments.
We definitely do not want to risk looking
stupid or foolish. LET IT GO! The risk will
be repaid tenfold in your playing. Putting
the rhythm in your body is perhaps the sur-
est way of being able to communicate it
clearly through your playing!

Here’s another way to look at it. It takes a
lot more conscious effort to control small
muscle groups. For example, if you were prac-
ticing rudiments (hands and forearms—small
muscle group) and someone close by fired a
pistol unexpectedly, would your timing skip?
You bet it would. If you were running, though,
your legs (large muscle group) would not
skip a beat. Rather, you’d keep right on run-
ning. It’s easier to get the large muscle groups
to run on “auto pilot” in terms of rhythm
than the small ones. The fastest way to get
the rhythm into your subconscious (so you
can play it without having to think about it)
is to get the rhythm into your body.

Most of the folk dancers I have known
don’t think of music in terms of twos and
threes. They think in terms of “slow” and
“quick” steps, thus a 7/8 dance is described
as “slow, quick-quick, slow, quick-quick.” Us-
ing this system, I’ve witnessed elderly women
who couldn’t tell you what a 7/8 or even a
shuffle is, but who can learn difficult dances
in advanced meters quickly and easily, and
perform them perfectly!

Contrary to this learning method, musi-
cians approach odd times through our heads,
counting frantically. While this is helpful in
first learning a rhythm, feeling it is a whole
different experience. An example may be
found in the first “odd” meter I learned, a
Turkish 9/8 called Karsilama. Counted, it is
a 2-2-2-3 rhythm (Example 6), but more im-
portantly, it is a dance, with three even steps
and one long one, or three even steps and
three very short ones. Put that sense into
your body and try playing it again.

Now try the more filled-out version found
in Example 7. Once you get the feel of the
rhythm, play with some improvisations, fill-
ing blocks of two or three beats as appropri-
ate. This is a key to improvising in these
time signatures and pretty much demands
that you can feel them as they go by.

Paul Aljian Drumworks
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Example 4. Persian 6/8

Example 5. Armenian 6/8
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Example 8. Armenian 9/8
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Before you dismiss this idea, realize that
it’s a skill you already have. If you are a
reasonably competent drummer, you prob-
ably feel groupings of four almost subcon-
sciously. Yet if you remember when you first
started, or if you teach and watch your stu-
dents, you know this is not something that
we are born with. You learned to feel that
rhythmic grouping first consciously, then at
a subconscious level. You learned to feel it
with your body. You can do the same with
these other time groupings.

Play some more in 9/8. Vary the tempos.
Many of the Turkish Karsilamas are quite
fast (quarter note = 180). Others are slow.
The Armenians play a slightly different 9/8
with the same grouping (2-2-2-3) based on
the 2/4 rhythm used earlier (Example 8). It’s
usually played more slowly (quarter note =
90). Begin by achieving a good feel for these
9/8 variations and some of your own, and
then come back and explore some other time
signatures.

There are two primary 7/8 rhythms in this
region, one grouped 2-2-3, the other grouped
3-2-2. This is where we tend to get stuck in

I SUPPLY RATTAN AND
BAMBOO HANDLES,

CUSTOM-MADE
MALLET BALLS AND
GAMELAN GONGS:

Looking for quality rattan
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enhance your mallets?
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Covina, CA 91722,
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1/6 Horizontal our heads. Of course we can figure out the
different ways to group seven. We knew that.
Hey, we can even group it 2-3-2! The point is,
there’s a world of difference in how they feel.
Play Examples 9, 10 and 11 for a while. Now
switch to Examples 12, 13 and 14. Get to
where you are really feeling the difference in
the rhythms. Try them at different tempos.
They really get these sevens moving, so try
them up around quarter note = 220. Are we
having fun yet?

This is a good place to talk about the dif-
ference between rhythms that are over 8
(6/8, 7/8, 9/8, 10/8) and those that are over 4
(4/4, 3/4, 9/4, 10/4). We have no trouble dis-
tinguishing 3/4 from 6/8 by the pulse, the
phrasing. This is true even if we’re dealing
with a fast 3/4 or a slow 6/8. In odd meters,
my personal distinction is also how the meter
feels. In rhythms that are over 8, you can
feel the pulses in terms of 2 and 3 (or slow
and quick, from our folk-dancers’ model). In
rhythms that are over 4, it’s more impera-
tive to count, and you may count it as though
you’re walking. I describe Samai, a classical
Turkish 10/4 rhythm, as though a large man
was walking through the bazaar, maybe tak-
ing his time, maybe walking quickly. On the
other hand, Curcuna (pronounced JurJuna),
a Turkish-Armenian 10/8 rhythm (3-2-2-3),
feels like a dance, with definite slow-quick
phrasing. To use a western example, the Pink
Floyd song Money is in 7/4 (with 4/4 instru-
mental section). On the other hand, the Mis-
sion Impossible theme, which many of us
learned as an example of 5/4, can more accu-
rately be thought of as 10/8 (3-3-2-2).

Try the Samai (Examples 15 and 16) at a
tempo of quarter note = 90 and again at
around quarter note = 124. Now try the
Curcuna (Examples 17 and 18) at tempos of
quarter note = 116 and quarter note = 154. It
will probably be easier to get the feel of the
Curcuna, whereas the Samai you must get
used to over time. Curcuna is one of the most
popular dance rhythms of Armenia. Because
of its structure it almost feels like a 6/8,
having that strong two-feel and strong pulse.
Have some fun with that one.

Let’s take another look at nines. Of course,
there are several other ways to phrase 9/8,
most of which are used, although less often

Example 9. Rosanitsa

Example 11. Rosanitsa (Variation) Example 12. Devri Hindi

Example 13. Devri Hindi (Variation)

Example 14. Devri Hindi (Variation)
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Example 10. Rosanitsa (Variation)
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Example 15. Samai

Example 16. Samai (Variation)
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than the Karsilama. One such example is a
9/4 rhythm called Zeybek. As with the 10/4,
it doesn’t so much have a clear two or three
subgroup pulse as a steady rhythm. It is, in
fact, similar to a popular 4/4 rhythm, called
Maqsum (Examples 19 and 20), which is a
variant of Beledi (Examples 21 and 22), one
of the most popular rhythms of the Arab
world. The difference is subtle—Beledi be-
gins with two Doums while Maqsum begins
Doum-Tek. Beledi is the quintessential belly
dance rhythm; Maqsum is its more classical
counterpart. Zeybek is two phrases of
Maqsum strung together with an extra beat
at the end (Example 23). It could be thought
of as a bar of 4/4 followed by a bar of 5/4, but
it’s more straightforward to just consider it a
9/4 rhythm. The melodies played over it of-
ten include sections phrased across the bar,
so that several repeats go by before all the
instruments play together on beat one.

Having played with nines, sevens and tens,
we can play with some longer patterns.
Kopanitsa is an 11/8 rhythm common to Bul-

Example 17. Curcuna

Example 18. Curcuna (Variation)

Example 19. Maqsum

Example 20. Maqsum (Variation)

Example 21. Beledi

Example 22. Beledi
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Example 23. Zeybek
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garian music and dance. It is also found in
part of Turkey. The phrasing is 2-2-3-2-2
(Examples 24 and 25). It feels much like two
different sevens (2-2-3 and 3-2-2) looped
around each other in the middle. Try it!

More difficult to keep track of is Zenkov, a
21/8 rhythm (Example 26). It may take a
while to get this one out of your head and
into your body. Coming from Russia and
through Armenia, it also accompanies a par-
ticular folk dance. It consists of a 9/8, 7/8
and 5/8 strung together. The phrasing (2-2-
2-3-2-2-3-2-3) is pretty straightforward and
it’s a lot of fun to work on. Somehow, after
this one, 7/8 seems pretty easy to handle.

It’s been a long musical excursion, but I
hope that you’ve gotten something valuable
to stuff into your musical bag, whatever it
may be. Keep your mind open and the world
will throw all sorts of great musical and
rhythmic ideas your way. Musicians around
the globe have developed a huge variety of
ways of dealing with rhythm. From the in-
terlocking rhythmic parts in Balinese
gamelan music, to the polyrhythms of Af-
rica, to the complex and systematic rework-
ing of rhythmic concepts in Indian music,
we’ve got plenty of territory to cover and lots
of great ideas to bring into our own styles.
The Middle East gives us these great meters
to play in. Put them into your body, so you
can dance them on your drums and check
out the results! You’ll be glad you did. PN

Jonathan Kessler plays a variety of Middle
Eastern hand drums. He has been playing
Middle Eastern music for over twelve years
and co-directs the percussion section of the
University of California’s Middle Eastern
Ensemble. He appears on the CD At the Court
of the Chera King, on Waterlily Acoustics.

Example 24. Kopanitsa

Example 25. Kopanitsa (Variation)

Example 26. Zenkov
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HAND DRUMMING: How it’s being used
and by whom

in the next issue of Percussive Notes!
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A S PERCUSSIONISTS, WE ARE
always looking for new works
that represent the cutting edge
of our field. Composer David

Hollinden fulfills these qualifications by
bringing percussion composition into the
twenty-first century.

Hollinden’s music was first introduced to
PAS members at PASIC ’90 in Philadelphia.
The University of Michigan percussion en-
semble performed his quartet, The Whole
Toy Laid Down. That same year, he finished
a multiple-percussion work, Cold Pressed,
which has gained international recognition
and popularity. Since then, David has been
very busy composing in Seattle, Washington.

During PASIC ’94 in Atlanta, the four fi-
nalists for the Multiple Percussion contest
converged. I called Dave to let him know
that one of our students, Josh Dekaney, from
the University of Kentucky was a finalist
and would be performing Cold Pressed. He
was thrilled and decided to attend the con-
vention. To our surprise, three out of the
four finalists performed Cold Pressed. I
thought it would be enlightening for more
people to be exposed to his music and ideas
on percussion writing.

Hollinden’s background is much different
than that of most composers. He received his
bachelor’s degree in engineering from a small
institute in Terre Haute, Indiana and later
worked for RCA as a television designer. He
soon decided to go back to school and study
music, graduating from Indiana University
with a bachelor’s in music. He attended the
University of Michigan for his master’s de-
gree in composition on a full fellowship. He
worked for Greenpeace in the Michigan area
for nine months and then moved to his cur-
rent residence in Seattle. There, he contin-
ued working for Greenpeace and composed.
At one point, while working for Greenpeace,
David chained himself to a diving buoy in
front of the Exxon Valdez while it was trying
to leave dry dock!

After PASIC ’90, Hollinden quit Green-
peace to travel in India for six months and
study tabla. Currently, he maintains an ac-
tive schedule composing and as assistant di-
rector of Washington’s composers’ forum.

I caught up with David after the PASIC
’94 multiple-percussion contest. The follow-
ing are excerpts of our discussion:

Michael Gould: What was your first per-
cussion experience?

Dave Hollinden: Goofing around on the

An Interview with Composer David Hollinden
By Michael Gould

drumset after band practice. [David was
the bass player.] One of my younger broth-
ers was a rock drummer, so I played
around on his set as well.

Gould: You mentioned that you played in
the gamelan at Michigan. How did you
find that experience?

Hollinden: It was really good, and it had a
big effect on me. It’s hard to say exactly
how it influenced me in terms of my com-
posing, but it gave me a good perspective.

Gould: Did gamelan have any influence on
your treatment or thoughts about rhythm?

Hollinden: That’s hard to say. I remember
riding the bus home after a gamelan re-
hearsal. I had already written the Whole
Toy Laid Down, and that piece was really
taking off. People were saying that my mu-
sic was so rhythmic, way more than it is
melodic. It hit me that I grew up playing in
a rhythm section. It’s an obvious conclu-
sion, and everyone knew it except me. I
began looking at my music in a whole new
way—from a rhythm section perspective.

Gould: Thinking of some of your motives, it
makes sense that these intensely rhythmic
grooves were constructed by a bass player.
You mentioned that you took percussion
lessons. Was this after you were finished
at Michigan?

Hollinden: No, I took lessons from a per-
cussionist with the Indianapolis Sym-
phony, Jim Burns, when I finished my
undergraduate degree and was working
as an engineer. It was really informative
before starting my Masters at Michigan.
I bought a practice pad and a pair of
sticks and played rudiments very slowly,
and he taught me about different per-
cussion instruments.

Gould: Was Philadelphia your first PASIC?
Hollinden: Yes, that’s when I found out

about PAS. My music began selling on its
own, and I was getting mail from people
wanting to buy my pieces. I was real “gung-
ho,” so I kept writing for percussion. This
enabled me to play out a whole side of
myself that I had not experienced. It gave
me the opportunity to get in touch with a
real education in life. With my appeal for
rock and jazz, percussion gave me a me-
dium in which I could feel comfortable
composing. I was either going to write a
string quartet or a percussion quartet,

and I wrote the Whole Toy. What a major
path difference that was!

Gould: Going to a violin convention is not
like attending a PASIC!

Hollinden: The whole support network here
is a rare and wonderful thing. I appreci-
ate the people trading ideas about what
pieces to play; it is just amazing. I don’t
expect to find this too often.

Gould: Do you see yourself moving toward
a certain style of composing with your
success with the Whole Toy?

Hollinden: From a practical point of view
I am not interested in chasing markets.
My experience with percussion is that you
can maintain your integrity about what
you are doing and do things that make
sense. Write for people that want you to
write for them. I know too many compos-
ers who write a piece and go after the first
performance and then that’s it. I am not
interested in that.

Gould: Your move to India was like Steve
Reich going to Africa. That can be a real
landmark event for a composer. Was it for
you?

Hollinden: I wish I could have continued
with tabla lessons. It was two-hour les-
sons and playing all day. Since then, I’ve
kept composing percussion music. I did
the commission for Nick Petrella for Slen-
der Beams of Solid Rhythm, and the one
for Mike Burritt, Of Wind and Water. I
also received a commission for a percus-

David Hollinden
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sion duet (Surface Tension), and after this
commission I feel like I should get into
other instrumental music.

Gould: Is rhythm your compositional glue?
Hollinden: Yes. I began to notice that when

I write for non-pitched percussion, there
is pitched material going on in my mind
that is not there during the performance.
I had to start introducing pitched instru-
ments back into my compositions. I went
back and looked at a lot of my percussion
pieces and noted how I dealt with rhyth-
mic variation—chopping things up into
irregular or asymmetrical rhythmic mo-
tives—repeating them a few times. I ap-
plied that concept to writing pitched mu-
sic. Even in the percussion pieces, only
with the most expert performance can a
listener make sense out of it. Like when
Josh Dekaney played this morning—you
could hear the phrases! You can’t get that
from every performer.

Gould: You footnote Michael Udow’s article
on notation in Slender Beams of Rhythm.

He seems to have affected your use of no-
tation; how about composition?

Hollinden: He did help quite a bit with
setup design and notation. I wanted to
put the article in my piece to help clarify
notation.

Gould: I noticed in Slender Beams you use
enharmonics. Do you think harmonically
in non-pitched music? Do you use har-
monic material to structure your percus-
sion pieces?

Hollinden: No, I mentioned before that I
hear pitched material in non-pitched
writing. But I use enharmonics to make
the notation as clear as possible. If I am
writing a phrase with a lot of flats, then
I will use all flats for clarity. Also, set-
ting up the instruments in a physical
pattern and knowing where they are
helps me write licks and keep the stick-
ing straight. I did have a person who
was playing the multi-percussion part
in the Whole Toy use two separate sets
of instruments—one for the sharps and
one for the flats!

Gould: Do you “air drum” your parts or set
up the instruments as you write for them?

Hollinden: Yes, sometimes. I set up Cold
Pressed with pots, pans and baskets. I
would say the physical layout of the in-
struments causes me to write gestures
that end up looking fairly tonal on the
page. Once the instruments get set up,
it becomes a big “mega-instrument.” I
tend to write very gesticulative on that
big instrument. I wouldn’t tend to write
stuff that hops all over, but tends to look
more melodic because that’s the way I
see the instrument.

Gould: Where do your motivic ideas come
from?

Hollinden: The motives come from abstract
inspiration; I can’t say anything very spe-
cific about them.

Gould: How about the setup?
Hollinden: In general, the motives come

first. These motives might be an abstract
rhythm without instruments. The next
step would be setting the motives for in-

Mike Balter Mallets
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struments. Sometimes, the inspiration
comes with instruments—so then you end
at the same place. You have a motive and
some subset of the final instrumentation
in your mind. Then, I start thinking how
those instruments would fit into a timbre-
rack. I tend to have bongos be an E and F.
I will start to think if I want two toms and
a snare, that will fit really well as C, C-
sharp and D.

The piece I am doing now—I know the
main motives are two almglocken, one big
resonant tom, and two very dry sounds—
like practice pads. I will fit these instru-
ments together in many different setup
designs before I find the one that works. I
also have in mind that I want a bunch of
wood and metal sounds. Knowing this, I
make a big list of all the instruments I
can think of, and I start fitting them into
the composition. I start composing the
piece and see if I really need that instru-
ment or if I want something else. Through
successive iterations the setup starts to
define itself. But I always start off with
the motive and a basic set of instruments.

I think for Slender Beams, I made the
whole setup before I began to compose. I
decided to frame the piece with big tom-
tom sections. I knew I wanted to have a
lot of multiple-percussion sections, so I
designed a big setup and started writing
the opening tom-tom solo. The piece
turned out to be less motivic and more
through-composed.

Gould: What about the maraca section in
Slender Beams?

Hollinden: Did you hear Ed Harrison’s
maraca clinic at PASIC ’90 in Philadel-
phia?

Gould: Yes, It was excellent.
Hollinden: That’s why I have a maraca

section; I was just blown away by it! I
would have never envisioned how spell-
binding a maraca solo could be. As an
aside to that, the maraca solo was in
contrast to my need to satisfy writing
loud thunderous music. I am ready to
investigate the subtitles of soft instru-
ments and composition. I think that ma-
raca solo was the first manifestation of
this kind of writing. I was able to hit
some peaks with loud music. The next
step past sheer energy is not to go louder
and faster, but to get more subtle and
into softer kinds of things. That maraca
solo draws people on to the edge of their
chairs, more than the loud stuff.

Gould: Is this “soft” compositional style simi-
lar to the “Dark, Ritualistic” section in
Cold Pressed?

Hollinden: Yes. I’m not there yet, but I’m
beginning to look for more ways to write
really intricate music for instruments that
are really quiet.

Gould: What advice would you give to per-
cussionists wanting to perform your pieces
and keep within your intentions?

Hollinden: That’s a tough question. It all
ties in to what you put on paper and what
you expect it to mean to somebody else. I
have tried not putting anything in a score,
like in Six Ideas, which does not have a
single comment about how to play the
piece. To get people to understand Six
Ideas, I am not going to put extramusical
words like “vibrant” in the score. This
could mean so many things to so many
people. If you play Six Ideas at this tempo
and this dynamic, you should get it—
and that’s it! I found that people were
not understanding the phrasing. It seems
most percussionists are not phrase ori-
ented. If you watch an orchestra, the
percussionist gets up and plays some-
thing and sits back down. There is no
feel for the overall phrase.

Gould: Most of our method books lack phrase
markings.

Hollinden: I had to learn that the hard
way. I had to find what was missing from
my music in the way percussionists were
performing my work. I realized how much
I melodically phrased the music; then I
started writing the phrasing in my pieces.
That is why I recently revised Cold
Pressed. I had to put the phrasing in, be-
cause it is not obvious.

A performance that I feel is in sync
with my intentions has to do with what I
put on paper. But the real determining
factor is the sensitivity of the player. I
found when the music is played by really
talented and sensitive musicians it is right.
Josh [Dekaney] did it right. It has to do
with familiarity.

Gould: You are very specific with tuning of
instruments, especially in Cold Pressed.
Is this for consistent performances, or does
this relate to harmonic use throughout
the piece?

Hollinden: I heard a couple of perfor-
mances of the Whole Toy and realized
there was a lot of pitch content in my
thinking. These would include interval-
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lic relationships between the non-pitched
percussion. I thought in general, for the
foundation of Cold Pressed, I should have
the toms, the snare and crotales tuned. I
think it makes a big difference, but still
does not answer the whole question. A
problem arises in the discrepancy be-
tween sets of temple blocks and other
instruments percussionists cannot tune.
As for the drums, these should be tuned
as close as possible to the indications of
the score.

Gould: I substituted synthetic temple blocks
for wood so I can really hit them. Did you
like that sound?

Hollinden: Yes, great idea! My first reac-
tion was yuck, plastic instruments! But
they work so much better. I still have not
resolved the instrument tuning question.
In a way, I would like everything to be
tuned. This can be too much responsibil-
ity. I do not want to think of my percus-
sion pieces as being pitched in nature.

Gould: What about instrument choices?
Hollinden: Instrument choices are getting

to be a big thing because I feel like I am
repeating my instrument choices. These
are the instruments I like.

Gould: Do you hear in your head specific
instruments for specific motives or sec-
tions?

Hollinden: Yes, I think it is partially that,

for instance, in this new piece, I want
some very distinct areas of sound and tim-
bre. When I think of wooden instruments
to use, I think of temple blocks, woodblocks
and log drums.

Gould: What about mallet choices?
Hollinden: Instruments that work with

one set of mallets must work with the
whole piece. These are important deci-
sions. The main consideration that I
learned from Cold Pressed is that writ-
ing for all the instruments played over a
short period of time has to work with
one set of mallets. Maybe you could use
four mallets.

Gould: Certain sections of Cold Pressed
would be difficult with four mallets.

Hollinden: It is an unresolved question.
I could get into a new set of instruments
that would work in a piece like Cold
Pressed. They must have a wide range of
dynamic levels, but I keep ending up
with the same set of instruments. In-
strument choice becomes sectionalized
by metal, skin and wood sounds and then
combining them all together. This leads
me to a setup very similar to Slender
Beams, where I know this timbre-rack
setup works. In the future, when I de-
velop more subtle compositions, I am
interested in exploring brush work and
hand drumming. This will not work as
well for solo percussion but in a cham-

ber setting; this will be layered, quiet
and textural. I would like to have a good
connection with a percussionist’s studio
in town to experiment and learn more
about percussion.

Gould: Does structure play an impor-
tant role when you are composing for
nonpitched instruments or percussion
in general?

Hollinden: I think making more questions
for the performer is where I am headed. I
intend to go two ways with this. First,
giving the performer decisions as part of
the structure of the piece. For example,
the chamber piece I just completed has
cells from which the performer can pick
and choose. The second intention is to
leave instrument decisions up to the per-
former. I would just write a single rhyth-
mic line and let the percussionist orches-
trate it. This will release control of my
compositions. I think the performances I
enjoy the most are the ones in which the
performers get the deepest into the piece.
I am looking for other ways to get a per-
former into this concentrated performance.

Gould: I was wondering about your de-
scriptions for the various sections of Cold
Pressed. Why do you delineate these sec-
tions with extra-musical explanations or
descriptions?

Hollinden: For me, something that is re-
ally hard to come to is suitable arrival
points in the score. So when people look at
the score, there should be large and small
phrases that converge with a new descrip-
tive term, tempo or metric modulation. I
am looking to get rid of that one-dimen-
sional performance and show the musi-
cian that this is the next section. It might
not be aurally perceptive, but this is the
section I am aiming for.

Gould: How about the attitude that is por-
trayed in these descriptions? When you
say “Dark,” that gives the percussionist a
certain sound to try to achieve.

Hollinden: Jim Campbell was saying that
when I put extra musical markings in, it
gives him certain stickings and musical
moods to portray. What you are saying is
really what should be happening. I write
mood—and you can translate that into
many different things like mallet deci-
sions, placement of mallets on the instru-
ments, articulations, the eurhythmics of
how you play. It is more like dramatic
instructions than anything else.
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Gould: Is there anything else you would
like to add about the subjects we discussed?

Hollinden: There is a whole musical side
to how people approach my pieces. How-
ever, I am more interested in what pro-
cess develops as a person plays a piece.
There is the approach to it musically, and
how one goes about obtaining musicality.
But there is a whole other side of it for me,
which seems very contradictory. The way
you should play my pieces is the way you
should lead your life. Do what you think
is the best way to go after what you
want; put yourself one-hundred percent
behind what you are doing in your life.
That is the way you should do it in the
piece; that is what composing is for me.
Composing is a really good way to orga-
nize my life. It is no longer an event-
based thing. It brings certain decisions
and challenges in front of me. It brought
lifestyle choices that I had to make—
and I had to face certain sides of myself
in doing so. If I was a performer, that is
how I would want to play.

When I compose a piece, I want to be

aware of what my limitations are and
face them. I want to be aware of what
my strengths are and see how I can
broaden them in a composition. Com-
posing, for me, is the vehicle; it is not
the end result, but a way to organize my
life and evolve as a person. That is how
performers get the most out of playing
any piece. This is starting to sound like
a sermon, but it is really about getting
what you want out of life by doing what
you want. When you play a piece of mu-
sic, you have to get the real gusto and
spirit. Otherwise, you run the risk of it
becoming an academic exercise. It be-
comes a balance of emotion, intellect,
music and ego into a transcendental
thing of seeing into the performer. You
begin to see, as an audience member,
the journey the performer has taken to
play this work. That is what I want it to
be about. Anyone who can do that will
do it anyway. You enter this process in-
nocently; you can’t do it on purpose. You
come out of this process with a new
awareness. PN

Michael Gould is a
teaching assistant at
the University of Ken-
tucky, where he is com-
pleting a Doctor of
Musical Arts degree in
Applied Percussion
under the direction of

James Campbell. He received his Masters of
Music degree from the University of Nevada-
Las Vegas as a student of Dr. Dean
Gronemeier, and his Bachelor of Music degree
from the University of Illinois at Urbana-
Champaign under the instruction of Thomas
Siwe. His professional achievements include
touring with the Dallas Brass, and he can be
heard as a soloist on a new CD by Seabreeze re-
cording artist The Miles Osland Little Big Band.
Gould has also performed with the Lexington
Philharmonic, Top Brass, Saxon’s Civil War
Band, Nevada Symphony and the Las Vegas
Percussion Quartet. He served on the Percussion
Ensemble and Curriculum Committees for
PASIC ’93 and ’94 and has taught at Bands of
America-World Percussion Symposium and Illi-
nois Summer Youth Music.

Encore Mallets
B & W



PERCUSSIVE NOTES • JUNE 199550

fourth phrases feature nothing more than
alternations of i and V7 harmonies. The
third phrase—the bridge, measures 17-24—
is based on a ii- bII7-I harmonic sequence
(the middle chord is a tri-tone substitute for
V7 in what is essentially a ii-V-I pattern).
This pattern moves sequentially through E b
major to Db major.

Rhythmically, what one first notices about
this solo is probably the exceedingly fast
tempo (

q
 = c.340) and quickness of execu-

tion. But we have to remember that this
exciting performance immediately follows a
blazing 36-bar exhibition by Gillespie. Heard
in this context we realize that Jackson’s solo
actually provides some measure of relaxation
from Gillespie’s preceding high-energy effort.
Jackson even goes so far as to use some
longer rhythmic values (half notes, quarter
notes and an 8th note tied to a whole note) in
the first four measures of his solo, perhaps
deliberately to provide some contrast to
Gillespie’s work. Also notable are the fourth-
beat anticipations of the downbeat (meas.

19, 55). The use of various versions of short/
long “bebop” figures, the more numerous
half-beat anticipations of the downbeat
(meas. 1, 15, 28, 37 for example), and the
half-beat anticipations of the third beat
(meas. 3, 5, 6, 7, 19, 43, 51, 55, etc.) are
important rhythmic characteristics of this
solo, just as they are of the bebop rhythmic
style in general.

We should also note the freedom with
which Jackson plays through the given chord
changes of the head in a number of places.
For example in measures 1-2 he ignores the
C7( b9) changes in the second half of the
measure. Particularly in measures 33-36 he
ignores the given changes in favor of a “step
progression”-based melodic passage to be dis-
cussed below.

Melodically, Jackson begins the solo by
outlining the F-minor tonic triad, but then
immediately proceeds to a sustained flatted
5th (meas. 1-2). Thus he reinforces the to-
nality of the piece, but also introduces this
characteristic bop scale alteration right at

IF EVER A PIECE COMBINED THE
rhythmic, harmonic and melodic
intensity of Dizzy Gillespie’s musical
conception with the inventive promise

and energy of the emerging bebop style and
its influence on big band writing, that piece
is “Things to Come,” recorded by the Dizzy
Gillespie Big Band on July 9, 1946. As well
as being an early application of the charac-
teristic devices of bop to the big band idiom
and a demonstration of the successes (and
perhaps the limitations) of the transfer of
that idiom, this recording showcases several
memorable bop-style solos, including those
of Gillespie himself and of Milt Jackson.
Jackson’s solo is of interest not only because
of the technical mastery he demonstrates in
its performance, but also because of the then-
innovative bop elements that permeate the
solo and the solo’s structural characteristics.

The solo is based on the changes and
phrase structure of the head, which is cast in
a thirty-two bar song form of four phrases in
the key of F minor. The first, second and

“Things to Come”: An Analysis of Milt Jackson’s Solo
By Richard Domek



PERCUSSIVE NOTES • JUNE 1995 51

&

&

b

b

b

b

b

b

b

b

∑

40

Ó ‰

j

œ
œ

∑

41

3rd

œn
>

œb œ
( ) œn œb œ . ‰

j

œb

‚b
‚

42

j

œn
œn œb œ

3rd

œb
œ œ

‚
‚

43

œA

(etc.)

œ
œ œ œ œ

‚ ‚‚ ‚n

44

œ
œ œn œ .

‰

j

œ
œ

‚ ‚n‚n ‚n

45

œ
œn

j

œn œ

j

œ

‚‚n

46

œ œn œ# œ
œ
œ
( )

‚‚

œ

œ

œ œb

&

&

b

b

b

b

b

b

b

b

‚ ‚‚ ‚n

33

3rd

œ
œ

3rd

œn
œ

‚b ‚‚ ‚n

34

(etc.)

œb
œ œn
œ

‚n ‚b‚b ‚

35

œn œ œ
œb

‚n ‚b
‚n ‚b

36

œn
œn

J

œb
œb

J

œn

‚
‚

37

œ
œ
( )

œ
œ
( )

œ

‚ ‚

38

œ
œ œn

j

œ œ

j

œ

‚

39

3

œ
œn

œ
˙

&

&

b

b

b

b

b

b

b

b

‚

25

˙

Œ œ

‚

26

œ
œ œ œ œn

j

œ#
œ

‚ ‚n ‚n

27

œ

œ
œ
œb
œn œn

‚ ‚ ‚

28

œ œ œ ¿
( )

œ
œ œ

>

‚
( )

29

Ó Œ

œ œn

‚ ‚

30

œ
œ œ

œ# œ
.n
œ
¿ .

( )

‚

31

œ

œ

‰

J

œ
˙

Example 1. Step progression, measures 1–5

Example 2. Step progression, measures 25–31
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the outset of the solo. He plays with and
prolongs the flatted fifth through measure 4,
and finally resolves it to the fourth scale
degree in measure 4 and then to the third of
the tonic triad in measure 5. In this way he
introduces the element of “step progression”
(delayed stepwise motion that outlines the
structure of a melody—see Example 1), which
will become an important feature of the solo
later. Also at the outset of the solo Jackson
introduces the melodic interval of the third
(A b -C b in meas. 1-4, B b -G in meas. 5); this
interval will become a main component of
the solo as well.

True to another bop trademark, Jackson
exploits upper extensions of the tonic har-
mony, notably the n6th, n7th, and 9th of the
tonic triad (See the cadence figure in meas. 7
where Jackson ends his first phrase on the
9th and n6th of the scale, avoiding what would
have been a much more trite use of domi-
nant or tonic.) He emphasizes these pitches
by placing them within a characteristic bebop
rhythmic figure. Jackson continues the use
of the 9th, n7th, and #4/ b 5th in measures
9-12, but all the while continuing to use these
tones as satellites to the main harmonic an-
chor of the F minor triad. At measure 17,
where the bridge begins, Jackson plays “out-
side” the Fm7 chord change, and interest-
ingly enough uses the #4/b5th, n6th, n7th and
9th as his non-harmonic pitch choices here.
He uses a “double surround” tone as
an approach to the third of the
Eb maj7 change at measure 19, where he
gets back on the harmonic track. He also
uses the melodic third in the short/long bebop
rhythm to end this phrase in measure 19. He
again makes melodic use of the third in the
second half of the bridge (meas. 22), and
introduces the flatted second of the scale
(b5 of the V7 chord) in measure 26 as an
“upper leading tone” approach to the tonic at

measure 25. Note also the use of elision at
this point (the F on the downbeat of meas. 25
is the end of one phrase as well as the begin-
ning of the next phrase).

The phrase at measure 25 through 31 is
built upon another descending step progres-
sion (see Example 2) and once again features
the scale elements of the 9th, n7th, n6th and
#4/b5th (meas. 26-27). Note how Jackson ends
the first half of the solo on the members of
the pure tonic triad at measure 31.

Measure 33 begins the second half of the
solo (a repeat of the head changes) in which
Jackson begins to develop two of his previ-
ously hinted-at ideas—the interval of the
melodic third and the structural device of
the descending step-progression. Example 3
shows the sequential use of the melodic third
pattern, as well as the underlying step-pro-
gression—actually a double step-progres-
sion—that controls the overall melodic mo-
tion and direction of this portion of the solo.

As noted above, strict faithfulness to the
chord changes of the head in these mea-
sures is not a factor, and is overridden by
the continuity provided by the melodic se-
quence and the step-progression structure.
The next phrase begins without much fo-
cus on the third or the step-progression,
but by the end of its second measure (meas.
42) these features again take over (see Ex-
ample 4). The bridge, beginning at mea-
sure 49, offers a contrast with its ascend-
ing contour and more relaxed rhythms to
the previous sixteen bars. It is interesting
to note that the cadence in measure 51 is
almost identical to the cadence in Jackson’s
first statement of the bridge (meas. 19),
and that the end of this statement, as in
the previous statement (meas. 24-25) fea-
tures an upper leading-tone approach to
tonic (Gb to F) as well as an elision be-
tween the bridge and the final eight bars.

The last nine bars once again invoke the
melodic figure of the third and the double
step-progression, this time ascending (meas.
58-60) as well as descending (see Example
5). In a sort of ultimate play on a version of
the short/long bebop rhythmic figure, Jack-
son repeats these figures successively to pro-
duce a feeling of 3/8 meter over the continu-
ing 4/4. The use of the melodic third, the
step-progression and the short/long figure
producing an implied meter change all com-
bine in this phrase to give rise to an exciting
and successful climax to the solo.

Be sure to send
PAS your current

address. Please
mail all address

changes to:
Percussive Arts

Society
P.O. Box 25

Lawton, OK 73502



PERCUSSIVE NOTES • JUNE 199554

Things to Come
Milt Jackson’s Solo
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Study and practice of this solo provides a wealth of valuable insight regarding technique, harmonic and melodic inventiveness, melodic
structure, skillful use of rhythmic devices, pacing and use of climax. It’s clear from this particular excerpt, just as it is from Milt Jackson’s
subsequent contributions over the years, that his solos are models of excellent musical structure, skill and taste that deserve study and
emulation by serious musicians everywhere. PN

Richard Domek is Associate Professor of Music Theory and Composition at the University of Kentucky. His compositions
and arrangements have been performed by the Breckenridge Festival Orchestra, the Peninsula Symphony, and in the U.S.
and Japan by Rhythm & Brass. He is a transcriber for the Smithsonian Institution’s Jazz Masterworks project, and he has
served as a panelist for the Music Program of the National Endowment for the Arts. He teaches classes in basic and ad-
vanced music theory and jazz styles.
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Henry Denecke, Jr.
Interviewed by Peter Kogan

A BOUT FOUR YEARS AGO, AS I WAS COMING OFF STAGE
from a morning children’s concert, Marv Dahlgren
introduced me to a distinguished elderly gentleman
with a proud bearing: Henry Denecke, Jr., his teacher

and the former timpanist of the Minneapolis Symphony. What a
surprise! I began wondering about the wealth of knowledge and
career experience he must have had. So last May I found myself at
his doorstep with a borrowed tape recorder and a camera in hand.

Denecke’s house is secluded in the woods near Osceola, Wisconsin, on a
bluff overlooking the St. Croix River. We sat down in his living room and
talked for hours, sometimes joined by his wife Julia (also a Minneapolis
Symphony alumna—of the flute section) who helped recall some important
details while graciously serving us homemade bread and coffee.

Henry is a great story teller, and we had to eliminate a good
number of anecdotes (and laughs) for brevity’s sake. In one of those
odd coincidences that come along so naturally sometimes, I discov-
ered that Denecke and I both started music lessons with the violin,
and have played in the same orchestras: Cleveland, Pittsburgh and
Minneapolis (now called the Minnesota Orchestra)—but about forty
years apart! Henry has become not only a good friend, but also my
most astute critic, keeping tabs on my playing on the local radio
broadcasts and an occasional live performance.

Here then is Maestro Henry Denecke, Jr.:

Henry Denecke, Jr.: I was lucky to be born to a drum teacher.
I think he was a little disappointed in me; he wanted me to be a
violinist, because he wanted to be one. He was already into drum-
ming because his father, a cigar manufacturer, was also in music.

Peter Kogan: Where are you from?
Denecke: New York City. I was born in the Yorkville area on the East

Side in 1911. My grandfather was interested in music and had a lot of
children. You know, in those days you couldn’t get into the street cars
with a bass drum. You had a heck of a tough job getting from one
place to another to play jobs. So my grandfather started the Bass
Drum Club in New York. The drummers all got together and chipped
in and bought bass drums. Then they put one in each of the different
halls so they wouldn’t have to carry their bass drums to jobs.

My father played drums but he really studied the violin. He
applied what he learned on the violin to drumming. I don’t know
what it was like a hundred years ago, but I’m sure he changed the
conception of playing drums. Like a violinist would bow: down-
down up-up down-down up-up.

So, on the drum, instead of playing R-LR-LR-LR-L, which sounds
like flams, he would play R-RL-LR-RL-L. He knew how to read
music, and in those days a lot of drummers didn’t.

He played with the conductor Fritz Scheel in Philadelphia

before the Philadelphia Or-
chestra was founded. He didn’t
care for that so he came back
to New York. He looked around
and saw that the best job he
could get was with the Jewish
Theater [sometimes called the
Yiddish Theater]. He was the
only “goy” [non-Jew] in the or-
chestra. He worked seven
nights a week and did the
matinees. On top of that he
was knocking out about sev-
enty-five to a hundred pupils
a week. He lasted in the Jew-
ish Theater for thirty-eight
years working with such stars
as Molly Picon, Paul Muni and Boris Tomashevsky. I used to help
him bring his equipment home to replace the heads at the end of
each season. He came home alone the last time; they told him it
was over. So after thirty-eight years he comes home from the last
show and says to my mother, “See Momma, I told you it wouldn’t
be a steady job!”

After that he devoted all his time to teaching and we moved out
to Elmhurst, Long Island. The students followed him there. I
played the violin when I was about five years old but I didn’t like it
because I used to get asthma attacks from the rosin dust. Pa was a
tough teacher. He was impatient because I didn’t make progress
fast enough for him. Later, I went over to the viola and enjoyed
that much more.

Kogan: How did you start studying the drums?
Denecke: Well, my father had so many drum students that he had

to cut all the lessons down from one hour to a half-hour and then
to fifteen minutes. He taught me the mommy-daddy roll and the
rudiments so I could go over them on the drumpads with the kids
waiting to take their lessons. So this is how I got into percussion.
It came naturally.

There was a good orchestra in my junior high school in Manhat-
tan. Julius Levy was the conductor—a pretty good musician. I was
playing violin at the time. There were two drummers in the
orchestra who couldn’t read a note of music; they faked every-
thing! Levy told me to play the bass drum and cymbals because he
knew my father was a drummer. I came home that day with my
fiddle case and my father looked at me and said, “What have you
been doing, playing cymbals?” He had seen the verdigris on my
hands from the cymbals. “Well, if that’s the case,” he said “you’re
going to practice the drums, too!” So I was playing both for quite a
while until I went to high school.

That junior high school orchestra was so good that we would
beat high school orchestras in competitions. Once we were even
invited to play at Carnegie Hall. My Aunt Mary went to the
concert because my father had to work that night. He told her to
report to him how well I played. I was playing timpani at the time.
When I got into Carnegie Hall I took one look at the Hall and
froze. When I got home my father asked how I did at the concert. I
said, “I got scared.” He said, “Aunt Mary told me that you just
stood there. You didn’t do anything.” “That’s right,” I said, “I didn’t

Henry Denecke, Jr.
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sion section and coached the younger players. I kept playing with
all those different orchestras. My mother was starting to get
suspicious. One time she said, “What are you doing out all the
time? You’re never home anymore!” I was out playing constantly.

Anyway, I did a lot of jobbing around New York. Then I got
my first big chance—an opening in the New York Opera Comique.
Bill Redick was the conductor. I applied for it, and they told me
to come over to audition so I brought my bass drum, bells, snare
drum, timpani and traps. I was waiting during the intermission
after I played, not knowing what was going on. I mean, I was
really green at the time. Al Friese and Jimmy Hager were
standing in the hallway waiting to get the job—and to use my
equipment! But Bill Redick said to them, “Nothing doing, I’m
going to use this guy.” I think the thing that saved me at that
audition was that I sight-read the bell part from the operetta
Robinhood by Reginal de Koven.

I played in the Opera Comique for five years. But first, I had to
join the union. You’re going to laugh at this one: In those days you
had to audition to get into the Musician’s Union. I don’t know
what they do today, but then you had to play to get in. There I am
with my snare drum and this old guy comes up to me. “Play this,”
he says. It was a Sousa march. He didn’t conduct or anything, I
just played. He said, “Denecke. Is that your father?” I found out
later that they were big rivals. He said, “Play 16th notes.” So I
said, “Do you want them fast or slow?” He said, “Hah! Just like

play a note.” That incident got the “scare” out of me. Later on in
life, I got used to playing in Carnegie Hall.

Kogan: What kind of performing experience did you get in
New York?

Denecke: I studied timpani with my father and played with the
YMHA and YMCA orchestras on different nights of the week.
Then there was the professional symphony training orchestra
that Chalmers Clifton conducted called the American Orches-
tral Association.

Kogan: Did this all take place while you were in high school?
Denecke: I wasn’t sixteen years old yet. I liked playing in the

orchestra. The head of the section was Sam Borodkin, who was
also a pupil of my father’s. He was in the New York Symphony at
the time and later went to the New York Philharmonic. After one
of the rehearsals of the American Orchestral Association the sec-
retary stopped me and said, “Henry, you can’t stay in the orches-
tra any more.” I asked her why and she told me that you have to be
sixteen to play in the orchestra. I think I was fourteen. I begged
her and begged her to let me stay, with no luck. Then I talked to
the librarian, who gave me the job of carrying harps and timpani
and setting up the music stands. It was a hard job, but I did it and
stayed in the orchestra. Later it became the National Orchestral
Association under Leon Barzin. I stayed on as head of the percus-
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your old man, a wise guy!” Well, he put me in the union and I’m
still a member. I was lucky and got to play Porgy and Bess. That
was my big break.

Kogan: What part did you play?
Denecke: I played timpani in the original show and then the

xylophone part on tour. Alexander Smallens was the conductor.
He was a very fine man at putting things together—especially
operas. We were hired with the understanding that you couldn’t
send in substitutes or take off. You had to stay on the job, and they
wanted you to stay with the show for two years. Wow! This was
terrific. Two years of steady work. At that time the pay for musical
comedy in New York was $80 a week, more than anything else.
After we were there for a while the Musician’s Union told the
management that since they were charging opera prices for tick-
ets they would have to pay the musicians $110 a week, which was
the scale for opera. To make a long story short, instead of a fifty-
two-week season for two years we were cut to only twenty-six
weeks.

In the meantime I had auditioned for Arthur Rodzinski for
the Cleveland Orchestra. He was on his way to Europe and I
auditioned in the basement of Carnegie Hall. The only method
book we had for timpani at the time was the Seitz book.
Rodzinski picked out something and I guess it had a tough
timpani part. I had to sight-read it. I don’t remember it at all.
Thank God I played fiddle because I had no trouble sight-
reading timpani parts. He asked, “Have you ever played this
before?” I said, “Yes.” “Funny,” he said, “it has never been
played in this country.” I goofed on that one. So anyway, I didn’t
get the job that year but I still had Porgy and Bess.

Then I got a call from the Cleveland Orchestra to come and play.
They were having trouble with the timpani player, who was a good
timpanist. He was a student of my father’s named Harry Miller.
As you can see, I was always in competition with my father’s
students. I was told that Miller had scared Rodzinski so much that
Rodzinski took to carrying a gun! Miller was in the audience at all
of the concerts but he never came back to talk to me. I had to sight-
read Beethoven’s Ninth Symphony in Cleveland. That was fun! Of
course, I had the Seitz book so I had already practiced it.

I also played Stravinsky’s Firebird in Cleveland for the first
time. I had never heard of it before. It specifies wooden mallets.
Rodzinski stops the orchestra and asks me what I am doing. “It
calls for wooden sticks,” I said. He picked up the score and looked.
Then he looked back at me and said, “Don’t you have any softer
wood?” I liked him. He was a good orchestra builder. In fact, when
he started the NBC Orchestra before Toscanini he wanted me to
play timpani, but they already had Karl Glassman, who had been
a fiddle player. Glassman studied with Jake Wolf, who was also a
pupil of my father.

Kogan: What year did you join the Cleveland Orchestra?
Denecke: I was in my twenties; it was the 1936-37 season. I

remember what year it was because every time I played some-
thing I signed the back page. That’s how Cloyd Duff knew about
me when I met him a few years later.

Kogan: How did you get your job with the Pittsburgh Symphony?
Denecke: I didn’t audition for Reiner. He heard about me. He

called me up to his hotel room and asked me a lot of foolish
questions, like what I played, where I played, who I am, etc., and

then hired me. So I went to Pittsburgh to join the orchestra. It was
Reiner’s first season there—1938-39. When I heard him conduct I
said to myself, “Hmmm, he’s no Rodzinski and it’s not the Cleve-
land Symphony!” It wasn’t that good in those days.

One time we were playing According to the Legend of St. Joseph
by Richard Strauss. He stops me and tells me I am playing it
wrong. Now there was one thing my father taught me and all his
pupils that made an impression on me; he yelled at me when I
didn’t do it: “Black on white, play with the black on white; the
notes, that’s what you go by!” So I said to Reiner, “I don’t know
what you have in the score but this is what I have…” Then I beat
my foot and played the part. He looked at me and didn’t say a
word. After that it was downhill.

Kogan: Because you showed him up?
Denecke: I didn’t mean to show him up. I thought there was a

mistake. Maybe my part was different from the score. Then he
looked at it closer and saw that he was wrong. But he wouldn’t
admit it. He used to drive you nuts! One time I was sitting behind
the timpani listening to him picking on the fiddle section. He was
making each one play individually. All of a sudden he screams,
“DENECKE!” I didn’t know what he was yelling about. After he
finished picking apart the fiddles he had looked up at me and
thought I was sleeping. After the rehearsal I went into his dress-
ing room to talk to him. He was stripped from the waist up. His
nice wife Carlotta was wiping him down with a towel. I came in
there mad as hell with my fiber case filled with sticks and tools
and dropped it on the cement floor. It made a terrible racket. He
ran behind his wife right away asking what was the matter. I told
him that I didn’t like to be yelled at, and that I would be glad to do
what he wants in the orchestra but that I didn’t want to be
screamed at. He said, “When I speak in my normal voice you don’t
hear me. I have to raise my voice.” I said, “Yeah, you can just talk
louder.” I think this is one of the reasons I became a conductor. I
became disgusted with being talked to that way. After that he
didn’t fire me but he did keep me on the string and made life
miserable for me. In 1939 he actually hired me for a show in New
York, The Devil and Daniel Webster, which lasted about five weeks.

Kogan: Did you know Alfred Friese?
Denecke: Sure, Friese was let go from the New York Philharmonic

and his pupil, Saul Goodman, got the job. Friese damaged his
right hand when his still blew up. He couldn’t do anything with it
after that. I heard him play Beethoven’s Egmont Overture with
Mengelberg when I was a kid. I remember being very impressed
with the timpani part. He heard me play snare drum and asked if
we could trade lessons. After the first lesson he said to me, “Your
father charges $2.00 for a lesson; I charge $5.00, so you owe me
$3.00.” Of course, I refused. Then later on, when I was successful,
he claimed me as one of his pupils.

Kogan: Did you take timpani lessons from anyone or did you just
pick it up?

Denecke: I never took a lesson on timpani from anyone other than
my father. I also learned a lot from my own pupils and by listening
to my father’s pupils—especially Harry Miller, who was very good,
and Dave Grupp, who was timpanist for a short time in the
Philadelphia Orchestra under Eugene Ormandy. My father didn’t
push timpani on me. I had to find out for myself.

The one who showed me the most when I first became aware
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of how timpani should be played was
Oscar Schwar, who played in the Phila-
delphia Orchestra for a long time. His
tone was impressive; he had a good
sound. It wasn’t percussive. I felt he was
playing a musical instrument. I felt the
same way about George Braun, who
played in the Metropolitan Opera Or-
chestra. Georgie and I played together
at Chautauqua for many summers. I
watched him a lot. He also showed me
how to make timpani sticks from the
hickory shafts of golf clubs covered with
cord. You had to brush the cord with glue
at every winding. Then I’d put a bag-

taste, and the fibre screw on top would
sometimes get loose.

Kogan: Did you regret not staying in Cleve-
land or Pittsburgh?

Denecke: I gave myself a black eye by
quitting Cleveland. New York musicians
would say “You’re never as good as your
father.” It was a little hard getting work
again. I hooked up with my old friend
Benny Leff to make a team. He was a good
timpani player but I was a better drum-
mer. We’d trade off instruments. We had a
lot of work together. Then I went to Pitts-
burgh. After Pittsburgh I came back again
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type covering over it so it didn’t have a
seam. They had egg-shaped heads that
covered more timpani head, so it made
more sound.

Kogan: What types of sticks did you use
before you started making your own?

Denecke: I started out like everyone else
at the time with manufactured cartwheel
sticks with a felt core. Then I bought some
sticks made by Izzy Torgman in New York.
They had a ball-type head. That’s what I
took to Cleveland. They were okay, I
thought. They produced a better sound.
The cartwheel was a little too hard for my
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New York Times, Nov. 4, 1941and things were rough again. The other
timpani players were giving me the busi-
ness, but I stuck with it.

Kogan: I heard that you played the Ameri-
can premiere of Bartók’s Sonata for Two
Pianos and Percussion in 1940.

Denecke: Yes, in New York, with Saul
Goodman playing the timps. [See also “Saul
Goodman and the American Premiere of the
Bartók Sonata for Two Pianos and Percus-
sion” by Paul Jasionowski in the April, 1994
issue of Percussive Notes.] They had re-
hearsed all week. They called me Saturday
night. Sunday was the concert. I had to
sight-read it in handwritten manuscript.
Charlie Kunen the contractor called me. He
told me to get my ass over there quick. I was
living in Long Island City at the time. The
rehearsal was in Steinway Hall on 57th
Street. He told me to come with my xylo-
phone, snare drum, cymbals, triangle and
traps. He called me after 7:00. I got there
around 7:45. As I’m getting off the elevator
there is Gus Schmael leaving, and he says,
“Oh, they got you, huh?” He was a snare
drummer in the Philharmonic. He couldn’t
handle it. I went in and there was Tibor
Serly and Joseph Szigeti; everybody was
Hungarian. Then there was Bartók—very
quiet; a frail man. They took me into a
room and made me sit down. They handed
me the music and asked, “Can you play
it?” I looked at it and said, “Has it ever
been played?” They said yes, and I said, “If
it’s been played before, I can play it.” I set
up my stuff. The xylophone was on a little
stool with a frame. There was a snare
drum—whatever I needed.

We started to play. They had a big fight.
Bartók never said anything. It was be-
tween Charlie Kunen [contractor] and
Saulie Goodman. I never heard such yell-
ing. Goodman is telling him he never heard
of Bartók. I’d never heard of Bartók ei-
ther. The music was tricky but I went
along with it. It was very lyrical and had a
nice sound. I like modern music. I used to
play with Bernard Herrmann when we
had new music down at the New School in
New York. So I had a feeling for it—Varese’s
Ionization and all the contemporary com-
posers. I had no trouble playing it. But
when I went to play the xylophone part I
realized he wrote it the way it sounds—
way above the staff. So when you see E it
was all right. But when you see G with
four ledger lines, and it is below E, you
wonder what is going on. The only thing
Bartók said to me was that the xylophone

was out of tune. So I went home and got
my big xylophone—four octaves. I stayed
up all night and tuned it with a file. I had
nothing to help me, no piano. I went to bed
about 6:00 in the morning, slept an hour
or so and had to get back to the hall for a
10:00 rehearsal. I set up everything.
There’s the man from Steinway tuning a
piano. I asked him to play a note on the
piano and I’d match it on the xylophone to
see how I was doing. He said “perfect.” I
almost fainted!

Kogan: How did the concert go?
Denecke: I won’t tell you what happened!

It got a little shaky in one spot. We played
the concert in the afternoon in Town Hall.
It got terrific reviews. Then they wanted
to do it for the radio. Saul said no; they
didn’t get along. We stuck together and I
wouldn’t do it either. They did do it for
radio. I think a fellow named Baker played
the timpani. Baker was the percussionist
at the Met. I don’t know who played the
percussion part. That was my introduc-
tion to the politics of music.

Kogan: How long were you in the Minne-
apolis Symphony?

Denecke: About eleven years. When I came
to Minneapolis, Mitropoulos was conduct-
ing. The timpanist had died in February,
before the season was over. [William
Faetkenheuer was the timpanist from the
founding of the orchestra in 1903 until his
death in 1941.] The manager of the Min-
neapolis Symphony had called Barzin and
Mr. Van Praag, the manager of the New
York Philharmonic, looking for a timpa-
nist. Both of them recommended me. When
I got there it was the dead of winter and
cold as hell, and my wife was pregnant
with our first boy. I liked Minneapolis. It
was a nice clean city but I wasn’t prepared
for the cold weather. All I had was a spring
topcoat and the first week we went out on
tour to Winnipeg. I didn’t get paid for two
weeks. After the tour I went to the busi-
ness manager to get paid and he offered
me $60 a week. I looked at this bald-headed
businessman and said, “I won’t work for
$60 a week. I’ll go home. The hell with
this!” You see, in New York I had been
playing The Firestone Hour show on the
radio, which paid $80 for one night. We
rehearsed from 5:00 to 7:00, then did a
half-hour broadcast. Then we came back
for a 10:30 broadcast to the West Coast.
Well, he said he would see what he could
do. He said they had a tight budget. That
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was the first I’d heard about budgets. That was a new one to me.
Gradually, every year, after fighting like crazy, I got a $5.00 or
$10.00 raise. I had nothing to do in the off season so I would play
the ice shows or the opera in St. Paul—for pennies.

Kogan: Do you remember the recordings you made with the Minne-
apolis Symphony?

Denecke: No. We didn’t make too many. Mitropoulos wasn’t inter-
ested in recording. One time, at a recording date, I broke a stick at
the end of a piece and it flew in the air and hit the drum. I thought
we would have to do the whole piece again but the recording
engineer said they could cut it out. Sometimes you have to be
careful on recordings. Someone can sound terrific on a record, but
it’s really the recording that makes it sound so good.

Kogan: I assume you tucked all your own heads.
Denecke: Sure, and I took all the dents out of the bowls, too!

Kogan: Did you have any special techniques for tucking timpani
heads?

Denecke: I used to put a small mixing bowl upside down in the
center, under the head, when I tucked it to be sure to get extra
collar and an even tension. It’s important to line up the backbone
down the middle. Then I would overlap it twice around the flesh
hoop. They never pulled out. Once in a while you would get one
that was too thick or too thin. I used to get them on Wabash
Avenue in Chicago for $2.00 or $3.00 head. In those days the
symphony wouldn’t pay for the heads, I had to buy them myself. I
used to use a little canning wax on the rim of the bowl.

Kogan: Did you have a method for clearing up the pitch after you
mounted it on the drum?

Denecke: I learned that timpani have so many overtones that
some of them conflict with each other when it isn’t just right. I put
my finger right in the middle of the head, on the backbone, and
press firmly, just enough to keep it from vibrating. Then I go
around the head tapping with a stick to find out which spot is flat
or sharp. The only problem I ever ran into was choosing the
beating spot—which side of the backbone sounded better, this side
or that side. Sometimes the playing spot would need a little more
tension. I learned to play by putting the pedal one or two notches
on the ratchet above the pitch I was going for. Then, when I hit it,
it would drop down a bit and be in tune. If it didn’t I would press
the head with my hand.

I never had to change heads in the middle of a season and I don’t
recall ever breaking a head at a concert. I didn’t even carry extra
heads on tour. Well, maybe I broke one or two but I blame myself.
Maybe I jabbed it or didn’t release the stick. In my way of playing I
would never play anything on the same spot—I would always alter-
nate hands. I had a theory that when you hit the timpani head it is
going up and down, so if you hit it on the way up you’re going to make
the sound false. But if you move to a different spot each time you hit,
it’s not going to sound false. Keep the hands in their separate
places—never close together, about three or four inches apart.

Kogan: How did you control moisture for calf heads?
Denecke: I never put sponges inside the drums—too much work. I

kept a pail of water near the timpani. Sometimes I would wet
down the heads in the morning and hope it would be dry enough to
play in the evening. I did that mostly to make extra collar. After

about two hours of playing the collar was gone again because it
was so hot and dry in Northrop Auditorium, where we played.

Kogan: Did you have your own set of drums?
Denecke: Well, I had a pair of Leedy timpani that I used for Porgy

and Bess—25" and 28". Then Karl Glassman [timpanist of the
NBC Symphony] found a pair of Dresdens for sale at a warehouse.
Some German opera company had folded on tour, and the timpa-
nist who stored them never paid the bills. They were small drums—
about 26" and 23". They had tapered sides and sounded a little
tubby. Glassman sold them to me along with two extra bowls (25"
and 28") and a 30" hand-screw drum. So, I had a set of four when I
went to Cleveland, using the Leedys in the middle and the 23"
Dresden on top. I wanted to put those good straight-sided Ameri-
can bowls on the Dresden frames, but they wouldn’t fit. So when I
went to Pittsburgh, a drummer in the symphony named Chapman,
who was also a metal worker, offered to help me out. We took the
26" Dresden and he built a new frame for the 28" bowl. Finally we
got it together with a head on and the first time I stepped on the
pedal it goes BAM! The whole thing broke. He had used cheap
cast-iron for the frame.

When I got to Minneapolis I talked to the head of mechanical
engineering at the University of Minnesota. He suggested we
make the frames out of bronze. The bronze was flexible—the

Minneapolis Tribune, March 9, 1941
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uprights used to bend when you pushed the pedal down—but they
never broke. You know what I liked about those timpani? I would
be sitting behind them, the orchestra would be playing and I’d tap
the frame, and it would tell me what note I had; they were very
resonant! The bowls I had gotten from Glassman had straight
sides for about six inches down from the lip before they curved
down to the bottom, so we had to build a larger spider. We used
threaded barrels that move up and out to give the tuning rods a
little freedom. The pedal was a copy of the original without the
weighted ball but the ratchet had many more notches. I used to
say if you wanted a C-sharp or a D-flat, it’s in a different notch.

Kogan: Were your drums on a slant towards you when you played?
Denecke: No, flat. I sat on a stool when I played and had two-by-

fours under the feet of the drums so you could move them easily
with a handtruck. I still used the 30" hand screw on the bottom
and the 23" Dresden as my top drum. I sold all of the drums to
Tweedy for $3,000 when he joined the orchestra, including the
trunks. [Robert Tweedy was timpanist in the Minneapolis Sym-
phony from 1952 until 1972.] He was a cello player and used to sit
in front of me in the orchestra. He had always wanted to play
timpani, and when I resigned from the orchestra he got his chance.

Kogan: How did you handle the difficult acoustics at Northrop
Auditorium, where the Minneapolis Symphony played?

Denecke: I was in the center on risers, the basses on the left,
horns in front and percussion next to me. No matter how loud I
played none of the conductors could hear me because the hall was
so huge. My arms would be tired after two and a half hours of
playing, and I knew that wasn’t right. Bruno Walter was the first
to move me to the side. He said the timpani was in an acoustic cup
and the sound was going up over his head and he couldn’t hear me.

Then he left and Mitropoulos moved me back to the center. One
day I asked him to stand right in front of me while I played. “I’ll
play exactly what you want, no more no less,” I said. After I played
he said, “Help! What goes on here? That’s too loud.” But he never
asked me to play softer.

Then Stokowski came. I had
played for Stoki before. At the
first rehearsal he said, “Denecke,
move over to the side.” I told him
I couldn’t because the drums
were too heavy. We had to wait
twenty minutes for the stage-
hand to come back from break to
do it. In the meantime, Stoki is
getting madder and madder—at
me! I couldn’t lift those drums.
They were on risers and heavy
as hell. Finally we got them
moved. We were playing Romeo
and Juliet by Tchaikovsky. You
know the F-sharp fortissimo roll
at the end? I played the roll loud,
the same way I’d played it with
all the conductors. He stops the
orchestra. “Nothing doing,” he
says. “Romeo is dying here. Play
it softly.” Well, he’s doing things
like this all week and it is really

nice. I’m enjoying his musical ability. Then, after a rehearsal he
calls me into his office. He says, “Why don’t you make a bowl with
no bottom. Just a copper shell to hold the head and you wouldn’t
have all this resonating problem.” I agreed that it was a pretty
good idea, but asked who was going to pay for it. He said, “Get out
of here!” From that moment on we understood each other.

He remembered me when I played timpani with him later in
New York with the American Symphony. For the first few rehears-
als he didn’t even pay attention to me. Then one day I played
something and he asked me what I was doing. I said, “I’m playing
what I see.” He looked at me and said, “Oh, Denecke, how are you?
That was fine. Do it that way again.”

Kogan: That must have happened when you were freelancing in
New York around 1970 after you left Cedar Rapids as a conductor.

Denecke: That’s right. I was playing extra at the Met. I never did
play a rehearsal, only performances and mostly triangle. I made
more money playing triangle in Carmen than Bizet got for writing
the whole opera! One time I told Abe Marcus, the principal percus-
sionist, that I was sick of triangle and wanted to play snare drum.
We were doing The Daughter of the Regiment and he had to play
snare drum on stage anyway. I wanted to play it because I had
played it when I was a kid with the New York Opera Comique.
Sutherland was singing and she sounded awfully good, but the
tenor was lousy. While I was playing the next performance I
noticed that the tenor wasn’t the same guy, he was great. I
looked on stage, and saw this big, fat guy. “Who is that guy?
He’s good,” I asked Morris Tilkin, the cymbal player. “That’s
Pavarotti,” he says. I didn’t know who Pavarotti was at the
time. That was a good performance.

The Metropolitan Opera was a strange place to play. I was glad
to have had a career on the stage—not under it! Years before I had
played the Met when they were on tour in Minneapolis. They
hired me to play snare drum on stage in Tannhäuser by Wagner.
I’m in costume on stage and my hat has a feather in it that keeps
falling in front of my face. And who should be conducting but my
beloved Reiner. I was waiting to get the cue to play. Meanwhile the
feather is in front of my face. Reiner gives me the cue and I’m
standing there blowing at the feather while he got madder and
madder. A trumpet player asked me what’s with us. I said, “We
don’t like each other, to say the least.” That was funny!

Kogan: How old were you when you started to conduct?
Denecke: After I made those drums I got a little tired of playing all

the time. I felt there was no challenge any more, especially work-
ing with Mitropoulos. At the time we only had twenty-six weeks
with the Minneapolis Symphony and it didn’t pay much, so I
organized the Sinfonietta. I said at the time that I gave up music
to conduct! I think I was thirty-nine.

The first time I ever conducted I was twenty-three. One day I
was cutting through Carnegie Hall to get from 56th to 57th Street
when the manager of the hall stopped me and said, “Mayor Jimmy
Walker is having a political rally here tonight and we need a band.
Go down to the union and pick up some musicians fast!” So I did it
and reported back to him later. “So who is going to conduct the
band tonight?” I said. “You are!” he said. So that night I conducted
marches as they brought the celebrities to the stage. My wife was
on tour with Phil Spitalny’s All Girl Orchestra at the time. I sent
her a telegram saying: “Just made my conducting debut at Carnegie
Hall!” She didn’t believe it.

From Seitz’s Modern School of
Tympani Playing, Leedy Manufac-
turing Co., Indianapolis IN, 1922
by J. Fred Seitz

Timpano like Denecke’s
Dresdens. Note the weight-ball
at the toe of the pedal.
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Kogan: What other conducting did you do?
Denecke: I founded the Minneapolis Civic Orchestra as a training

orchestra. Between the Civic Orchestra and the Sinfonietta, there
were more orchestras in the Twin Cities than they ever had. Later,
when Antal Dorati was leaving the Minneapolis Symphony, I
inquired about the job but they told me to forget it. They would
never hire an American. That’s how it was back then. In 1953 we
left Minneapolis and went to Cedar Rapids, where we stayed for
seventeen years.

Kogan: How difficult was the transition from timpani to conduc-
tor?

Denecke: I think I was lucky having been taught stick technique
by Leon Barzin. He’s the only man I knew who could accompany a
soloist in a concert without a rehearsal and be right on the ball!
The thing I have learned on my own is that you have to have the
feel of how to put everything together. You have to be able to
match the colors of the different instruments. When I had the
Sinfonietta I conducted, I played, I made arrangements of music
500 years old and I also did music that was right up to date. There
are four or five ways to play each kind of music. I would do Mozart
and South Pacific. You had to be able to go from one to the other.
Maybe it’s my age, but when I listen to conductors do Mozart
today, I can’t stand it. It goes too damn fast! Even if it says presto
in the score you have to understand that presto in the horse-and-
wagon days was not a 160-mph car! You have to take into account
the pace of life in those days and then find the composer’s inten-
tions within the feeling of the period.

Kogan: Did you continue teaching?
Denecke: No, I got fed up with it. I taught, just like my father had,

but I got fed up with it. I’d be giving a lesson and hear the same
mistake twice. Then the third time I’d yell, “What are you doing?”
It made the students aware. I did this with one student once and
he stopped playing, put down his sticks and said in a cool voice, “If
you do that again, I’ll kill you.” He was a Marine so I didn’t fool
around with him.

Kogan: You don’t regret giving up timpani?
Denecke: Occasionally I do. After conducting in Cedar Rapids I

came back to Minneapolis and did the Bartók Sonata again with
two local pianists and Marv Dahlgren on percussion. That was the
last time I played. From then on I enjoyed reading the newspaper
write-ups about Denecke—not Toscanini.

Kogan: Did you ever play for Toscanini?
Denecke: I played triangle in La Mer for him for an NBC broad-

cast the very first season on the NBC Orchestra. During the
rehearsal he’s talking in Italian to me. Dave Grupp—also one of
my father’s students—comes running over, takes my triangle,
holds it up and says, “Yes, Maestro, what is it you want?” I never
did find out what he wanted, but I played the concert!

Once, about the same time the Bartók thing came up, I got a call
from Toscanini. He had heard about me. I can’t remember if he
wanted me to play timpani or percussion. Apparently none of the
players they had were good enough sight-readers to cut it. Charlie
Kunen, the contractor for the Bartók performance, wouldn’t let me
go. He showed me he was stronger than NBC.

Kogan: Who was the best conductor you ever worked with?

Denecke: As the story goes, “Don’t ask me who was the best conduc-
tor. All the best conductors are dead.” I liked Mitropoulos as a person.
He was a guy you could talk to, even about personal problems. I
studied every conductor I ever worked with. I was in conducting
classes in New York for years. Every conductor had different prob-
lems. Georges Enesco was the most impressive musically. Alexander
Smallens was the best for putting together an opera.

Kogan: Marv Dahlgren told me you played with a beautiful tone,
clear pitch and a smooth roll.

Denecke: I’m surprised to hear that. Everyone has a different opin-
ion. You know, snare drumming doesn’t go on timpani. It’s an entirely
different way of playing. There are really three kinds of percussion
playing. Bells and xylophone is one way, snare drum is another, and
timpani is still another. Each calls for a different approach. I heard a
broadcast once of a European orchestra where the timpanist played
with a closed snare drum roll—a buzz roll. I used to use that tech-
nique on a soft, high G on the little drum. It sounds smooth.

Kogan: When students approach timpani they are told to play with
thumbs up. But when they try playing with their thumbs on the

The Minneapolis Star, May 19, 1947
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side of the stick the way you play they just bear down as though
they were playing snare drum. Tell me about how you release the
stick when you play timpani, always letting the stick bounce away.

Denecke: The same thing is true of playing snare drum. You take,
for example, marching in the street where you just hit the drum.
Then you play in a band and you match your sound to the trum-
pets and trombones. You change your style to match the situation.
Then you get in an orchestra and it’s a different style again. You
can appreciate this idea when you play the snare drum part with
the clarinet in the slow movement of Scheherezade. It has to be the
same sound as the woodwinds. You gotta work your tail off to
make the snare drum sound like a musical instrument, not like a
hard-wire snare drum.

That’s what I say for each instrument. The same thing with the
xylophone. It sounds very loud in the lower register and very weak
in the upper register. This is true of any instrument. It’s the same
with the flute. You have to even out the registers. And I say what
my father used to say: “It makes no difference how you hold your
sticks as long as you play the part right!”

Kogan: What is the most difficult thing you had to do playing timpani?
Denecke: Counting measures! When my father was convinced

that I really wanted to be a musician he gave me some good
advice: “Don’t talk too much. Perform your best at all times.
Listen and always learn.” I would like to pass that advice on to all
drummers. PNMinneapolis Daily Times, Oct. 30, 1947

Here are some of Denecke’s favorite snare drum exercises:

Peter Kogan is the Principal Timpanist
of the Minnesota Orchestra in Minne-
apolis, a position he has held since 1986.
In 1969, he was appointed to the percus-
sion section of the Cleveland Orchestra
by George Szell. In 1972 he became Prin-
cipal Percussionist and Associate Tim-
panist of the Pittsburgh Symphony under
William Steinberg and André Previn. He
resigned in 1978 to pursue a freelance
career in New York as a blues, rock and

jazz drummer and composer. He returned to the classical fold in 1984 as
timpanist with the Honolulu Symphony under the baton of Donald
Johanos. His teachers have been Saul Goodman, Cloyd Duff, George
Gaber, Elden “Buster” Bailey and Fred Hinger. This past January,
Kogan performed the world premiere of Speaking in Drums: Concerto
for Timpani and String Orchestra by David Schiff.

“Flam your way through the paradiddles.”

Also play it backwards

My dad’s “Charlie Chaplin stroke”

Also play it backwards

4-Stroke ruff with inverted paradiddles



PERCUSSIVE NOTES • JUNE 1995 65

The Ruthe in Authentic Performance
By Nicholas Ormrod

O NE OF THE FASTEST GROWING AREAS OF THE
classical music business in the last decade has
been that of authentic and “period instrument” perfor-
mances of early music. As the repertoire of these or-

chestras has expanded and developed into the Classical period (and
now somewhat beyond), authentic percussionists are now estab-
lished figures alongside their timpani colleagues in period perfor-
mance.

At first glance, the percussion parts of the classical era would
seem to hold no surprises for the modern player. The main complica-
tion would appear to be finding suitable instruments for perfor-
mance. However, there is one important interpretation point that
can be easily overlooked or accidentally ignored—the use of the
ruthe on the bass drum. This beater, which to the modern player
seems to be most closely associated with Mahler, provides a link
with an ancient playing style worthy of careful consideration.

A close look at the history of the ruthe first necessitates a study of
the bass drum on which it was used. It must be remembered that
various countries in the late eighteenth and early nineteenth centu-
ries were using different designs of percussion instruments, particu-
larly with regard to the bass drum. It is clear from the pictorial
evidence of military paintings of the era and from the instruments
that fortunately still exist that the bands of the British and French
armies involved in the Napoleonic wars used the traditional army
“long drum”—an instrument with dimensions roughly on the ratio of
diameter equals depth (an eighteenth-century power bass drum no
less!). Some Italian and German bands of this era were using a bass
drum of similar dimensions to modern marching drums, and it is
from a combination of these instruments that our modern orchestral
bass drum is descended.

The bass drum I use in period instrument orchestras is a rope-
tension drum of approximately 26"x26", made by Potters of Aldershot
as a replica of a British army “long drum” used at the Battle of
Waterloo (1813), which is housed in their collection. The traditional
“long drum” is what shall be taken into consideration here, as it is
this drum that features as part of a “Janissary band” (Banda Turka)
section in military bands that influenced Mozart, Haydn and
Beethoven.

The playing style of the “long drum” was quite distinctive. The
drum was often carried by one person (on his back) and played with
two different beaters by someone else marching behind. One hand
struck the head with a wooden (possibly sometimes leather covered)
stick and the other struck the opposite head with a switch made
from birch twigs—a ruthe. The conjecture is that the two beaters
were used for different purposes: The stick gave the time for march-
ing and the switch played a constant pulse together with the other
Turkish instrument, the triangle. It is obviously impossible to know
exactly how the instrument was played and the purpose of the two
beaters, but common sense tells us that the drum is there to keep the
soldiers in step, and you will not hear a distinct marching beat out of
a ruthe from a distance of 400 yards away!

The notion of hitting the drum shell with the ruthe during this era
is hard to justify from pictorial evidence, but cannot be completely
dismissed. However, personal experience convinces me that on a
“long drum” in period performance, the ruthe works best when
struck against the head. Two individual sounds of stick and switch
are distinguishable and the sound of birch twigs thrashing against
the shell can be very obtrusive.

In dealing with the classical repertoire for percussion, it is worth
looking at three specific examples: Mozart Die Entführung aus dem
Serail (1782), Haydn Military Symphony No. 100 (1794), and Rossini
Il Barbiere di Siviglia (1816). All three works use percussion in a
similar way, but present different problems as regards the ruthe.

Haydn’s Military Symphony was a ground breaking work in the
use of orchestral percussion. Various percussion instruments had
been used in the opera-house pit for years, but they did not have a
permanent place in concert music. The percussion parts, for the
standard “Banda Turka” of bass drum, cymbals and triangle, are
very simplistic and present no interpretive difficulties. Indeed, the
edition prepared by H. C. Robbins Landon (Haydn-Mozart Presse
[Salzburg], Universal Edition, 1967), makes no comment about the
percussion parts or their notation. The bass drum part is written
with quite clear “stems up” and “stems down” on the noteheads to
indicate stick and ruthe (Example 1).

The only slight complication that can arise is to do them the wrong
way ’round! I have been present in a modern instrument orchestra
when a leading international conductor requested the ruthe to be
played on the beat (against the shell) and the stick on the offbeats.
This resulted in the last movement having a curious samba feel
instead of a march, and when the maestro was questioned as to why
he wanted it that way, he replied, “I think it sounds better!” It was
recorded like that, so if you hear it, don’t blame the percussionist. He
was only doing what he was told!

The Mozart opera Die Entführung aus dem Serail poses far more
questions as regards performance practice. In the Breitkopf & Hartel
edition of 1868, Julius Reitz states: “The double notes on the bass
drum are today, to many inexplicable. It should therefore be noticed
that this instrument was struck on both sides: on the right side with
the drum stick, and on the left side with the switch. The notes which
are placed upwards (the quicker strokes) stand for the switch, and
the under notes for the stick.”

However, this is not consistent with what is found in the overture,
where a system of “stems up” and “stems down” is utilized but there
seems to be no logic as to its use. The most recent edition, in the
Neue Mozart-Ausgabe (1982), does nothing to solve the problems of
interpretation in the overture. The way in which the ruthe is notated

Example 1. Haydn Military Symphony No. 100 (second movement)
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(stems up) in the Janissary chorus No. 5, Singt dem großen Bassa
Lieder, is the accepted way of a Turkish band effect, with a constant
pulse copying the triangle part during the forte sections (Example 2).

In the overture, which is possibly the most frequently played part
of the opera, the “stems up” and “stems down” do not correlate to the
other percussion parts and, in fact, if played strictly as switch equals
“stems up,” the stick is hardly used (Example 3).

This could easily be excused away as copyist error that has be-
come accepted in the score. Therefore, it would seem desirable to use
some interpretive discretion at this point. The solution that seems to
work best, both historically and musically, is for the ruthe to follow
the cymbals part—which is actually what is written—and for the
stick to play the first beat of the bar pulse, as is written in measure
fourteen of the original (Example 4).

I have used this interpretation in performances with the English
Baroque Soloists and it has never been questioned, leading me to
believe that if it sounds that correct, it probably is valid. Further
justification can be found in the way in which the bass drum playing
therefore becomes consistent throughout the work.

In Rossini’s opera II Barbiere di Siviglia, the percussion parts
raise several problems. In the edition by Alberto Zedda (Riccordi,
Milan, 1969), the two percussion lines (no timpani) in the score are
marked “Gran Cassa” and “Sistro.” Zedda comments in his foreword
that the notation of the bass drum part causes discussion as to
“when one should use just bass drum or just cymbals, or when one
should use the two together.” One wonders why the editor questions
the use of cymbals when making no reference to them in the orches-
tra list in the score, and why there is no thought as to a “Banda
Turka” use of ruthe. The two orchestra parts are marked “Banda
Turka” and “Sistro” (obviously the copyist was also confused!), and
there is reference inside the former to “gran cassa e piatti” but only
vague designation of parts.

This leads to an interesting situation in the quintet No.13, Don
Bassilio!… where the “stems up” and “stems down” that would

Example 2. Mozart Die Entführung aus dem Serail (No. 5)

Example 3. Mozart Die Entführung aus dem Serail (overture)
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Example 4. Mozart Die Entführung aus dem Serail (interpretation)

Example 5. Rossini Il Barbiere di Siviglia (Quintetto, No. 13)

seemingly identify bass drum (down) and cymbals (up), make play-
ing the passage at the speed and dynamic required extremely diffi-
cult (Example 5).

However, if we interpret the part as a “Banda Turka” part (even
though the music is not “Turkish”), one is justified in having the
cymbals and bass drum, with the stick, on the first beat of each
measure (stem down) and ruthe on the others (stem up). I first
encountered this idea with Maestro Caludio Abbado, who requested
bass drum, with stick and ruthe, and no cymbals (thus consistent
with the instrumentation) during a recording session with the Cham-
ber Orchestra of Europe. This also coincides with the theory that
opera buffa does not use cymbals, just bass drum—a generalization
that I find hard to accept, however.

The idea of interpretation is, of course, a controversial one.
Many players and academics would no doubt disagree with some
of the points discussed here. Also, how far should one go with
this? Is it justified to experiment with playing the first bass drum
entry of Beethoven Symphony No. 9 with a ruthe doubling the
triangle part? Is it, after all, a marching band effect and the
percussion writing is for “banda turka”? As much as I would like
to hear it performed this way, one is in danger of reorchestration
rather than interpretation.

To conclude, when confronted with a classical-era bass drum part,
it is worthwhile spending time on working out how one is to play the
“stems up” and “stems down.” If participating in an authentic perfor-
mance it is important to remember the function and purpose of the
ruthe and its historic justification. The additional flavor that this
beater can provide to a “Turkish band” effect is worth the trouble of
researching before your first rehearsal and thus being prepared for
any strange requests from the maestro! PN

Nicholas Ormrod is a freelance percussion-
ist based in London, England. Orchestral work
includes the Chamber Orchestra of Europe,
BBC Symphony Orchestra and the English
Chamber Orchestra. Period instrument work
includes English Baroque Soloists and Orches-
tra of the Age of Enlightenment. He has also

performed with the Royal Ballet, the Royal Shakespeare Company,
the Royal National Theatre and in shows such as Carousel and
Sunday in the Park with George. He is a graduate of Surrey Univer-
sity, where he studied with James Blades.

WE’VE EXPANDED! That’s right; the Percussive Arts
Society Museum now has an additional 2,000
square feet of exhibit space to devote to unique per-
cussion pieces from around the world. If you have
historical percussion instruments that you would
like to donate to the PAS Museum, please write to
PAS, P.O. Box 25, Lawton, OK 73502. Remember,
the dollar value of your donation is tax deductible.
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By Brian Stotz

A S A FOLLOW-UP TO MY REPAIR
Forum article of last year (April
’94), I would like to share three
letters I received concerning the

ongoing discussion (controversy?) over plas-
tic timpani heads:

Dear Brian,
I am also getting very disenchanted with

the quality of plastic heads these days. I’m
always having trouble finding a good 35"
plastic head (I have a large 32" drum); the
heads that [manufacturer’s name omitted]
puts out usually contain a lot of wrinkles due
to a bad “tuck” at the factory. It’s too bad that
orchestra timpanists are in the minority. I
think if more of us complained and sent back
unacceptable heads (as I often do), perhaps
they will get the message.

John Tafoya, Timpanist
Florida Philharmonic Orchestra

Dear Brian,
I have to admit that this recent shipment

of heads from [manufacturer’s name omit-
ted] is all right so far! I say this because last
year (for the very first time) I had a very poor
set of quality timpani heads. There are two
reasons for my saying this: The heads were so
difficult to get in tune on the very first try
when placing a new head on the drum; and
the heads would come apart or unglued from
the metal hoop! This would happen about 45
minutes to an hour after putting them on.
And what an awful loud noise it made when
it happened! Was it quality control at the
factory or what? That was last year. This
year has been okay—so far. Now, you watch.
After I mail this to you, four or five of those
timpani heads will come unglued. Oh, well…

Eugene Espino, Timpanist
Cincinnati Symphony Orchestra

As space does not permit publication of all
the letters I received, I would like to thank
those of you who took the time to write. Your
responses are important and appreciated.
Incidentally, not a single letter of the twenty-
eight I received was complimentary about
the selection of heads currently available!

Keeping with this subject, I also received
a letter from a local high school band direc-
tor who did not directly complain about tim-
pani heads, but about the timpani them-
selves owned by his school. See if you’ve ever

found yourself in this situation:

Dear Mr. Stotz,
Our set of [manufacturer’s name omitted]

timpani—two of which are about twenty years
old, two of which are two years old—needed
new heads. After obtaining the heads and
installing them on the drums, I could NOT
get them in tune! I followed all the steps
necessary, and even used a head leveling
gauge, which showed that each tension rod
point on the counterhoop was level. But still,
the drums did not have a clear, focused pitch.
What could be wrong? In their present condi-
tion these timpani are not good for much
more than bookshelves! It is amazing to me
that the two relatively new instruments would
be sold in this condition.

Terry Taylor
Spencerport Central School

This is a problem I encounter quite of-
ten, and it is not just unique to older
timpani. Sometimes the problem is with
the new head, but usually the difficulty
is with a counterhoop that is not com-
pletely flat. Imagine trying to get a head
in tune when the counterhoop either rises
above or dips below in between the ten-
sion rod brackets! lt is impossible. The
only corrective measure is to replace the
counterhoop. Trying to flatten it is like
fighting an octopus: It works once in a
while, but usually when you flatten it at
one spot, it will then rise up or dip at
another. Believe me, I’ve tried! And unfor-
tunately, most school districts cannot af-
ford to replace their hoops, which can cost
as much as $400 each. So the timpani fre-
quently remain in their sorry state.

As these concerns seem to be ongoing, I
urge you to keep those letters and phone
calls coming. I will publish as many as pos-
sible. I think your suggestions should also go
to the timpani head and instrument manu-
facturers themselves. As a business owner
myself, I know I could never stay in business
by performing shoddy workmanship. So if
enough percussionists vent their frustrations,
in the form of constructive criticism, some-
thing good may come of it. PN

PN Repair Editor Brian Stotz can be reached
at 22 Jemison Road, Rochester, NY 14623-2014;
phone (716) 436-7630 or fax (716) 436-7640.

Timpani Repair and Discussion Forum
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D’Cuckoo
By Clyde Campbell

sampled the acoustic marimba sounds and
went electronic. Now we carry around 2,000
pounds of equipment for our electronic ma-
rimba ensemble.” Traditional percussion in-
struments are still found on stage—congas,
doumbeks and floor toms along with claves,
tambourines, gankogui and cowbells.

When Bean and Candice went to the
1987 winter NAMM show, seeing the
Simmons and Kat displays inspired them to
build their own MIDI controllers. Everyone
told them they were crazy, hence the name
D’Cuckoo. Along with two-octave marimbas,
they also made a sixteen-pad drum control-
ler (nicknamed “the turtle” due to its
shape). Today, the MIDI output of the
turtles and marimbas control a bank of
samplers and synthesizers. The samplers
are loaded with D’Cuckoo’s own custom-
made sounds.

Candice believes that timbre is every-
thing (next to rhythm), so sound design is
at the heart of the group’s identity. Sound
samples are first recorded into a DAT ma-
chine. Next, the samples are transferred to
a Macintosh IIci via Pro Tools software and
OSC’s program, Deck. The samples are
tweaked and processed with Alchemy and
Sound Designer software and the Lexicon
PCM 80 digital effect box. The new sounds
are transferred to EMU’s Emax II and EIII
samplers for performance. D’Cuckoo also
uses the Macintosh to run Pro 4 and Metro
to compose and arrange music for their re-
cording projects.

D’Cuckoo’s live performances feature

M ANY MUSICIANS USE
electronic percussion and
MIDI as a compositional
tool, as I do. After all, it’s

great to be able to play a song with all the
parts and not have to wait for a band re-
hearsal. Plus, if you want to experiment,
you can edit any part until it sounds just
right, and even print out a score. A MIDI
setup is also valuable for “Music Minus One”
practice. Just mute your part and play along
with “virtual musicians.” An electronic
drumkit is perfect for apartment dwellers
who like to practice any time—day or night.
Put on the headphones and paradiddle away.
Then just haul that kit to your gig, plug into
the sound system and you’re ready to rock.

I recently had a chance to interview a
Bay Area quartet that does all this and
more with electronic percussion. In fact,
they have built many of their own elec-
tronic instruments. They call themselves
D’Cuckoo, and their four members are:

Candice Pacheco, who is known as the
“duchess of tweak” and who holds a degree
in music composition from Sonoma State
University in Northern California. While
there, she helped develop the Electronic
Music Department and Music Theory pro-
gram. She has played in gamelan, West-
African ensembles and Bay Area pop bands.

Tina Blaine (“Bean”) spent two years
studying with master drummers in Africa
and Asia. She was an engineering student
at the University of Michigan and has clas-
sical training in piano and woodwinds.
Bean was recently featured in an AKG mi-
crophone ad.

Jennifer Hruska has a music degree
from the University of Illinois. She also
works as a sound-design engineer for
Kurzweil Music systems participating in
the design of the K2000. Before joining
D’Cuckoo, Jennifer performed and recorded
with bands in the Boston area.

Janelle Burdell is a graduate of
Duquesne University. She developed an in-
terest in Polynesian music and has per-
formed with groups from Hawaii, Tahiti,
and Samoa. Janelle is on the faculty at
Carnegie-Mellon University.

D’Cuckoo started life as the San Fran-
cisco Underground Marimba Ensemble in
1984. They built Shona marimbas, which
fueled their spirit of creativity. “They were
huge,” Bean says. “Candice had to stand on
a box to play them. They were very heavy
and awkward to carry around. So we

large video monitors or rear projection
screens on stage. MIDI and audio are used
to control real-time computer graphics, all
generated by Silicon Graphics’ Indy II or
the occasional Macintosh. D’Cuckoo has
“RiGBy,” a computer-generated character,
join them for conversation with the band
and audience in real-time. Ron Fischer is
the virtual puppeteer while Linda Jacobson
is RiGBy’s virtual voice.

The group also uses the computer as a
promotional and information tool for fans.
If you have an Internet connection, you can
be added to the mailing list for up-
coming gigs and receive other informa-
tion about the group. Their address is:
duckoo@well.com. They also have a page on
the World Wide Web that features photos
and sound clips from their albums. Try it at
h t t p : / / w w w. w e l l . c o m / w w w. t c i r c u s /
Dcuckoo/index.html if you have a web
browsing program.

What sets D’Cuckoo apart from many
bands is their desire for interactive partici-
pation with the audience. The band invites
the audience to bring drums and play along
with the performance. Arthur Hull often at-
tends their concerts and leads a drum
circle. Ava Miller, a West African Dance spe-
cialist, inspires all to join in and dance.
Terrie Wright invites the audience to join
D’Cuckoo onstage to sing “call and re-
sponse” vocals. D’Cuckoo has also invented
the “MidiBall”—a five-foot, clear beach ball
filled with helium, a MIDI trigger and a ra-
dio transmitter. As the ball is thrown into
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The “MidiBall” delights audiences whenever D’Cuckoo performs
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the crowd and the audience bats it around,
different triggered sounds are played over
the band’s sound system.

Other electronic musicians are invited to
appear at D’Cuckoo’s shows. I recently saw
Dean Jacob’s “CyberHype Claves” that fea-
ture internal triggers. The claves were con-
nected to an Alesis D4 and a Yamaha sound
module, and all units were controlled by a
librarian program on a computer. The
sounds were triggered by shaking each
clave. After a short demonstration, the au-
dience was invited to play the claves as
well. D’Cuckoo has been talking with Rob-
ert Moog about incorporating his MIDI
Therimin into their live interactive shows.

D’Cuckoo plans a return to their musical
roots. Candice told me that she has filled
several tapes with Shona marimba
samples, which will form the nucleus of
their next recording project. If you are even
remotely interested in what can be done
with electronic percussion, then you need to
give a listen to D’Cuckoo. D’Cuckoo’s latest
release is UMOJA on RGB records. PN

Clyde Campbell is a member of the WPN Committee and performs
with Echo Beach—a percussion ensemble led by fellow WPN’er Blair
Helsing. He has studied percussion at several California colleges
and performed with Chalo Eduardo’s  Escola Nova De Samba.
Campbell  works as a Telecommunications Manager for  the
Governor ’s Office of Emergency Services in California.

HOW TO REACH PAS FAST:
405-353-1455/phone
405-353-1456/fax
or through WPN as follows:

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

then (W)rite a message from the Electronic Mail menu
4 Address your message to Percussive Arts Society
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During PASIC ’94 in Atlanta, Evelyn
Glennie’s husband, Greg Malcangi, offered
to make Evelyn’s music database available
to PAS members through the World Percus-
sion Network. To find out more details, PN
Associate Editor Norm Weinberg conducted
the following interview with Malcangi.

Norm Weinberg: What sort of materi-
als are contained in Evelyn’s database?

Greg Malcangi: Evelyn has been
steadily collecting pieces of percussion
music since her student days. Because of
the large number of works, we were
starting to encounter some problems.
Concert organizers and TV and radio sta-
tions were asking Evelyn to play pieces of
music that would fit into their time slot,
or with their chamber orchestra, or be
suitable for their particular audience.
Unlike the piano or violin, the organizers
were not knowledgeable about the per-
cussion repertoire and required a list
from which to make a selection. Sifting
though 1,800 pieces every time a list was
required was obviously not practical, so
Evelyn commissioned me to write a com-
puter program which could carry out the
task a little quicker. This was the origin
of the Evelyn Glennie Music Library
(EGML).

During the programming, the scope
widened so that stored along with each
piece was just about all the information
that was or could be available. So, in ad-
dition to the information sent to the orga-
nizer, the EGML also contains
information about the history of the
piece, the program notes, the biography
of the composer, and it will even list any
recordings of the piece Evelyn may own.
There are also programmed links to the
Address Database to look up the
publisher’s and composer’s address.

Although the facility exists for all this
information to be stored, in some cases
this additional information is not in-
cluded on the score and Evelyn has no
contact with the composer, so this addi-
tional information is therefore not in-
cluded in the EGML. So far, all the
pieces—solo percussion, percussion en-
semble, and study books—have been en-
tered and the number of program notes
and biographies entered is growing, but

it will be a little while before all the in-
formation we have will be stored.

It occurred to me during the program-
ming that with a little extra work, the in-
formation could be output in a format
that would enable it to be very useful to
other percussionists through the WPN.
For reasons outlined later, Evelyn was
very enthusiastic.

Weinberg: Since the EGML database is
always growing and is constantly “under
construction,” how are you going to make
the information available to WPN users?
How often is the database updated?

Malcangi: Evelyn receives between 150
and 200 scores a year, collected when
abroad, sent to her by composers, or com-
missioned by Evelyn herself. As soon as
she returns home she enters them in the
EGML. Access to this information could
not be simpler for WPN members. Send a
public message to Evelyn Glennie in the
Music forum, asking for a list of pieces
that match your requirements.

Weinberg: Let’s say that I call the WPN
with a repertoire question. What type of
specific information can I expect to receive?

Malcangi: Here is an example of a reply to
a question already asked on the WPN by
Tim Tull, about music for percussion and
harp (see sidebar below and on page 72).

Although this is not the full list of
matching pieces, it is the type of output
you can expect to see. It may be that

“Waterlight” takes your fancy—in which
case you could send us another message
asking for further information. If we
have it, we can give you the commission-
ing/premiere history of the piece, the pro-
gram notes, the composer ’s biography,
and any recordings that we know of. It is
important to be as specific as possible
when making requests. For example, ask-
ing for unaccompanied recital pieces pro-
duces a list containing 686 pieces!
Including a minimum and maximum du-
ration will also cut the list down to a
more manageable size.

Weinberg: Can you describe the “classifi-
cation” system? Is it a ranking of diffi-
culty or of style?

Malcangi: When designing the database,
Evelyn and I discussed a classification
system at great length. The problem as I
saw it, with a ranking of difficulty, is
Evelyn’s objectivity. Evelyn measures
technical difficulty in terms of her ability
to communicate the music. The physical
difficulty is irrelevant. We decided, there-
fore, that “style” would be more informa-
tive. It is, of course, still a subjective deci-
sion made by Evelyn and is split into six
levels: Light 1, 2 and 3, and Contemporary
1, 2 and 3, running in listening difficulty
from Light 1 to Contemporary 3.

The other area that might need some
clarification is the “Soloist’s Instruments”
category. It proved impractical to indi-
vidually list all the instruments for

The Evelyn Glennie Music Library:
     An Interview with Greg Malcangi

By Norm Weinberg

The Evelyn Glennie Music Library—Search by Accompaniment
The following shows how the information for each listing is formatted and which search
criteria have been specified.

Harp
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multi-percussion pieces. They are, there-
fore, divided into three categories: Multi-
tuned (only tuned percussion; e.g., a piece
for marimba, vibes and glock), Multi-
Untuned (only untuned percussion; e.g., a
piece for drumkit, tam tams and log drum),
and Multi-both (all of the above).

Weinberg: What about compositions that
are currently in manuscript? Is there any
way to get information about ordering
manuscript copies from the composer?

Malcangi: As you can see from the ex-
ample, the composer’s name and publisher
is given. If no publisher’s name is given, ei-
ther the information was not printed on
the score or more likely the piece isn’t pub-
lished. If the latter is the case, then send
us a message and we will search our Ad-
dress Database for the composer’s details.

Weinberg: Once a repertoire search is re-
quested, how soon might a PAS member
expect an answer from you?

Malcangi: We will immediately process any
requests and reply by return E-mail. The vast
majority of requests would therefore be an-
swered within forty-eight hours. Dependant
on the timing, you may well receive a reply
the same day you sent the request!

Weinberg: Since you live in the U.K., won’t
your phone charges cost you a fortune?

Malcangi: Our first year on the WPN cost
us about $800 in phone charges! Then, the
WPN was moved to Lawton and Version 2
was introduced. Of particular use to us in
the new version is the QWK mail feature.
QWK will search through all the areas on
the WPN we have specified and collect all
the new messages in those areas (including
our private mail), since the last time we
connected. QWK will create a “packet” of
all these messages and send this packet to
us in a matter of seconds. I then disconnect
from the WPN and use a program (ob-
tained from the WPN) to read messages,
reply to messages or create new messages.
When I’ve finished, the program creates
another packet, so I reconnect, send this
reply packet to the WPN and disconnect
again. The WPN then sorts my new packet
and automatically sends these new mes-
sages to the right people in the right areas.
On average, for both connections, I total
about two to three minutes of phone
charges. Instead of once a week, we now
connect to the WPN two or three times a
week. I can afford to carefully consider and
send longer replies and still reduce our
WPN phone charges by more than 75%!

The Evelyn Glennie Music Library—Search by Composer
The following shows how the information for each listing is formatted and which search
criteria have been specified.

Rosauro, Ney
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Weinberg: This database must have
taken a great deal of time and effort to
prepare, and you and Evelyn have been
very generous with sharing this informa-
tion with the general PAS membership.
Do you think that offering your database
will have an effect on others who may
have information to share on the World
Percussion Network?

Malcangi: The programming of the EGML
took about a month; it took Evelyn a fur-
ther four months to enter all her pieces. I
expect all the program notes and compos-
ers biographies to be entered by summer,
and Evelyn’s collection of over 1,000 per-
cussion recordings to be entered by winter.
I should mention at this stage that the
EGML was not designed to be a compre-
hensive database of all percussion music. A
piece will not be entered in the EGML if we
only know of its existence; Evelyn must ac-
tually own a score.

By joining the PAS and attending
PASIC, Evelyn gained knowledge and ex-
perience unavailable to her contemporar-
ies. She has no doubt that this has
contributed to her current success. Serv-
ing on the Board of Directors for the PAS
and participating in the WPN are two
ways of giving something back. In recent
years percussion has come more and
more to the fore and competition for stu-
dents, teachers and professionals contin-
ues to increase. Finding repertoire that
suits the musicality of a particular per-
cussionist will delight examiners and au-
diences alike. The WPN is now able to
help in this area of information.

Information isn’t just the “in” word for
the ’90s; it can give you a serious advan-
tage over the competition. Want to know
what the examiners are looking for? Ask
one on the WPN. Want to know how to
encourage a gifted or difficult student?
Join the Methods Forum on the WPN.
Want to get into electronic percussion?
Get expert advice in the MIDI Forum.
Searching for that sound in the recording
studio? Looking for used or new product
information? Is marching band your
area? Evelyn and I see the WPN as being
the foremost center of information ex-
change for percussionists in all parts of
the world and one of the most important
aspects of the PAS.

Many PAS members will have read ar-
ticles about the WPN and thought,
“That’s a good idea. Maybe one day when
I can afford it I’ll buy a modem and join
the WPN.” The question is, can you af-
ford not to join? PN
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B ETWEEN 1834 AND 1837, POLISH
virtuoso Michal Józef Guzikow
performed throughout eastern
and western Europe on his primi-

tive xylophone, and both the instrument it-
self and Guzikow’s virtuosity caught the at-
tention and admiration of musicians and lay-
men wherever he performed. Several famous
composers recognized him as a genuine artist
of unsurpassed musicianship; the royalty and
aristocracy of Europe sought him for their pri-
vate entertainment; and audiences of all classes
would stamp their feet and shout cries of ap-
proval in response to his performances.

Despite Guzikow’s popular success and
the increasing interest in the xylophone by
serious practicing musicians, “academic”
music criticism found the xylophone easy to
overlook. At the turn of the twentieth cen-
tury, Ebenezer Prout, in his two-volume
work on orchestration, wrote that the xylo-
phone is “so seldom employed in the
orchestra…that it need not detain us.”1

Thus, Guzikow did not revolutionize the
musical world overnight, but his use of the
instrument laid a foundation for the emer-
gence of the xylophone as the heart of the
keyboard percussion family.

Michal Józef Guzikow was born on Sep-
tember 2, 1806 in Szklow, Poland, an area
now known as Belorussia. He was born into
a poor Jewish family, with several genera-
tions of musicians in the family line. His fa-
ther earned a living as a flutist and violinist
by playing for marriages and other festivities;
his repertoire included folk and religious
melodies popular in the region. Although his
talent afforded continual employment, in or-
der to make a profit the elder Guzikow was
required to travel during a typical week from
city to city. At week’s end he would return
home to his family in time to celebrate the
Sabbath, as the center of their family life was
their Jewish faith.

Young Guzikow developed an extraordi-
nary love of music, and his father, pleased
to see in him this inclination, taught his
son to play the flute.2 He made astonishing
progress as he learned Hebraic melodies
passed down through generations and
taught by rote, as well as Polish and Rus-
sian melodies. Guzikow continued to make
great progress as a popular musician in this
region. He frequently accompanied his fa-
ther to Moscow and other cities to assist
him in earning their spare existence.

By age thirteen his devotion toward his
instrument was such that it troubled him
to have to lay down his flute for the
twenty-four hours of Sabbath. His neigh-
bors, who coveted their nightly rest in or-
der to begin their early morning occupa-
tions, complained about Guzikow’s
late-night practicing. Michal Józef and his
father continued to tour, and eventually
Michal Józef ’s older brother made signifi-
cant progress on the violin and joined
them on these tours. They aroused much
attention in Moscow, which resulted in
more invitations and contracts, including
a performance before Emperor Nikolai I.3

In 1831, Michal Józef contracted a lung
disease from which he never completely re-
covered. The weakness and sensitivity of
his lungs prohibited his playing the flute,
leaving him with no means of support for
his wife and two children. Since music was
a passion with Guzikow and not merely an
occupation, he chose to look for an alterna-
tive to a wind-blown instrument. The option
he chose was a simple, rough instrument
common among the Russians, Kossacks,
Tartars, Poles, Lithuanians and especially
the mountain people of the Carpathian and
Ural Mountains. In those areas the wooden
keyboard instrument struck with spoon-
shaped hammers was known as Jerova i
Salamo, an instrument of the same stature
as the harmonica in the United States to-
day. On nice days the young people gath-
ered to dance the mazurka to the tones of
this humble instrument, while older people
watched and drank vodka. Several of these
wooden instruments were brought together
and melodies exchanged, or played in uni-
son to give strength to their weak sound.
Guzikow had casually become familiar with
the techniques of playing this instrument
and had participated many times in such
gatherings. His attitude toward the instru-
ment is best revealed in the following quo-
tation from Schlesinger’s biography:

It was to me that the playing of this in-
strument was not unpleasant because
of the soft tones which I loved so
much… but it caused me some concern
that one could accomplish so very little
on this instrument because of its sim-
plicity, and I paid little attention [prac-
tice] to it. At that time my entire heart
was given over to my beloved flute and
she was to me a most faithful and

pleasant companion. To make music in
that manner I produced only on special
demand where it was customary, such
as marriage celebrations or other
feasts. And even then I did it with
great hesitance and it was to me as if I
were being unfaithful to that gentle be-
loved [flute] and was thereby wasting
time which I could be using for further
study [of the flute]. But fate had de-
cided matters differently.4

Guzikow’s use of the instrument was pre-
viously restricted to improvising at the
Purim celebrations. It was nothing more
than an instrument for fun, but because of
his illness and its effect on his abilities, he
looked upon this early xylophone as his only
hope for survival as a musician and as a
breadwinner. Hence, with dedication and
assertiveness that had become particularly
characteristic, he practiced tirelessly to-
ward mastering and expanding the poten-
tial of the instrument.

Guzikow’s efforts, however, were limited by
the instrument’s primitive nature. Both tone
and construction of the instrument had to be
improved for Guzikow’s high aspirations. At
first he increased the number of bars, sharp-
ened them somewhat to add resonance, and
rearranged them in a much more systematic
order. He then bound them with ribbons and
laid them on bundles of straw. The benefits of
these alterations did much to enhance his
reputation. Sigmund Schlesinger describes
these results this way:

And so through tirelessness and deter-
mined industriousness, Guzikow ad-
vanced to an ever-greater fulfillment,
and he began to arouse in his narrow
circle, genuine attention. At first he
caused this among the farmers and
peasants of the surrounding area who
came in great crowds as frequently as
they heard that Guzikow was playing.
And they did not spare any kopeks.
And so spread the rumor of this ex-
traordinary performer. It made its way
to Moscow and gave much pleasure to
a lively segment of the population.5

Schlesinger reports that at this time, in
1834, Guzikow’s first wife had died and he
had remarried. Through the encouragement
given him by his new wife, a few connois-
seurs and his numerous friends, he decided
to make a trip to Kiev to perform for a more
learned community of musicians. This was

Michal Józef Guzikow: Nineteenth-Century Xylophonist,
Part I

By John Stephen Beckford
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to be the commencement of a three-year
tour of eastern and western Europe—one
that would allow curiosity to draw attention
to his instrument and that would solidify
his role as a virtuoso.

Guzikow traveled extensively throughout
eastern and western Europe on a tour that
placed him in the most prestigious perfor-
mance halls on that continent. During the
three years of this tour, from 1834 to 1837,
Guzikow’s reputation as a humble Jew with
a curious instrument became that of a well-
known and popular virtuoso whose pres-
ence was sought by royalty. His perfor-
mances drew throngs of people who would
forever be impressed by this pale, gentle
man and his amazing music.

Leaving Szklow in July, 1834 Guzikow
traveled south to Kiev with four of his rela-
tives.6 Upon arrival, Guzikow learned that
Karol Lipinski, the famous violinist, had
preceded him with concerts and was still in
Kiev. Although Guzikow was confident of
his own performance skills and had person-
ally received great applause and encourage-
ment, the prospect of appearing after this
virtuoso, whose abilities are said to have ri-
valed those of Paganini, made the young
Guzikow quite nervous.7 However, after one
of Guzikow’s performances, it was Lipinski
who put his hand on his shoulder and said,
“Truly, Guzikow, I am amazed! You are a
greater artist than I. I only used the means
which stood at my disposal; you created for
yourself new means.”8 As well as expressing
his recognition of Guzikow’s skill, Lipinski
seemed to say that Guzikow had created a
viable instrument of his own.

Audiences in Kiev shared Lipinski’s en-
thusiasm for this artist. The warm recep-
tion from Kiev and the praise from an al-
ready accepted virtuoso encouraged
Guzikow to work tirelessly, to practice long
hours day and night.9 These efforts toward
self improvement caused a relapse of his
worsening respiratory condition, and conse-
quently he was compelled to rest several
months in Kiev. Later in 1834, when he had
regained his strength, Guzikow continued his
journey southward to the port city of Odessa
on the Black Sea. Guzikow appeared several
times at the Italian Theatre in Odessa
“amidst monstrous throngs of people.”10

Count Waranzow, a generous patron of
aspiring talent, recognized the genius in
Guzikow and invited him to reside at his

palace. Guzikow’s great appreciation for the
Count’s gesture seems apparent with these
words quoted by Schlesinger: “That was a
gentleman, a protector of the arts like one
seldom finds. I was a stranger, homeless in
Odessa, and he took me immediately to his
house and treated me as his own son, and
even paid me five-hundred Polish guldens
for one concert.”11

Guzikow remained with the Count for
several months perfecting his art and in-
creasing his financial position with several
concerts. During this time, according to
Francois Fétis in Biographie Universelle des
Musiciens, Alphonse Marie Louis de Prat de
Lamartine, the French poet, and Johann
Michaud, the historian, praised and urged
him to come to Paris. Also while in Odessa,
Guzikow received an invitation from Cap-
tain Charles Gray of the English flotilla on
the Black Sea to travel to the small nearby
town of Mickalazew.12 Captain Gray himself
was a prolific songwriter who sustained his
interest in music by writing while at sea.13

Gray later requested that the gifted xylo-
phonist, by whose talent he was over-
whelmed, accompany him to London, where
Guzikow would be assured of substantial
rewards. Guzikow agreed to this plan; how-
ever, he reaffirmed his original decision to
visit Vienna first.14 Unfortunately, Guzikow
was never to reach London or any of the
British Isles.

Encouraged by the positive response in
Odessa and pleased with his improved fi-
nancial status, Guzikow left Odessa in late
1834 to play for audiences throughout Po-
land en route to the city renowned for its
musical legends, Vienna. He stopped in sev-
eral smaller cities and eventually arrived in
Lemberg (now known as Lvov) in January,
1835. Here, amid enthusiastic receptions,
he gave three concerts in the Reduckonsal
(Redout Hall). That Guzikow was a social
success as well as a welcomed artist is indi-
cated by the evidence of his having been the
honored guest at several private functions.
In Krakow by May of 1835, he was received
with great dignity, played several times in
the theater there, and was held in the high-
est esteem.15

Guzikow traveled directly to Vienna from
Krakow and arrived there in the summer of
1835.16 His performances in this city of a
musically educated population were ex-
pected to demonstrate and test his artistic

worth. However, since he arrived in the
summer months when most of the nobility
were vacationing at their summer palaces,
musical activity and attendance at his
events were minimal. It is no surprise then,
as Schlesinger reports, that Guzikow’s first
concerts in the Hall for the Society of Music
Friends were sparsely attended. His respi-
ratory illness recurred at this time and he
was forced to postpone his performances
until he had recuperated.17 In the mean-
time, however, the theater newspaper
printed an article by Moritz Gottlieb
Saphir, an influential Austrian journalist,
in support of Guzikow.18

With the persuasive comments by Saphir,
Guzikow’s future concerts were received
more favorably. He played for the upper
class of Viennese society with a concert in
Hietzing, two in Spa Baden, and twelve per-
formances at the Theatre in der Josefstadt,
an indisputable measure of this artist’s tri-
umph of public opinion. But his success did
not end here; he amassed honors and
awards from the nobility. In one private
performance for the Austrian Emperor
Franz II, Guzikow played before Kaiser
Tutichef, the Russian ambassador to
Vienna, and Prince Klemens von
Metternich, chancellor of state. This par-
ticular performance initiated the continued
patronage of Prince von Metternich while
Guzikow was in Vienna. Prince von
Metternich at this time was considered to be
the highest patron of the arts in the city; his
support guaranteed wealth and performance
engagements before the nobility and their
retinue. To ensure Guzikow’s success follow-
ing his departure from Vienna, Prince von
Metternich drafted a document that praised
and verified the musician’s talent. This writ-
ten endorsement was then carried by
Guzikow and presented to any concert man-
ager who was doubtful of Guzikow’s talent.19

Leaving Vienna bolstered by this en-
dorsement and the victory of success,
Guzikow traveled northward to perform in
Prague, Leipzig and Berlin, then farther
west to Frankfurt, with stops in some
smaller German cities as well. Repeatedly
he won the favor of these audiences and
was admired by many prominent musi-
cians. Mendelssohn considered him “quite a
phenomenon…inferior to no virtuoso in the
world, both in execution and facility.” 20

Chopin, Liszt and Meyerbeer also consid-
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ered Guzikow “an artist in every meaning
of the word.”21 While en route to Paris, he
played for King Leopold I of Belgium and
was presented a valuable diamond ring. 22

Paris marked the climax of his European
tour in late 1836 and early 1837. There he
became the greatest sensation of the season
during a time when the Paris stages were
full of great artists such as Chopin,
Paganini, Liszt and many others. His ap-
pearances included performances in the
royal apartments in the Tuileries, the
Comique Opera, the Pleyel family’s salon,
and a four-year contract with the Theatre
Royal de St. Charles a Naples.23 In Decem-
ber, 1836, announcements and reviews of
his concerts were appearing in the principal
music periodical of Paris, Revue et Gazette
Musicale de Paris.

According to the French composer
Georges Kastner, who was acquainted with
Guzikow and wrote reviews and a biogra-
phy of him, Guzikow was still in the com-
pany of four companions, one of whom was
his oldest brother, who played the violin
and sometimes accompanied him. Guzikow
was also known to share his programs with
some of Paris’ most popular artists. On sev-
eral occasions he was on programs with
Frederich Kalkbrenner, the French pianist
who rivaled Chopin’s popularity in Paris;
Sebastian Lee, the German cellist; and a fa-
mous French piano teacher and composer,
Pierre-Joseph-Guillaume Zimmerman.24

Guzikow’s health never improved from
the relapse of 1835, and a number of ac-
counts of his concerts indicate that his pale
face and weak condition were obvious to
those in attendance. His condition wors-
ened and, as a result, Guzikow decided to
travel back to his homeland. Kastner sug-
gests that even in December of 1836, in the
midst of his meteoric rise to fame in Paris,
Guzikow longed to return to his wife and
children.25 During his return, a long and
painful relapse kept him in Brussels for
four months.26 At the same time, news con-
cerning the loss of one of his instruments
was reported in the June 25, 1837 issue of
Revue et Gazette Musicale de Paris.27

In October, 1837, Guzikow recovered to
the extent that he could resume his journey
back to Poland. While in Aix-la-Chapelle
(now known as Aachen) he agreed to give a
concert despite his weakened condition. Un-
doubtedly this gesture was too demanding
for the sickly musician, and he died a few
days later on October 21, 1837 in Aix-la-
Chapelle. Only thirty-one years old,

Guzikow probably died of tuberculosis, a
common disease of the time and one whose
symptoms Schlesinger seems to describe
when he mentions Guzikow’s ailment.28 The
newspaper Revue et Gazette Musicale de
Paris, which so embraced his performances
in Paris, was first to announce his death:

Guzikow, inventor of the odd instru-
ment which he had named holz und
stroh and with which he obtained such
extraordinary results, just died of lung
disease—maybe combined with the sor-
row caused by the loss of his instru-
ment… The unfortunate artist died at
Aix-la-Chapelle, at the age of 32 [sic].
He will be missed by all those who ap-
preciated his musical genius, his kind-
ness and disposition.29

In spite of Guzikow’s short life, no other
musician had ever succeeded in emancipat-
ing the xylophone from its role as a simple
folk instrument; Guzikow heightened re-
spect for the instrument as a result of his
astonishing performances throughout the
concert halls of Europe.

Part two of “Michal Józef Guzikow: Nine-
teenth-Century Xylophonist”, which will docu-
ment Guzikow’s instrument and repertoire, will
appear in the next issue of Percussive Notes.
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of Percussion Instruments” and con-
tains 47 black-and-white photo-
graphs on 30 pages with descriptive
captions. The photographs—superb
in quality—are credited to Laurie
Beck Tarver (John Beck’s daughter).
The third section contains 28 articles
by scholars such as Alfons Grieder,
John K. Galm, Harrison Powley,
Michael W. Udow, Andrew Spencer
and Steven Schick, to name a few.
Appendix A includes selections from
Morris Alan Lang and Larry Spivak’s
The Dictionary of Percussion Terms;
Appendix B includes a table of per-
cussion instruments and terms in
English, French, German and Italian
contributed by Amy White; Appendix
C is a contribution by James Strain
of “Published Writings on Methods
for Percussion.”

Of particular interest are the su-
perb articles on a variety of topics
from drumset to cymbals to Basel
drum to xylophone. Beck states in his
preface: “The expertise of the con-
tributors has been used to produce a
wide-ranging list of percussion
topics…This encyclopedia is, we
hope, the most definitive source of
percussion information available.”

Every college/university percus-
sion library—or, for that matter, pub-
lic library—should own this
encyclopedia. Additionally, this is an
excellent starting point in percussion
for the non-musician scholar. Ency-
clopedia of Percussion, edited by
John H. Beck (past-president of the
Percussive Arts Society and percus-
sion professor at the Eastman School
of Music), is a valuable addition to
percussion reference textbooks, and
it is done in a first-rate quality—syn-
onymous with Beck. Congratulations
to Mr. Beck and to all who contrib-
uted to its content.

—Jim Lambert

Guide to Vintage Drums
John Aldridge
$24.95
Centerstream Publishing
P.O. Box 5450
Fullerton CA 92365
Do you have a lot of old drums or
cymbals lying around the house? Be-
fore you drill new holes in a shell to
replace that clunky old tom-tom
holder, or before you sell your old
drums or cymbals that you never use,
get a copy of Guide to Vintage Drums
by John Aldridge. This wonderful vol-
ume contains a wealth of information

that will be of interest to the serious
collector as well as to the performer
who wants to know the value of that
old drum or cymbal out in the garage.

The first chapter, “The Evolution
of the Drumset,” is an extremely in-
teresting overview of the history of
the instrument, complete with photos
and patents of some of the earliest
drumset components. Chapter two
deals with cymbal makers and at-
tempts to unravel the evolution of the
Zildjian family from its beginnings in
about 1623 to the present.

Chapters three and four are the
real meat of the book and discuss the
history of American drum companies
and the most collectable drums, re-
spectively. These chapters are fasci-
nating and full of useful information
and amazing photos. Advice on look-
ing for vintage drums is provided in
chapter five. All of the various outlets
are discussed including want ads,
pawn shops, flea markets, etc. The
chapter concludes with a list of vin-
tage drum dealers and their ad-
dresses and phone numbers. Chapter
six, “Restoring without Destroying,”
should be required reading for all
percussionists. I only wish I had read
it before I drilled two holes in my
Gretsch Broadcaster snare drum
with Rocket lugs and put a modern
snare strainer on it. (But that was
ten years ago when I was still young
and foolish.) The book concludes with
a Photo Appendix that includes more
excellent pictures of popular vintage
drums.

Whether you are a collector of vin-
tage drums or just a drummer with
an interest in the history of your in-
strument, Guide to Vintage Drums
will be both a valuable resource and
a very interesting read.

—Tom Morgan

Rhythms and Techniques for Latin
Timbales

Victor Rendon
$12.00
LP Percussion Group
160 Belmont Ave.
Garfield NJ 07026
Here is a clear and well-organized in-
struction book for Latin timbale play-
ing written by Victor Rendon, an
instructor at the Harbor Performing
Arts Center in New York. This book
introduces the basics of Afro-Cuban
timbale techniques starting from the
very beginning, providing a short his-
torical background as well as dealing

with such things as the position of
the timbales (which drum goes on
which side) and the selection of
sticks.

The author has devised a unique
system to notate the various sounds
possible. An interesting quirk in-
volves the use of a sharp sign to de-
note a “muffled tone played on large
drum while left hand is resting on
the head” and a natural sign to can-
cel the sharp sign. The same effect
might have been more easily notated
by simply using a dot over the
muffled notes. Even so, the overall
notation system is very clear.

Beginning with the Abanico, “a
roll used to lead the band into the
next section of a tune,” the author
discusses and provides exercises for
an array of Latin timbale rhythms
including the Bomba, Bolero, Cha
Cha, Danzon and many others. Each
chapter includes a brief history of the
rhythmic pattern and often the name
of timbale players who invented or
made use of the beat. In a chapter
called “Clave Independence Exer-
cise,” the author provides exercises
designed to develop independence be-
tween the hands. These exercises
could easily be applied to the
drumset as well.

While many important timbale
players and groups are mentioned, a
listing of specific recordings would
have made an excellent addition to
the book. Regardless, Rhythms and
Techniques for Latin Timbales is an
excellent and much-needed overview
of timbale techniques and styles, and
fills a gap in the instructional materi-
als available for timbales.

—Tom Morgan

Range Finder for the Percussion
Seeker

Emil Richards
$10.00
UnderDog Publishing
4329 Clybourn Ave.
North Hollywood CA 91602
Range Finder for the Percussion
Seeker is a 40-page book that lists
650 percussion instruments and their
ranges. This is an updated version of
Richards’ 1977 book. It is organized
into chromatic percussion, tonal per-
cussion and non-distinct pitched per-
cussion, which covers all percussion
instruments not listed in the chro-
matic or tonal percussion section.
The instruments listed in chromatic
and tonal percussion are briefly de-

Selected Reviews of New Percussion Literature and Recordings

Publishers and composers are invited
to submit materials to Percussive
Notes to be considered for review.
Selection of reviewers and the editing
of reviews are the sole responsibility
of the Review Editor of Percussive
Notes. Comments about the works do
not necessarily reflect the opinions of
the Percussive Arts Society. Send two
copies of each submission to: James
Lambert, Percussive Arts Society, P.O.
Box 25, Lawton OK 73502-0025 USA.

PERCUSSION REFERENCE
TEXTS

Drumming: The Forest and the Trees
Martin Bradfield
$12.95
Martin Bradfield
103-D Walnut St.
Pottstown PA 19464
This treatise focuses on the philo-
sophical approach to drumset perfor-
mance. Bradfield stresses the
correlation between drumming and
language, the application of philoso-
phies from other arenas to drum-
ming, the importance of integrating
personal experiences into one’s drum-
ming, and the importance of history
to the development of one’s personal
drumming style. The book contains
very few technical exercises but is
recommended for teachers and ma-
ture players who wish to reflect upon
the nature of drumming.

—Terry O’Mahoney

Encyclopedia of Percussion
Edited by John H. Beck
$75.00
Garland Publishing, Inc.
717 5th Ave., Suite 2500
New York NY 10022-8101
This 436-page, one-volume, hardback
encyclopedia contains three primary
sections and three appendices with
an index. The first section is entitled
“Alphabetical Listing of Percussion
Instruments and Terms” and is a
113-page dictionary in itself. The sec-
ond section is entitled “Illustrations

Difficulty Rating Scale
I-II Elementary

III-IV Intermediate
V-VI Advanced
VI+ Difficult
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scribed and contain a staff with their
range. When appropriate, the coun-
try of origin is listed. The non-dis-
tinct pitched section lists the
instrument and a one-line statement
that includes a description and how
and with what it is to be played.

This book provides a wealth of infor-
mation in a small container. Richards’
unique ability to provide such an abun-
dance of information is a credit to him
and a prize for the reader. It is a must
for the percussion teacher, professional
player and student.

—John Beck

KEYBOARD PERCUSSION

Carnival of Venice Fantasy IV
Linda Maxey
$10.00
Southern Music Co.
1100 Broadway
P.O. Box 329
San Antonio TX 78292
This is an accompanied keyboard
work for the intermediate performer
with an established knowledge of
two- and four-mallet playing. The for-
mal scheme of the piece includes a
theme followed by three variations.
“Theme” is the only four-mallet sec-
tion and utilizes only double vertical
strokes. However, the interval
changes and size of intervals within
the double verticals require interme-
diate to advanced skills.

In addition, Maxey has included a
series of two-mallet preparatory exer-
cises to ease the difficulty of the two-
mallet sections—Variations I, II and
III. The most difficult variation to
master is Variation III, which em-
ploys melodic material within an un-
derlying ostinato creating wide leaps
for the right hand, which must be ad-
dressed in preparatory practice. Car-
nival of Venice Fantasy is a great
addition to any program, graduate
recital or undergraduate recital.

—Lisa Rogers

Vibrasongs IV
Michael J. Millett
$6.00
Theodore Presser Co.
1 Presser Pl.
Bryn Mawr PA 19010
Millett’s seven-and-a-half-minute
work for solo vibraphone is set in four
short movements. Their titles—
“Grave,” “Scherzo,” “Sonorities” and
“Minimal”—generally characterize
them in terms of mood and style. The
movements should present no major

problems for a college-level player
with the exception of the third, which
requires six mallets to play clusters
using intervals of minor seconds and
is particularly difficult for the inflex-
ible three-mallet grip.

—John R. Raush

Frame by Frame V
Charles B. Griffin
$14.95
Morning Sky Publishing
P.O. Box 19021
Minneapolis MN 55419
Frame by Frame is a four-mallet solo
written for the low-A marimba. The
solo opens in common time, but is ca-
denza-like in mood and content. Fol-
lowing this intro, there are several
sections that are ostinato in nature.
All of the common strokes and tech-
niques identified with modern ma-
rimba are required for performance.
The entire range of the marimba is
utilized, and one of the more chal-
lenging features is the spread be-
tween the hands.

The solo is presented on 15 un-
bound pages, which provide the op-
portunity to lay out the solo for
performance. The print is large and
clearly-presented. This is an excel-
lent addition to the serious literature
for marimba.

—George Frock

Ciaccona in d minor
from Partita No. 2 VI

J. S. Bach
Trans. by Rebecca Kite
$18.95
Morning Sky Publishing
P. O. Box 19021
Minneapolis MN 55419
Rebecca Kite’s transcription of J. S.
Bach’s chaccone is a wonderful addi-
tion to four-mallet marimba litera-
ture for the advanced performer. As
usual, there are inherent problems
when transcribing works for ma-
rimba affecting the difficulty level.
However, Kite has been meticulous
in the printing, including Bach’s
phrase markings and performance
instructions, which provide a lot of
groundwork for the performer. This
transcription is written for a 4 1/2-
octave marimba and is printed on
one side of a page to eliminate page
turns. In the preface, Kite suggests
mallet choices and has indicated
some sticking choices that are
based on her mallet choices and
musical considerations.

Technically, this transcription em-
ploys double vertical, single indepen-

dent and single alternating/double
lateral strokes; therefore, the de-
mands on the performer are substan-
tial, but musically satisfying and
worth the effort. I would highly rec-
ommend this transcription, which is
also recorded on Kite’s compact disc
entitled Across Time. Check it out!

—Lisa Rogers

Um Mitternacht VI
Roll Rudin
$18.50
Bote and Bock
Selling agent Theodore Presser Co.
1 Presser Pl.
Bryn Mawr PA 19010-3490
This 13-minute solo for marimba con-
sists of two movements and requires
four mallets. The first movement is
without barlines but tempo markings
are indicated at several sections. No
tempo is faster than quarter note =
72. The second movement is metered
with the 16th note getting the beat.
Tempo markings such as 8/16, 15/16,
21/16, etc., are frequent throughout
and contain accented groupings
within each measure. Tempo is quar-
ter note = 120-132. The closing sec-
tion of the composition is reminiscent
of the opening of the solo in both style
and music. An understanding of the
German language would help to read
some musical statements; however,
the music speaks for itself. Um
Mitternacht is an excellent work for
marimba, certainly not of the main-
stream type yet offering both techni-
cal and musical challenges.

—John Beck

SNARE DRUM

The Reading Drummer I-III
Dave Vose
$8.95
I.A.R.P.
115 North Lowell St.
Methuen MA 01844-2261
Dave Vose, an instructor at the
Berklee School of Music, has penned
a beginning snare drum book with an
“open” approach that contains much
of the information required by the av-
erage junior/senior high school stu-
dent. Beginning with quarter notes
and quarter-note rests, Vose intro-
duces a new concept or rhythmic
figure in each of a series of lessons
followed by a “combination study”
that brings together all of the new
material. Common time signatures
(4/4, 6/8, 3/8), note values (up to 16th-
note triplet subdivisions), basic musi-

cal direction (D. C., repeats, dynam-
ics), mixed meter sections (5/4 to 4/4,
etc.) and some practicing tips are all
included in the etudes. Vose assumes
the teacher will explain the technical
approaches for various strokes (e.g.,
flams, ruffs, rolls) and explain new
rhythmic figures in greater detail.
This is a good fundamental snare
drum manual, particularly geared to
the drummer in a school ensemble,
but useful to all novice “reading
drummers.”

—Terry O’Mahoney

Snare System (20 Etudes) V-VI
Frederic Macarez
$20.95 for Vol I
$23.20 for Vol. II
Alphonse Leduc
175 rue Saint-Honore
75040 Paris Cedex 01
Snare System is a two-volume set of
etudes for the advanced snare drum-
mer. Each volume has ten etudes,
which are graduated in difficulty. The
etudes cover a variety of meters,
tempi, and all of the common tech-
niques common in snare drum perfor-
mance. There are numerous complex
cross-rhythms that are quite chal-
lenging throughout the collection.
The print is clear, and all dynamic
markings and accents are clearly pre-
sented. This is an outstanding collec-
tion, and the etudes are worthy of
performance as solo pieces for ad-
vanced recitals or contests. The col-
lection is worthy of inclusion in every
college curriculum.

—George Frock

TIMPANI

Flaming Forge III
J. Michael Roy
$4.50
Medici Music Press
100 W 24th St.
Owensboro KY 42301
Flaming Forge is a timpani work
for the intermediate to advanced
high school student, which con-
stantly addresses shifting meters
and duple against triple. This solo
is excellent for a student struggling
with keeping the 8th note constant
as he or she moves from one meter
to the next. In addition, Roy em-
ploys timbre changes through the
use of wood and felt ends of the
sticks, which creates variety within
the work. Flaming Forge appears to
be in a simple ABA form, which also
allows for repetition.
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Roy also clearly indicates all ac-
cents, dynamic markings and
stickings. Only three timpani are
needed in order to perform the work
and there are no pitch changes. Roy
also includes a timpani-mallet choice
at the beginning of the work (i.e., me-
dium-hard felt sticks). This is a fine
addition to the timpani repertoire for
the younger student.

—Lisa Rogers

Mazatlan III
J. Michael Roy
$4.50
Medici Music Press
100 W 24th St.
Owensboro KY 42301
Mazatlan is an unaccompanied
three-drum timpani solo that joins
the large body of literature that ad-
dresses different aspects of tech-
nique—particularly sticking and
movement. It is junior/senior high
material; the lively rhythms and
fast tempo are sure to appeal to
that age group. Idiomatic concerns
such as tuning changes are not in-
cluded, although hand-dampening

and playing in the center of the
heads are indicated.

—John R. Raush

Suite #2 For Timpani IV
David Mancini
$4.50
Kendor Music
P.O. Box 278
Delevan NY 14042
This five and one-half minute suite
for four unaccompanied timpani con-
tains three movements, which are es-
sentially fast-slow-fast in their
design; however, the first movement
begins with a brief Adagio introduc-
tion before moving to a march-like
section. The shorter second move-
ment, entitled Adagio, is very lyrical
and pensive in its content with
double-stops on the timpani being
utilized throughout. The third move-
ment is in a duple-compound meter
and entitled Vivace. For those who
are familiar with Mancini’s Suite for
Solo Drumset, the third movement is
akin to the brief timpani solo in the
“Afro-Cuban” section of that work—
although this movement is 129 mea-

sures in length. This Suite #2 For
Timpani is very appropriate for the
undergraduate percussion recital or
for the advanced high-school timpa-
nist. The tuning changes occur only
between movements. Congratula-
tions to David Mancini for an excel-
lently-crafted three-movement solo
for unaccompanied four timpani.

—Jim Lambert

Tracings IV
J. Michael Roy
$4.50
Media Music Press
100 W 24th St.
Owensboro KY 42301
Tracings is a timpani solo for three
timpani. It is in 6/8 throughout and is
marked quarter note = 96. Dynamics
and accents are well marked. It is ap-
proximately two minutes and 40 sec-
onds in length.

This is a challenging solo for the
intermediate player. The 8th- and
16th-note passages along with the
written accents cause the music to
move from a simple 6/8 rhythm to a
duple feel from time to time, which

produces a hemiola. This is not a
standard rhythmic concept for in-
termediate players, but one with
which they should become comfort-
able. The composition has form and
uses the pitches G, C and F, which
are quality-sounding notes on tim-
pani. Hard mallets are suggested,
which would help articulate the
rhythmic patterns.

—John Beck

Fanfare and Scherzo V
James Curnow
$4.50
Medici Music Press
100 W 24th St.
Owensboro KY 42301
Fanfare and Scherzo is an unaccom-
panied solo for six timpani and for
four timpani and two tom-toms. The
Fanfare is written for four drums,
and utilizes several texture changes
including mallet changes, playing
with both timpani and marimba mal-
lets, and playing in the center of the
heads and on the bowls. The Fanfare
opens with a slow three-note pattern
of octave G’s. This is followed by con-
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trasting glissandi between the 29"
and 26" drums. Also included in the
movement are rhythmic motives in
the right hand, set over 16th-note
ostinati in the left hand. The
Scherzo is a rapid movement in ter-
nary feel that has both linear and
rhythmic patterns set over an
ostinato in the other hand. The dy-
namics, accents and all nuance in-
dications are clearly marked.

—George Frock

PERCUSSION ENSEMBLE

Aurora Borealis IV
Marilyn Bliss
$24.00
M Baker Publications
SMU Box 752510
Dallas TX 75275
This percussion quartet was written
for the New Jersey Percussion En-
semble, and was inspired by the Arc-
tic phenomenon known as the
Northern Lights.

Instrumentation includes two vi-
braphones, glock, marimba, three
different suspended cymbals,
woodblock, temple block, tam tam,
sleighbells, maracas, glass and
stone wind chimes, and a B crotale.
The composition has numerous sus-
tained rolls on cymbals with brief
rhythmic motives by the wood-
blocks and maracas. The second
section is a series of arpeggios by
the melodic instruments. The entire
composition is metered, but there
are constant tempo changes that
create a sense of freedom.

The print is very clear, and all
tempo changes, mallet requirements
and other nuances are clearly indi-
cated. An excellent composition for
the mature ensemble.

—George Frock

Cross Currents IV
Lynn Glassock
$25.00
Southern Music Co.
1100 Broadway
P.O. Box 329
San Antonio TX 78292
Cross Currents is a challenging and
musically rewarding piece written for
a nine-member percussion ensemble.
Instruments include two vibra-
phones, high, medium and low
woodblocks, castanets, tambourine,
chimes, two to three marimbas,
claves, medium and large cowbells,
timpani, two snare drums, bongos,
three suspended cymbals, four tom-

The piece is in a calypso style
and the rhythms are syncopated
and repetitive. No four-mallet tech-
nique is required in any of the key-
board parts. This piece is very well
written, and will probably sound as
if it’s more difficult to perform than
it actually is. A good performance of
this piece would necessitate rhyth-
mic precision as well as correct
balance between the three indepen-
dent melodic lines.

—Tom Morgan

Rainforest/Jungla IV
Emilio Mendoza
$20.00
Music For Percussion, Inc.
170 NE 33rd St.
Ft. Lauderdale FL 33334
Mendoza’s single-movement work,
premiered in Caracas by the Percus-
sion Ensemble of the Simon Bolivar
Symphony Orchestra, uses five play-
ers, each playing a single instrument
type throughout—e.g., a pair of
claves, an agogo bell, etc.—to suc-
cessfully achieve its desired goal of
conveying a mood evocative of the
rain forest. The quintet can also be
performed with a visual component
by manipulating stand lights, stage
lights and lights in the audience;
however, this music is quite capable
of standing on its own musical merits
sans lighting effects.

—John R. Raush

Sushi Funk IV
Chris Crockarell
$40.00
Row-Loff Productions
P.O. Box 292671
Nashville TN 37229
Sushi Funk is a medium-level piece
for a percussion ensemble of ten play-
ers including a rhythm section made
up of drumset and bass guitar. The
rest of the ensemble includes xylo-
phone, vibes and three marimba
parts, along with three percussion
parts involving congas, mambo
cowbell, tambourine, triangle,
shaker, vibraslap, guiro, large tom
and a samba whistle.

The tune begins with an optional
four-bar rap that leads immediately
into a driving funk groove in the
rhythm section. A very solid drumset
player and a bassist with good slap
technique are essential. The tune it-
self is very well written, and while it
works very well for percussion en-
semble, it also could have been ar-
ranged as a chart for a traditional
large jazz ensemble or small combo.

The vibe and marimba-one parts are
the most difficult. They both use only
two-mallet technique except for an
optional duet section that requires
four mallets in the vibe part. The
drumset and percussion parts are
very detailed in their notation.

Sushi Funk would be fun to per-
form and would certainly be very
exciting for the audience. Education-
ally, much could be learned through
the process of preparing this piece,
especially if careful attention were
given to achieving the proper balance
and rhythmic feel.

—Tom Morgan

MIXED ENSEMBLE

Uriel: Flourish of Joy IV
Clarence Barber
$7.00
Great Works Publishing, Inc.
15788 Mennell Rd.
Grafton OH 44044
This trio for euphonium, tuba and
percussion is as rewarding to play as
it is unusual in terms of instrumen-
tation, and well-worth the attention
of a college percussionist. It was writ-
ten as a solo vehicle for euphonium,
and an outstanding player who can
handle the high tessitura of the part
is mandatory. The multi-percussion-
ist in this piece uses vibes, snare
drum, toms and a small bass drum
to contribute a part ranging from
subtle accompaniment with fingers,
to interjections of rapid, exciting
passage work.

Great Works, a relatively new
music publisher, provides a cassette
recording of the premiere perfor-
mance of the trio by members of the
U.S. Air Force Band Euphonium-
Tuba Quartet, making the package
an outstanding buy.

—John R. Raush

Sta Vidis V
Nebojsa Jovan Zivkovic
$4.25
Gretel Verlag
Konigsberger Straße 9
49413 Dinklage
Germany
Sta Vidis is a composition for ma-
rimba, baritone voice and ison (five
male voices sung with lips closed). It
is a short work and is basically a
combination of voices and marimba
inspired by a medieval epigram that
produces a modo archaico composi-
tion. The marimba part consists of a
short quasi-improvisational section

toms, two triangles, bass drum and
temple blocks. Each member of the
ensemble plays at least two instru-
ments, and players 7, 8 and 9 play
multiple percussion setups.

The title of the piece probably re-
fers to the musical effect created by
its many contrasting hemiolas and
accent patterns. It begins slowly and
quietly (quarter note = 60) but soon
accelerandos to a much faster tempo
(quarter note = 186). The tonality
centers around F mixolydian or B-
flat major throughout most of the
work, which helps make the key-
board parts accessible for more in-
experienced players. A section in
the middle of the piece for non-
pitched instruments provides an ef-
fective contrast. Gradually, tonal
instruments begin returning and
the piece builds to an exciting cli-
max, solidly in B-flat major.

Cross Currents is an excellent
piece for both college and advanced
high school percussion ensembles.
Students with an intermediate level
of keyboard skill will find the piece
challenging and yet very playable.
Educationally, this piece is a wonder-
ful vehicle for developing many musi-
cal concepts including balance,
rhythmic accuracy and the handling
of mixed meters.

—Tom Morgan

Fiesta Latina IV
Lalo Davila
$40.00
Row-Loff Productions
P.O. Box 292671
Nashville TN 37229
Lalo Davila, the guy whose name is
in 5/8 (see the Row-Loff Productions
tapes), has come up with an exciting
and novel piece that will be fun and
challenging for any percussion en-
semble as well as being a wonderful
audience pleaser. Fiesta Latina can
be performed with fairly standard
percussion-ensemble instrumenta-
tion including xylophone, vibes, two
marimbas, two congas, timbales,
cowbell, shaker, drumset and bass
guitar. It can also be played using
steel drums, substituting a lead
pan, double seconds, cellos and
tenor pans for the keyboard percus-
sion parts, and bass pans for the
bass guitar, if desired. The drumset
and two percussion parts are ex-
tremely well written and quite de-
tailed. The Percussion One part
requires two players—one on con-
gas and one on shaker. Optional vo-
cals are also included.
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that settles into a three-note chord of
F-C-F, which is held until it changes
to G-D-G, which later changes back
to F-C-F. Over this chord is a melodic
line for the fourth mallet and the
baritone voice. The ison hums the oc-
taves of the marimba chord. The
composition ends in the same con-
templative mood that is introduced in
the beginning.

Sta Vidis is a different kind of
work for solo marimba. It is not a
technically demanding work but one
that produces a mood of introspection
and seriousness.

—John Beck

Diabolic Dialogue VI
Gardner Read
$20.00
Media Press, Inc.
P.O. Box 3937
Champaign IL 61826-3937
Diabolic Dialogue Opus 137 for
double bass and four timpani was
written in 1979 for Bertram Turetzky
and premiered on April 3, 1981 by
bassist John Feeney and timpanist
Jonathan Haas.

A notation key provides the play-
ers with detailed information about
the meaning of the symbols within
the composition. For the bass it pro-
vides 22 such keys from playing with
knuckles to snap pizzicato. For the
timpanist it provides 16 such keys
from octave harmonics to two sticks
on drumhead. Gardner provides the
timpanist with a two-stave part that
has the lower two timpani written on
the lower staff and the upper two
timpani written on the upper staff.
Each entrance is marked as to which
drums are to be played and all tuning
changes are clearly noted. There are
three tempos within the composition:
beginning tempo quarter note = 46,
second tempo quarter note = 184 and
third tempo quarter note = 192. The
8th note prevails throughout meters
such as 7/8 and 10/8, with a closing
section moving from 10/8 to 1/8 de-
scending by one number per mea-
sure, which climaxes in a
fifteen-second hysterical improvisa-
tion. The work lasts six minutes and
15 seconds. Diabolic Dialogue is an
excellent composition and showcase

for two advanced players. Each
player is challenged to the limit both
technically and musically.

—John Beck

Polissonnerie VI
Jacqueline Fontyn
$32.50
POM
rue du Chamois 20
B-1342 Ottignies
Polissonnerie is a duet (approxi-
mately nine minutes in length) writ-
ten for an advanced pianist and a
multi-percussionist who are up to the
demands of contemporary perfor-
mance practice, including familiarity
with its complex notation and, above
all, the intricacies of ensemble perfor-
mance found in such literature. The
percussionist must do battle with a
host of instruments equaling the
number found in many percussion
ensembles. Contemporary effects
abound, from the more commonplace
(rubbing a ball on a timpani head) to
the bizarre (slamming down the open
lid of the piano). This is material for
the mature player who also has suffi-

cient time to devote to its complexi-
ties and, even more importantly, who
has a patient colleague that is also an
accomplished pianist.

—John R. Raush

DRUMSET

The Art of Bop Drumming
John Riley
$24.95 with CD
CPP Media Group
15800 NW 48th Ave.
Miami FL 33014
John Riley has produced an excel-
lent work that will empower the as-
piring drummer with the necessary
technical tools and musical concepts
to approach the art of bebop jazz
drumming properly. Exercises that
demonstrate comping figures, musi-
cal forms, soloing concepts, 3/4
grooves, brush ideas and other con-
cepts used by the jazz drummer
make this book a welcome addition
to the pedagogical literature.

The accompanying CD demon-
strates the exercises at various tem-
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pos and concludes with six play-
along tunes complete with lead
sheets. Riley teaches by example as
he plays the tunes first and then al-
lows the reader to perform with the
drum-merless tracks. He has skill-
fully brought together all of the es-
sential elements required for self
expression in this art form—concise
exercises, sound musical advice, a
variety of listening/performance
tracks, and excellent personal dem-
onstrations of the concepts. A brief
analysis of the tunes from what
the author considers six quintes-
sential jazz albums, general dis-
cography, and recommended book
list are included—an excellent
finish to a great book.

—Terry O’Mahoney

Give It Time
Charles Morey
$9.00
Kendor Music
Main and Grove Sts.
P.O. Box 278
Delevan NY 14042-0278
Give It Time is a new drumset
method book designed to help stu-
dents learn how to solo. Author
Charles Morey uses ten two-page
solos to create an attractive text for
young drumset players. These solos
can be performed on either a four-
or five-piece kit and each is graded
for difficulty (levels 2-4) by Morey.

The main concept of Give It Time
is to help students develop a com-
plete musical picture with their so-
los. Therefore, all of the selections
are set in eight-bar phrases with
excellent choices for rhythmic de-
velopment. Most of the solos focus
on a jazz/swing style, with two dedi-
cated to rock drumming and one
dedicated to Latin rhythms. There
are also two solos that mix different
styles of drumset performance.

Give It Time would be a fine
choice for supplemental solo concen-
tration. These solos could easily be
performed on master classes as well
as appropriate contests. Beginning
to intermediate level players will
enjoy the coordination challenges as
well as the music.

—Mark Ford

Rudimental Fantasy for Drum Set
Art Cappio
$4.00
Pioneer Percussion
Box 10822
Burke VA 22009
Art Cappio’s Rudimental Fantasy

for Drum Set is just what the title
implies: a solo based on standard
rudimental patterns applied to a
five-piece drumkit. Rudimental
Fantasy is comparable to Cappio’s
publications for solo snare drum.
The phrases are well defined and
the rhythms are interesting. Dy-
namic considerations, however, are
mainly left up to the performer.
Stickings are offered throughout
the work and there are two caden-
zas, one at the beginning and one
near the end, that could allow stu-
dents to improvise, if they wish,
and expand this 50-bar solo.

—Mark Ford

STEEL DRUM BAND

Wicketmahnagement IV
Jeannine Remy
$15.00
M Baker Publications
SMU Box 752510
Dallas TX 75275
Wicketmahnagement is a steel drum
band work in a reggae style. The in-
strumentation is for lead pan,
double tenor/double seconds, four
pan, bass and drums. However, I
am sure substitutions can be made
to fit individual instrumentations.

Remy has composed a wonderful
piece that gives solo, thematic ma-
terial to the four pans and bass.
Therefore, a typical strum pattern
for the lower pan players is not al-
ways present within this work. The
print is very legible and chord sym-
bols are written above strum pat-
terns, which is very helpful to
younger players. Also, section D of
the work is an open section for solos
and a chance to work on improvisa-
tion skills within your steel band.
Wicketmahnagement is an excellent
steel drum band work that also pro-
vides challenges for all players
through thematic material and im-
provisation.

—Lisa Rogers

PERCUSSION RECORDINGS

The Artistry of the Marimba
Linda Maxey
$15.00
Verdi
847 Avalon Rd.
Lawrence KS 66044
The Artistry of the Marimba fea-
tures Linda Maxey, who is accompa-
nied on most of the selections by

pianist Mark Puckett. The variety
of selections on this compact disc
range from arrangements of Amaz-
ing Grace to Introduction and
Rondo Capriccioso, Op. 28 by
Saint-Saëns to selections from
Carmen Suite by Bizet and the
Concertino for Xylophone by Toshiro
Mayuzumi. The Concertino for Xylo-
phone is a welcome addition on this
disc providing another needed in-
terpretation of standard literature.

Maxey is extremely adept in
both two- and four-mallet playing,
and many of the arrangements are
her own. The recording quality is
excellent and her DeMorrow ma-
rimba sounds gorgeous in every reg-
ister! I applaud Maxey’s efforts and
am in awe of her technical and mu-
sically sensitive performances on
this compact disc.

—Lisa Rogers

Neptune
Carol Lian and Ronnie Bedford
$15.95
Unichrom Productions
P.O. Box 243
Van Brundt Station
Brooklyn NY 11215
Subtitled “duo improvisations,” this
CD features pianist Carol Lian and
drummer Ronnie Bedford in a
“spontaneous dialogue” that pro-
vides the opportunity to appreciate
spontaneous inspiration in music-
making when that dialogue blos-
soms into a meaningful discourse
that can maintain the listener’s at-
tention. However, the difficulties of
pursuing such extended improvisa-
tions are also in evidence, when the
conversation seems to ramble a bit.

—John R. Raush

Voices, Music for Percussion and
Symphony Orchestra

NEXUS and the Rochester Philhar-
monic Orchestra
$16.99
NEXUS
Distributed by Albany Music
Distributors, Inc.

948 Wolf Rd.
Albany NY 12205
Voices is the ninth compact disc re-
leased by NEXUS. The contents of
Voices—subtitled Music for Percus-
sion and Symphony Orchestra—
consist of four compositions, the
first by John Wyre and the remain-
ing three by William L. Cahn, with
NEXUS and The Rochester Philhar-
monic Orchestra, Peter Bay con-
ducting. Connexus (composed by

Wyre; approximately 20 minutes in
length) was commissioned by the
Canadian Broadcasting Corporation
and originally brought NEXUS and
the Toronto Symphony Orchestra
together. The final section of this
stunning work is an elegy to Wyre’s
father. Cahn’s Kebjar-Bali (approxi-
mately 10 minutes in length)
combines traditional Western or-
chestral sounds with that of a twen-
tieth-century Balinese gamelan
orchestra. This work exists in two
versions—an original one just for
NEXUS, and the orchestral version
(heard on this CD), which was pre-
miered by the Rochester Chamber
Orchestra in 1982. Cahn’s The
Birds (approximately 11 minutes)
was also originally composed in
1979 for NEXUS as an unaccompa-
nied work and orchestrated in 1983.
The contrasting elements of a Euro-
pean orchestral solemnity and
NEXUS’ non-symphonic sounds
cause “...the interplay of these two
musical extremes—the profound
and the frivolous...” (liner notes).
Cahn’s third composition on this
CD, Voices (approximately 20 min-
utes), was composed in 1975 and
premiered by the Corning, New
York, Philharmonic Orchestra.
Again, non-Western percussion in-
struments are contrasted with the
traditional orchestral sounds,
with the incredible abilities of
NEXUS—both collectively and in-
dividually—highlighted. Both
NEXUS and The Rochester Phil-
harmonic Orchestra bring contem-
porary avant-garde compositions
to musical life on this superb CD.

—Jim Lambert

Wonderful World of Percussion
Emil Richards
$15.95
Interworld Music
RD 3, Box 395-A
Brattleboro VT 05301
Emil Richards performs every
sound on this CD as he leads you
through his world. Richards’ collec-
tion of world percussion instru-
ments and his own creations are
blended together to create composi-
tions of profound interest such as:
Good Grief, Enjoy, Sheep Lie, Un-
derdog Rag, Venezuela La, Celesta,
Alive On Five, Yo Yazz, Amos and
Bells of Hollywood.

This CD is just plain enjoyment.
As has been Emil’s life, these com-
positions are directed more to the
jazz and ethnic mode rather than
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the symphonic. Reading the CD
jacket and learning about all the
percussion instruments he uses is
like taking a tour around the world.
Rather than having me write about
each composition, why not purchase
the Wonderful World of Percussion
and have an enjoyable 50 minutes
with Emil Richards.

—John Beck

INSTRUCTIONAL VIDEO

International Drum Rudiments
Rob Carson
$39.95
Alfred Publishing Co., Inc.
P.O. Box 10003
16380 Roscoe Blvd.
Van Nuys CA 91410-0003
Rob Carson, three-time World
Snare Drum Champion, performs
the Percussive Arts Society 40 In-
ternational Drum Rudiments on
this tape. All rudiments are played
in the traditional rudimental style
of slow-fast-slow.

It is a pleasure to watch Carson
perform. His seemingly effortless
style produces a clean, articulate
sound that is so essential to per-
forming snare drum rudiments or
rudimental solos. The camera
angles are also interesting, captur-
ing the arms, hands and grip and
enabling them to be studied. Rob
has a style that is to be envied by
all. He did not become a three-time
World Snare Drum Champion by
having an awkward approach to the
snare drum.

—John Beck

Guide to Endrummingment
Arthur Hull
$39.95
Interworld Music
RD 3, Box 395-A
Brattleboro VT 05301
Guide to Endrummingment is the
creation of “rhythmatist” Arthur
Hull. His easy-going manner and
charismatic personality capture the
viewers and glue them to the video.
Hull makes four strong points in
this video: (1) learning to learn
from oneself, (2) applying the
rhythm to the hands, (3) relating to
the drum and (4) forming a rela-
tionship with a circle of drummers.

This video is not only for drum-
mers but for anyone interested in a
form of communication that is en-
joyable, real and part of everyday
life. Several people can, with no in-

struments and using only hands
and mouth, produce a rhythmic
composition that is as enjoyable as
one using instruments. It takes
someone like Hull to make you
aware of this possibility and he
does it well. Throughout the video,
endless possibilities are presented
and the circle of percussionists per-
form them with convincing reality.
This is a video you could return to
time and time again; there would
always be something to be learned.
The accompanying booklet further
illustrates the possibilities avail-
able to everyone on the essence of
drumming and rhythm. Both the
video and written guide provide a
wealth of instructional material for
a profound learning experience.

—John Beck

Talking Drums
David Garibaldi, Michael Spiro,
Jesus Diaz
DCI Music Video
CPP Media Group
15800 NW 48th Ave.
Miami FL 33014
Talking Drums, a percussion group
comprised of drumset player David
Garibaldi and percussionists
Michael Spiro and Jesus Diaz, cre-
ate music that combines Afro-Cu-
ban folkloric traditions with
contemporary approaches. The trio
performs three compositions, dem-
onstrating their individual parts
and providing historical informa-
tion about each rhythm after the
performance. The well-notated
booklet that accompanies the video
will assist the viewer in replicating
the rhythms heard on the tape.
Reading skills, prior experience
with hand drumming and familiar-
ity with the Afro-Cuban tradition
are required to obtain the maxi-
mum benefit from this work as the
performers do not delve into the
mechanics of their performance.
The 88-minute video contains some
excellent hand drumming, perfor-
mances on most of the traditional
percussion instruments (timbales,
congas, bata drum, shekere),
seldom-heard folkloric rhythms
(yongo, pilon, comparsa, osain, etc.)
and traditional percussion “breaks”
that would benefit anyone looking
to expand their musical scope.

—Terry O’Mahoney PN

DRUMST6
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DIRECTORY OF ADVERTISERS

PERCUSSIVE ARTS SOCIETY (PAS) MEMBERSHIP APPLICATION FORM

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

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

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

MEMBERSHIP INFORMATION

Name ____________________________________________________________________________________________________________________________________

Address __________________________________________________________________________________________________________________________________

City ______________________________________________________________________________________________________________________________________

State/Country _______________________________________________________________________ Zip/Postal Code _______________________________________

Telephone ___________________________________________________________________________ Today’s Date __________________________________________

MEMBERSHIP CLASSIFICATION

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

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

METHOD OF PAYMENT

❑ Check/money order enclosed for $____________________

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

Name on credit card ____________________________________________________________ Signature ___________________________________________________

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

PAS dues may, however, qualify as business expenses, and may be deductible subject to restrictions imposed by the Internal Revenue Code.
This application form may be photocopied.
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         “The Percussive Arts
     Society is a forum for
  all percussionists where

 ideas are exchanged and new music is
performed. It’s also the place where

 all the newest instru-
  ments are presented—but it’s more than

    that. It’s a society where each one of us can
       keep the interest in percussion alive by
          joining together—support your local

                 PAS chapter.”
                           —Dave Samuels
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BENEFACTORS
Avedis Zildjian Co.
Paiste America, Inc.
Pearl Corporation, Inc.
Remo, Inc.
Ross Mallet Instruments Inc.
Sabian Ltd.
The Selmer Company
Yamaha Corporation of America

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

SPONSORS
Adams Percussion
American Drum Mfg. Co.
American Drum of Virginia
Century Mallet Instrument Serv.
Clevelander Drum Co.
Drums Only Germany
Drum Workshop, Inc.
J.D. Calato Mfg. Co./Regal Tip
Kat Inc.
Malletech
Marimba One
Meinl Cymbals & Percussion
Midco International
Mike Balter Mallets
Modern Drummer Publications
Moore Printing & Graphics
Mountain Music Group
Music For Percussion
Noble & Cooley Co.
Pan Caribe Tours
Pro-Mark Corp.
Purecussion, Inc.
Repaircussions/Stotz Cable

Timpani
Rythmes Et Sons Sarl
Shure Brothers Inc.
Stingray Percussion, Inc.
Tom Gauger
Udu Drum
Vic Firth
XL Specialty Percussion

FRIENDS
A Drummer’s Tradition
ABC Percussion Mallets
Action Reaction U.S.A., Inc.
Alchemy Pictures
Alexander Center/Andover Press
Alfred Publishing Co., Inc.
Alphonse Leduc & Cie Sarl
Amanda’s Texas Underground, Inc.

Amani Drums
Martin Amthor
Andrew Marchetti Productions
Aquarian Accessories Corp.
Asian Sound/Michael Ranta
Atlanta Drums & Percussion
Atlanta Pro Percussion, Inc.
Audiophile Imports
Avita Records/Riochat Music
Baltimore Drum
Bands of America, Inc.
John H. Beck
Berklee College of Music
Bison Drum Co.
Black Swamp Percussion
Bobby Christian Music Publishers
The Bohning Co. Ltd.
Boston University
Brixton Publications
Brook Mays Pro Drum Shop
C. Alan Publications
Cac Sac
The Camber Cymbal Co.
Canopus Co., LTD
Capital University
Carl Fischer, Inc.
Caribbean Music & Dance

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

Production, Ltd.
Engineered Percussion

Frank Epstein
Equilibrium
Fall Creek Marimbas
Florida State University
Folkbeat Percussion
Fred Gretsch Enterprises Ltd.
GK Music
Goldline Percussion Products
GP Percussion Timpani Mfg.
Great Southern Percussion
Grover Pro Percussion, Inc.
Hal Leonard Publishing Corp.
The Harid Conservatory
H.Q. Percussion
Harris-Teller, Inc.
Herbert Brandt-Notenversand
Hoshino (USA) Inc./Tama Drums
Humes & Berg Mfg. Co., Inc.
IKG Percussion
Illegal Radio
Indiana University
Indiana University of Pennsylvania
Innovative Percussion
JAG Drums
JB Mallets
J.B. Publications
JC’s Drum Shop
Joe Voda’s Drum City
J.R. Publications
Juilliard School
Just Drums
K & K Sound Systems
Kemper-Peters Publications
Kendor Music, Inc.
King Kong Kases
Lang Percussion, Inc.
Linwood Percussion
Ludwig Music
Mallet Unit
Mallets Aforethought
Manhattan School of Music
Marv Dahlgren Publications
Robert M. McCormick
Media Press, Inc.
Mel Bay Publications, Inc.
Meredith Music Pulbications
Miami Percussion Institute
Musicians Institute (Pit)
Musikverlag Zimmerman
Neil A. Kjos Music Co.
NEXUS
Nichols Music Publications
Northwestern University
Not So Modern Drummer
Oberlin Conservatory of Music
Olympic Percussion
Panyard, Inc.
Pauken Press
Percussion Center, Ltd.
Percussion Concepts Midwest, Inc.
Percussion Construction
Percussion Events Registry Co.

SUSTAINING MEMBERS
Per-Mus Publications, Inc.
Gordon Peters
Pioneer Percussion
Plugs-Perc
Premier Percussion USA, Inc.
Pro Covers
Pro Drum Center
Purchase School of the Arts
Thomas D. Raney
Rhombus Publishing
Rhythm Fusion
Rife’s Drum Center
Ripin Import & Export
Robinson Percussion
Roseberry Piano House, Inc.
Row-Loff Productions
Rudimental Percussion Publications
Ruff Stuff Percussion Publications
Sam Ash Music Stores
San Francisco Conservatory of

Music
Robert J. Schietroma
William Schneiderman
Silver Fox Percussion
Simon Fraser University
Smith Publications
SofBags
Southern Music Co.
Stanley Leonard Percussion Music
Stephen F. Austin State University
Steve Weiss Music
Stewart-MacDonald
Talking Drums
Talking Drums, Inc.
The TaLoose Group
Taos Drum
Temple University
Theodore Presser Co.
Thunder Drums
Tommy’s Drum Shop
Tour Timps
Trinidad and Tobago Instruments,

Ltd.
The United States Air Force Band
United States Percussion Camp
Universal Percussion, Inc.
University of Hartford
Vater Percussion
Vellum & Parchment Works, Ltd.
Vintage Drum Shop of NYC
Walkabout Percussion Systems
West Cliff Percussion
Windsor Music Publications
The Woodwind & The Brasswind
World Drum Center
Wright Hand Drum Co.
Xylophonia Music Co.
Xymox Percussion
Yale University
Zenobia Musical Instruments
Zippercussion
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Yes, I support PAS. Enclosed is my check or money order in the amount of    ❑  $15     ❑  $25     ❑  $35     ❑  $50     ❑  $__________________.
Please credit my tax deductible donation to ❑  $ _____________ Building Fund  ❑  $ ______________ Endowment Fund.

PLEASE PRINT YOUR NAME & INFORMATION CLEARLY

_______________________________________________________________________________________________________________________________
NAME
_______________________________________________________________________________________________________________________________

ADDRESS
_______________________________________________________________________________________________________________________________

CITY STATE POSTAL CODE COUNTRY
_______________________________________________________________________________________________________________________________

PHONE
_______________________________________________________________________________________________________________________________

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

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

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

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

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

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

PATRONS
Ludwig Industries • Yamaha International

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

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

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

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

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

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

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

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

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

• Percussion festivals

• Indoor drumline competitions

• Regional activities with other PAS clubs

• Club performances

• Clinics with guest artists

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

Find out how you can start a PAS club at your school! Call PAS at (405)353-1455, or

write to PAS, PAS Clubs, PO Box 25, Lawton, OK 73502 TODAY!
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In the April, 1995 issue of Percussive Notes, a reprint of an article
appearing in Jacobs’ Orchestra Monthly reflected on the world of the
percussionist during the 1920s. The pictures and ads of this time
provide additional insight into the percussion industry. Following
are reprints of typical ads found in the May, 1913 and October, 1920
issues of Jacobs’ Orchestra Monthly.—Lisa Rogers and James
Strain, PAS Historians
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DR. JAMES LAMBERT APPOINTED DIRECTOR OF PUBLIC RELATIONS FOR PAS MUSEUM

LAWTON, Oklahoma—Dr. James Lambert, Professor of Music at Cameron University in
Lawton, has been appointed the first Director of Public Relations for the Percus-
sive Arts Society Museum here.

As Director of Public Relations for the museum, Lambert will work with local
business and civic leaders to increase visibility of this institution within the
state of Oklahoma and the Southwest.

“I am delighted to be able to serve both the membership of PAS and the citi-
zens of the Southwest in this appointment,” Lambert said.

A member of PAS since 1967, Lambert has served PAS in many capacities. He was
chairperson of the PAS Contest/Audition Procedures Committee from 1981-86, has
edited Selected Reviews since 1981, and was appointed Executive Editor of Percus-
sive Notes, the society’s official journal, in 1986. He was charter president of
the Oklahoma PAS Chapter and has been a member of the PAS Board of Directors
since 1988.

Lambert was instrumental in the relocation of the Percussive Arts Society
International Headquarters and Museum from Urbana, Illinois to Lawton in 1991. He
assisted as a liaison between then-PAS President John Beck, City of Lawton offi-
cials and the McMahon Foundation, and aided in researching available real estate,
architects, attorneys and general contractors. For his efforts in this reloca-
tion, Lambert was awarded the Governor’s Arts Award for Community Service in
1992.

At Cameron University, Lambert’s duties include all percussion instruction,
direction of the Cameron University Percussion Ensemble, and music theory/compo-
sition instruction. Additionally, he is principal percussionist and timpanist
with the Lawton Philharmonic Orchestra and conducts the Cameron/Lawton Community
Band.

The Percussive Arts Society sends out press releases monthly to publications, manufacturers and retailers in the percussion industry to keep them informed of the latest PAS
activities. The space here is reserved for reprints of these official releases. For additional information on any item printed here, write to PAS, P.O. Box 25, Lawton, OK 73502, or
call (405) 353-1455.

Latest Scenes from the PAS Museum Expansion Project

By the time you read this, construction will have been completed on the expansion of the Percussive Arts Society Museum in Lawton, Oklahoma. Shown here are
exterior and interior views of the construction. At left, scaffolding surrounds the 2,000-square-foot storage addition. At right, construction workers finish a
supporting column between the new and the old exhibit halls.






