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R u d i m e n t s - - T h e  M e a n s ,  N o t  t h e  E n d  

by 
Thomas L. Davis 

State University of Iowa 

Each spring at contest time we find our snare drummers working very 
hard at the job of whipping up those first 13 rudiments to a tempo of 
120 beats per minute, and usually they're in the process of struggling 
with a rudimental solo. At first glance this appears to be a very healthy 
situation. Let's face it, where else can one find a set of rhythmic exer- 
cises that will so efficiently aid in the development of a clean technique, 
particularly if the rudiments are practiced in the proper open and closed 
manner? A little closer look, however, will probably reveal that these 
drummers have probably been practicing those same 13 rudiments and 
that same rudimental solo since Christmastime or maybe even before 
that! To the writer there seems to be a bit of a paradox here. Why in 
the world do we spend all of that time working toward a performance 
that will last at the most six minutes? Why do we devote hours and 
hours to the practice of a few specific rhythmic figures and sfickings 
that we will use only at contest and perhaps only once in a great while 
in the marching band? 

Let's examine this rudimental business for a moment. First of all, their 
brief but extremely illustrious history tells us that the rudiments were 
designed for use at 120 beats per minute, and were to be played while 
marching. Their "hand-to-hand" nature makes this obvious, as "hand- 
to-hand" playing maintains the natural body equilibrium just as swing- 
ing the arms does when one walks or marches. To the best of our knowl- 
edge, the only musical organizations in America today that maintain 
a constant tempo of 120 beats per minute are drum and bugle Corps 
and military bands. How terribly boring and mechanical music would be 
if it were all played at that same tempo! Most of our modern football 
bands march much faster than that, and they sometimes come close to 
doubling it. The writer challenges even Joe Morello to cleanly execute 
r am paradiddles at 240 beats per minute. 

How often, outside of the drum corps, a few marching bands and, 
of course, at contest, do we actually use the rudiments in performance? 
Just for fun, take a look through the snare drum parts to the composi- 
tions you currently have in your concert band folios. Make a careful 



tabulation of the number of times any of the rudiments are used. You 
will more likely than not be amazed to discover that except for a few 
tams,  ruffs and what could be loosely classified as 5- or 7-stroke rolls, the 
rudiments are practically non-existent in the concert band repertoire. 
They are used even less frequently in orchestral literature. 

At the time the National Association of Rudimental Drummers 
(NARD) was formed, there was a definite need for that type of organi- 
zation in this country. The purpose of this group was to foster and stand- 
ardize the playing of the 26 rudiments in America, and this goal was 
accomplished rather quickly and successfully. By 1940, almost all of the 
states which use the contest system had adopted the rudiments and set 
up as requirements for snare drummers the playing of at least some of 
the first 13 rudiments and a rudimental solo. So far, this is fine. But 
what about phrasing, sight reading, the ability to play at various tempi, 
etc.? What about the ability to execute "ties" and syncopations properly? 
In general, the playing of the rudiments and most rudimental solos gives 
no indication of the performer's abilities in these other most important 
areas of music and musicianship. 

A good many of the fundamentals of music, and a variety of the 
most commonly used techniques of snare drumming cannot be found 
in the rudiments or in most rudimental literature. The buzz or press roll 
for instance, is not found in the 26 rudiments listed on the NARD chart, 
yet this is the roll used 99% of the time in concert band and orchestra. 
How many of your snare drummers practice as many hours on the buzz 
roll as they do on the long roll? The single stroke roll, which from the 
standpoint of the development of technique is probably the most im- 
portant rudiment of all, is not listed among the first 13 rudiments and is 
rarely used in rudimental solos. Many of the rudiments listed in the sec- 
ond 13 should actually be considered as pre-requisites to some which are 
listed in the first 13. The tam paradiddle, for instance, comes much 
easier to the student if he has first learned'to execute the single paradiddle 
properly. Yet many of the so-called rudimental beginning methods teach 
the rudiments in the order in which they are listed on the NARD chart! 

From a strictly musical standpoint the business of playing "hand-to- 
hand" causes many problems as far as precision and consistency of sound 
are concerned. The right stick never sounds exactly like the left, and 
when any rhythmic figure is repeated consecutively "hand-to-hand," 
the one begun with the right never sounds exactly like the one begun 
with the left because the sticking is reversed. Playing in a "hand-to- 
hand" rudimental manner may be just fine for use while marching, but 
for concert playing it simply cannot fill the bill. Instead, the writer pro- 
poses the use of the old "subtraction" method of sticking for concert 
playing. This is the system of sticking used by Edward B. Straight in his 
"Straight System--The Natural Way to Play the Drum." 



Briefly, the "subtraction" method or straight system is a system of 
sticking where the right hand falls on the strong beat or the strong sub- 
division of the beat in each measure, regardless of time signature or 
tempo. This applies not only to rhythmic figures but to rolls as well. The 
result of this application of sticking completely eliminates any "hand-to- 
hand" procedure and produces a much more consistent sound wherever 
consecutive rhythmic repetition or consecutive repetition of rolls occur. 

For example, if we were required to play an 8th note flam and two 
sixteenths in repetition, the rudimental drummer would probably play: 

~ [ - - - ~  g[---]::~ etc., while with the subtraction method, 

we would play: R R L R R L etc. Try playing this figure 
both ways and see if you don't agree that the second example produces 
a much more consistent sound! Also, try playing consecutive 5-stroke 
rolls beginning each time with the right hand, then compare the sound 
with that produced by playing the rolls "hand-to-hand." Again, you'll 
find that the "hand-to-hand" sound is less consistent. The whole point is 
this: for purposes of refinement in concert playing it becomes necessary 
to stick a given rhythmic figure exactly the same way each time it oc- 
curs. 

Earlicr, rcfcrcncc was madc to thc fact that rudimcntal litcraturc 
docs littlc to acquaint thc studcnt with thc problcms of tics and of syn- 
copation. In addition, it also docs rclativcly littlc if anything in thc Icss- 
common timc signatures such as 3 3 s s 2, 8, 4, 8, ctc. If thc snarc drummer is 
to do cvcn an adcquatc job of playing in conccrt band or orchcstra, his 
study of thc rudimcnts must bc supplcmcntcd with study of thc subtrac- 
tion mcthod of sticking and with a grcat dcal of work on sight rcading 
and tcchnical cxcrcisc in non-rudimental litcraturc and in somc of thosc 
less-common timc signaturcs prcviously mcntioncd. 

Wcbstcr dcfincs thc word rudimcnt as, "thc first principlc of any art 
or scicncc; a first stcp." Most bcginncrs arc taught thc rudimcnts of 
snarc drumming during thcir first scrics of Icssons and wc find thcm in 
thcir scnior ycar of high school spcnding most of thcir practicc timc bc- 
twccn Dcccmbcr and thc middlc of April still practicing thc rudimcnts 
and thcir rudimcntal solos. In othcr words, thcy arc still working on that 
first stcp I 

Thc writcr docs not wish to bc misundcrstood. Thc rudimcnts play 
an cnormously important part in thc total art of drumming. Thcrc prob- 
ably is no othcr sct of 26 cxcrciscs in cxistcncc that contributcs as much 
to thc dcvclopmcnt of carly tcchniquc as do thc 26 rudimcnts, but Ict 
us kccp thcm in thcir propcr pcrspcctivc. Thc rudimcnts arc cxccllcnt 
tcchniquc buildcrs--an important means to a musical cnd, but not thc 
cnd itsclf. 



Keyboard Mallet Instruments Vida Chenoweth 

This title would include xylophones, marimbas, and 
metallophones o[ all cultures, including the electric 
metallophone known as Vibraphone or vibraharp. 

D e f i n i n g  t h e  M a r i m b a  a n d  t h e  
X y l o p h o n e  I n t e r - c u l t u r a l l y  

On my first risk to Guatemala in 1957 I talked with many marimba- 
makers and marimba players. Surprised that a North American should 
be familiar with the marimba, they asked about my own instrument. Did 
it have wood or metal keys? I knew from the question that they must 
have heard of our vibraphone, and I assured them that my marimba 
had wooden keys just like theirs. The next question was, "And do you 
have gourds below the keys or wooden-boxes (for resonators)?" I an- 
swered that they were neither, because in the United States the marimbas 
have tubular resonators, and as I was describing them further and men- 
tioned that they were of metal, they began to protest, "Then it is not a 
marimba, because a marimba has no metal parts." And it is true that in 
Guatemala, marimbas do not have any metal on them. Theirs was a deft- 
nition peculiar to their own culture. I tried to explain that it didn't matter 
what the material of the resonators was since they provided only amplifi- 
cation and not the timbre, the timbre (or characteristic tone color) being 
produced by the wooden keys. I even pointed out that they had two types 
of resonators--those made of gourds and those consisting of wooden 
boxes arranged in columns below the keys--but it was difficult to con- 
vince anyone that a marimba might have metal resonators. Their resona- 
tors did contribute to the instruments timbre because they not only act 
as an amplifying device, but each resonator is provided with a small 
opening at the base of the gourd or wooden box and the hole is then 
sealed with a vibrating material taken from the intestines of a pig; this 
causes a sympathetic vibration remindful of the buzzing sound of a 
kazoo. This vibration sound is essential to marimba construction not 
only in Guatemala and Mexico but in parts of Africa, and that is why 
metal tubes could not possibly qualify as resonators to them. Completely 
foreign to their traditional marimba, the North American marimba was 
termed by them a "xylophone." 

We in the United States must also admit to a cultural definition of 
"marimba" and "xylophone." For years these two terms have been inter- 
changed and confused in their usage. Some U.S. manufacturers produce 
an instrument they name "marimba" and also another they name "xylo- 



phone," and they differentiate between them in the following way: the 
"xylophone" is tuned in fifths and has a higher range than the instru- 
ment they call "marimba." The latter is tuned more consonantly, in oc- 
taves, hence its mellower sound. 

Actually, the above is a cultural definition, for as we have seen, it 
would never suffice to define "marimba" and "xylophone" in this man- 
ner except within the boundaries of the United States. 

What does the word "marimba" really mean? It  is a word of African 
(Bantu) origin wtfich refers to an instrument composed of wooden bars, 
graduating in size from bass to treble, and underneath each bar there 
is a gourd resonator. The instrument's height from the ground is typically 
about one foot. It is doubtful that an American marimbist would on 
first sight recognize it as a marimba, so different in appearance is it from 
our large instruments which stand at nearly three feet above the ground. 
In addition, the African variety is tuned to a scale quite unlike our chro- 
matic scale, ¢ and a definition of this instrument would not hkely agree 
with that of any marimba on our hemisphere except that of the Maya- 
quiche Indians of Guatemala who also play a gourd marimba. 

It is by now apparent to the reader that there is a need for a more 
conclusive and accurate definition of "xylophone" and "marimba" if 
we are to communicate between cultures. Before we attempt to establish 
the definition of "marimba" let us also look at the word "xylophone." 
This term came to us through European usage, and it referred to the 
type of xylophones played in Europe, none of which were known to have 
had resonators. From the Greek language, "xylos" means "wood"; 
"phono" means "sound." The definition is quite simply, "woodsound." 
Is a marimba then a xylophone by the fact that it has a wooden key- 
board that produces its sound? The answer is, "Yes, the marimba is a 
type of xylophone." To find how a marimba and a xylophone differ 
historically we look again at the African origin of the word "marimba" 
and at the instrument to which the Africans assigned this name. Then 
it is noted that, in order to meet the requirements for a "marimba," 
something more was needed than just the wooden keyboard, and that 
something was individual resonators below the keys. 

The marimba may, in a broader, more practical manner, be defined 
as a type of xylophone which has resonators. If we attempt to create a 
definition for either the xylophone or the marimba according to the 
range, scale, method of tuning or type of resonators, we cannot speak 
inter-culturally, and to ignore the varieties of xylophones existing in other 
cultures is not advisable, particularly when our own North American 
marimba is the culmination of an idea which had its origin in another 
culture. 

The Indians of Guatemala also do not have the chromatic scale. 



The  vibraphone, on the other hand,  is of Nor th  American invention, 
and it is presumed that  its name will remain the same even when the 
instrument becomes par t  of the cultural life of other countries. Tech-  
nically, the vibraphone is under  the heading of metallophone, because 
of its metal  keys, just as the mar imba is a xylophone, because of its 
wooden keys. If  the vibraphone were to be manufac tured  in another  
country but  with a range of only one octave, it would not  alter the fact 
that  the instrument was a vibraphone. I f  it were to be manufac tured  
by a culture which had  an exotic eleven-note scale instead of the twelve- 
note chromatic scale which we use, the instrument produced would still 
be a vibraphone,  all other conditions met. 

I t  is hoped that  the percussion player will adopt  the musicologists' 
terminology and definitions rather  than to confine himself to the col- 
loquial. The  classification of keyboard idiophones is summarized in the 
chart  below: 

C L A S S I F I C A T I O N  

"struck idiophones" with keyboards 

Instruments made  of sonorous ma- 
terial which is made  to vibrate by 
an action of the player. .~ 

having a tuned scale, the keys of 
which are suspended horizontally. 

Types:  
Xylo-phone (wood-sound) 
1V~etallo-phone (metal-sound) 
Litho-phone (stone-sound) 

Examples:  
xylophones, marimbas 
vibraphones, other metallophones 
lithophones 

"z Sachs, Curt.  The History of Musical Instruments. New York: W. W. 
Norton & Co., Inc., 1940. 

Indianapolis Percussion Ensemble consisting of Jim Moore, Erwin Miller and 
Richard Paul which tours the Indianapolis area giving concerts and clinics is now 
publishing a mimeographed sheet entitled "Percussive Notes." For more informa- 
tion or perhaps a copy, write Jim Moore, Indianapolis Percussion Ensemble, c/o 
16 Digby St., Indianapolis, Indiana. 

Cleveland Institute of Music and the Rogers Drum Co. are co-sponsoring a per- 
cussion ensemble contest. The composition should be 4 to 10 minutes in length. 
Percussion must be the major feature with other instruments held to a minimum. 
The winning composition will be awarded $200 and will be published by Music 
for Percussion. For more details write---Robert Pangborn, the Cleveland Institute 
of Music, 11021 East Blvd., Cleveland 6, Ohio. 



In trying to get this bulletin off to a fine start it seemed appropriate 
to "challenge" our readers with a rather large collection of projects 
suggested to us by members of PAS as a result of our original request 
for ideas and concepts. The list is large because of the tremendous re- 
sponse from the members. It is not the list that is the challenge but the 
problems involved in implementing any one of the proposed projects, 
establishing a priority list, and carrying them out collectively. 

Future discussions of new and old concepts appearing in "the Chal- 
lenge" can and will be those things which seem to be top on the pri- 
ority list. This issue, however, is designed to stimulate your thinking on 
a wide variety of concepts which encompass both the new and the old, 
heretofore intermingled and unsorted. Included are projects which our 
society may feel like tackling. We could decide collectively that none of 
these is really important and select others instead. In any case, let us 
define our concepts clearly and accept the "challenge" to make them 
real in the life of every percussionist. 

Won't  you please write down your thoughts on these projects and 
others as they come to you and send them to our Executive Secretary 
so that together we can meet the CHALLENGE? 

SUGGESTED LISTS THAT WOULD BE VALUABLE TO TEACHERS~ 

PERFORMERS~ AND ADMINISTRATORS. 

1. Recommended list of qualified judges for festivals and contests. 
(Set down criteria of qualification) 

2. Recommended clinicians for percussion clinics. 
(Set down criteria of qualification) 

3. List of prospective graduate assistants for colleges unable to have 
full time percussion instructors. 
(Set down criteria of qualification) 

4. List of books and periodicals about percussion and percussionists. 
(Include doctorate or masters theses and essays available at all 
university music libraries) 

5. List of all percussion material published. 
6. List of all percussion materials unpublished. 
7. Breakdown of above lists into classifications for specific instruments 

or groups of instruments. (Also with band or orchestra, etc.) 



8. Lists of recommended accessories, traps, and special equipment. 
(Priority list of order of purchase for high school band directors) 

9. Sources of supply for items not readily available. 
10. List of items for loan or rent which can not be purchased. 
11. List of recordings, film-strips, and motion pictures for teaching 

and performance aids. (Tapes) 

AREAS OF RESEARCH AND PROJECTS SUGGESTED BY MEMBERS AND 

OTHERS TO IMPROVE. 

I. Study the ramification of required traditional rudiments at school 
contests in order to determine the desirability of revamping the 
requirements to more logically enhance the objectives of music 
education by: 

a. Adjusting the requirements to include those things which 
correspond to musical requirements rather than just techni- 
cal requirements. 

b. Encouraging multi-instrument playing which more truly 
represents the "percussionist" concept. (As opposed to just 
drummer. ) 

c. Making available more realistic "classifications" in terms of 
events in which the percussionist may participate. 

2. Through adequate research, general agreement, unified action, 
and intelligence and logic, make recommendations to manufac- 
turers concerning Q U A L I T Y  instruments, accessories, and edu- 
cational materials designed to "meet the requirements of percus- 
sionists." 

3. Encourage secondary and college level administrators to give 
more careful consideration to a well balanced percussion educa- 
tion program at all levels. Bring to the fore the inadequacies of a 
music program, teacher training and conservatory, which gives 
only lip service or solemn mockery to this essential element. 

4. "Suggested Further Studies in Percussion" as outlined in "Treatise 
on Percussion" by Gordon Peters, beginning on page 377. Addi- 
tional study of ideas suggested in other appendices in this un- 
published work. 

SPECIFIC RESPONSIBILITIES OF THE PERCUSSIVE ARTS SOCIETY AND 

SERVICES WHICH CAN AND SHOULD BE THE WORK OF THIS ORGANIZATION. 

i. Progress as a clearing house for information about and for per- 
cussion and percussionists. 

2. Receive and disseminate information, materials, published and 
unpublished works, lists, specific questions about percussion from 
members and non-members, and generally, through active par- 
ticipation of members, advance the musical concepts where per- 



cussion is concerned by all means educationally, economically, 
and physically possible. 

3. Advance concepts which seem most valuable in all areas of per- 
cussion--scholarly but practical approaches. 

4. Review new material both foreign and domestic. (Music and 
texts in English) 

5. Make recommendations of the best of study material as a result 
of adequate research in terms of general usage by membership 
and others. 

6. Begin a file on programs to be made available as reference for 
members and others. (Recitals, Ensembles, etc. ) 

7. Make recommendations to state contest committees concerning 
more-standard criteria for adjudication of percussion solos and 
ensembles. (See Ludwig Drummer, Spring, 1963--G. Peters 
article) 

8. Make available those requirements most commonly accepted by 
colleges and universities in terms of entrance and general place- 
ment. (Pre-req.) 

9. Through collective need, encourage composers to write for per- 
cussion in the area between elementary rudimental solos to ad- 
vanced grade experimental ensembles. 

CONSIDERATIONS OF ORGANIZATION AND FINANCE OF SUGGESTED AND 

PROPOSED PROJECTS. 

i. Time and expense are always involved when educational projects 
are successful. The extent to which PAS goals are reached de- 
pends largely on aggressive action on the part of the members, 
and the variety of sources for, as well as, the amount of financial 
support. Consideration might well be given to the following: 

a. Are dues commensurate with the goals and objectives of 
PAS? 

b. What should be included in the payment of dues besides 
the Official Bulletin? 

c. Who should bear the expense of special mimeographed or 
printed materials, compiled, edited, and printed by members 
of the PAS? 

d. Should PAS make educational material available for non- 
members? Should these items have a small charge for mail- 
ing only or should they be a source of income for the or- 
ganization's further development and growth in terms of 
additional projects? 

e. In the original objective of the society it was stated that 
the bulletin should carry no advertising in order to be a free 
agent in advancing percussion education. Should this be an 

9 



ever present factor or is it possible to follow the example of 
other educational and scholarly journals and use commercial 
advertising as a source of income without losing any edi- 
torial freedom? 
If  the bulletin takes on the aspects of a scholarly journal and 
is accepted, purchased, and made available in college li- 
braries across the country, are there colleges or university 
administrations who, because one of their faculty is editor, 
would under-write a large portion of the expense of prep- 
aration for printing, or even absorb the entire expense as a 
service to education? 

T H E  B U L L E T I N .  

1. If  percussion is to raise its level of acceptance, and if one of the 
goals of PAS is to rise above the toy-instrument stage, and, if 
in spite of their past reputation percussionists wish to be considered 
musicians, and, if we want  to show our colleagues that  not only 
are our intentions good but our actions speak louder than words, 
then it seems there is little choice but that  the PAS Bulletin must 
be oriented in style as a scholarly journal, but never at any time 
deceive its inadequacies through wordy goble-de-goock or mean- 
ingless beating-around-the-bush. I t  must make clear the chal- 
lenges, air the conflicts in thought and action, keep abreast of 
progress throughout the World of percussion, give honor to those 
who are able to push us all that  extra step forward as well as, to 
those who make firm and secure the beach-head of ideals already 
won, and above all it must be the vehicle through which new 
ideas can be made known. 

Communicat ion has never ceased to be the fiery-mouthed monster, 
never completely conquered, in the battle for educational ad- 
vances. I t  is not likely that  this bulletin proposed by PAS will 
accomplish the heretofore impossible, but it will place another 
sword on the fine. 

Larry McCormick has a drum music service called "Percussion Enterprises" 
in which he writes special drum parts, drum books, collections of solos and street 
beats, etc. For more information write---Percussion Enterprises, 866 Elma, Elgin, 
Illinois. 

Paula Culp has given us the information that the late Mr. Firestone's manuscripts 
are in the process of being published and his book of complete works will be avail- 
able to the public about two weeks after the printing of this bulletin. It will be 
available through the Trafford Drum Studio, South Main, Elkhart, Indiana. 

10 



Dance Drumming Henry Adler 

It never ceases to amaze me how far sighted some of the early authors 
of percussion methods and ideas really were. They had no way of know- 
ing for sure the direction which this field would take. Yet some of the 
basic ideas which they seemed to stress need emphasis more today than 
ever before. In a telephone conversation with Henry Adler in New York, 
he was quick to reiterate one of the axioms long in existence but never 
widely accepted. "Don't put down any form of dance drumming." 

The greatest talents have always been and will always be those men 
who can successfully play every style of drumming. As a matter of fact 
the idea of the specialist today is even more impractical than in the past 
despite the fact that it may seem contrary to our specialist oriented so- 
ciety. 

We often hear, "he is a great big-band drummer," or, "he is a fine 
small jazz group drummer," but what constitutes the ultimate in dance 
drumming today is the element of F L E X I B I L I T Y . . .  percussionists, if 
you will, well trained in the practical application of every phase of per- 
cussion playing. The bailiwick of men like Dave Tuff or Don Lamond 
was, and is, not limited to just Big Band Swing, or Small Group Jazz, 
or Big Band Commercial playing, they are examples of percussionists, 
able to perform successfully every phase of dance drumming as well as 
studio work which is even more demanding. 

Future articles for this section of the PERCUSSIONIST  will be un- 
der the supervision of our friend and colleague Henry Adler. The articles 
will be designed to define the problems of the modern dance band drum- 
mer. The plan is to delve into these problems in detail and make con- 
crete suggestions as to possible answers. Each problem will be dealt with 
in a usable and practical manner and will be based on years of experi- 
ence with literally hundreds of actual situations. 

From time to time, as space allows, we hope to include a good portion 
of news geared primarily for the danceband drummer. Although our 
main interest at this stage is to enlighten our readers as much as possible 
in terms of performance, we feel that just knowing where drummers 
are, who is doing what, and through what media it is being done will 
give added incentive for us to sit at a drum set and try what is suggested 
in these pages. 

Please direct all questions, suggestions, and disparagements to Per- 
cussive A m  Society, Music Department, Southern Illinois University, 
Carbondale, Illinois. 

11 



Percussion Educa t i on - - James  D. Salmon 

Since this is the first column for the new bulletin of The Percussive 
Arts Society, it would seem that it might be helpful to our membership 
if some few words of explanation were given at this time as to the pro- 
posed make up of this column. 

First of all, we would like to have a very broad use of this column so 
that the ideas and feelings of every member might be presented to the 
readers and members as a whole. 

Secondly, we feel that there are problems that are found in marching 
band, concert band, concert or symphony orchestra, combos, dance band 
or stage band, in one part of the country that are also found to be the 
same, or a similar problem in another section of our country. By writing 
in to us, we can project the possible solution (or solutions) from many 
angles and people, thereby broadening understanding of drums and of 
drumming. 

Thirdly, this column will be available to our readers for all phases of 
percussion performance and instruction practices as the serious drummer 
understands them. This is to give due notice that we will welcome all 
contributions of material that will include a serious search for answers to 
the performing drummers and percussion instructors as regards 1 ) drums 
and accessories, 2) all keyboard percussions (bells, xylophone, marimba, 
chimes, and vibraharp, or vibraphone), and 3 ) timpani. 

This column will only be as successful and active as the membership 
wishes to make it. Therefore, start collecting some questions that you 
might have about the playing, or the teaching of some phase of the per- 
cussion field. Send your problems, questions, or ideas to me, in care of 
this column of your PAS Bulletin. If I cannot get a satisfactory answer 
from one of the Percussion Experts in the field of performance, or in 
music education, we can go directly to the membership and no doubt 
we will have many possibilities of solution that could not be obtained 
otherwise. 

So long for now! Get those Q's and I'll try to give you the A's in 
future issues of your Percussive Arts Society Bulletin. 

Musser, Inc. is awarding two scholarships of $300 each to outstanding key- 
board mallet instrument students. These will be awarded through the American 
Conservatory of Music, Chicago, Illinois. For more information write--James 
Dutton, American Conservatory of Music, 410 South Michigan Ave., Chicago 5, 
Illinois. 
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Q. Who can participate in this Q 
& A section? Just members, or, can 
anyone interested in finding out 
about a specific area of percussion 
send in their questions? 

Q. Where should questions be sent? 

Q. Will Answers be representative of 
PAS membership as a whole or will 
they be opinions of only a few mem- 
bers. 

A. Anyone who has a legitimate 
question that can be answered di- 
rectly in a few words or by a yes or 
no, or, by a simple reference can 
expect to receive an answer; either 
in this bulletin or by direct corre- 
spondence where answers must be 
lengthy. 

A. Write to PAS, Department of 
Music, SIU, Carbondale, I11., or di- 
rectly to James Salmon, Department 
of Music, U. of Mich., Ann Arbor, 
Michigan 

A. In cases where controversial is- 
sues are involved, PAS members as 
a group will be consulted. For the 
most part, however, questions will 
be answered on the basis of knowl- 
edge at hand and an accumulation 
of experiences of experts who would 
know most about a particular situa- 
tion. 

,F - : I  
~ 1 9 6  3 

i~ ~ s M r w t F s 

: _ "  ~ ; ,° ,~ ,~ --_ 
. . . . . .  

2 - - -  " " " 

T i m e  a n d  P l a c e  

Th i s  section of  the bulletin is devoted  to lists 
of  t imes  and places of  clinics, recitals, and 

lectures given by members  and other percussionists. 
W e  hope readers wil l  continue to supply  us 

. _ _ ._ _ _ _ -_ wi th  dates and places o[ these events. 
- - - - .  _ - 

M a r c h  25, 1963. Minneapol is ,  Minnesota ,  Nor th  Cent ra l  Division M E N C  
Convention.  Clinic  sponsored by N A C W P I .  Clinicians J im  Salmon,  
Minneapol i s  Symphony Percussion Section (M a rv in  Dolgren)  and  
E d w a r d  Gangware ,  Bemidj i  Sta te  College. 

Apri l ,  1963. Bakersfield, California.  South  Western  Division M E N C  Con-  
vention.  Ar izona  State  Univers i ty  Percussion Ensemble,  d i rec ted  by 
Merv in  Britton. Per formance  included "Sui te  for Weatherk ings"  by 
W. K r a f t  and  "Percussion Music"  by Michae l  Colgrass. 
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April 28, 1963. Purdue University, Lafayette, Indiana. Purdue Percussion 
Ensemble Concert, directed by Maxine Lefever. Performance included 
"Prelude for Percussion" by Mallory Miller and "Compelling Percus- 
sion" by Charles Shively. 

May 9, 1963. Southern Illinois University, Carbondale, Illinois. Solo recital 
--Neal Fluegel--program will include "Toccata for Marimba" by 
Emma Lou Diemer and "Rhythmic" by Bozza. 

May 27, 1963. Southern Illinois University, Carbondale, Illinois. Southern 
Illinois University Percussion Ensemble Concert, directed by Neal 
Fluegel. Program to include "October Mountain" by Alan Hovhaness 
and "Prelude and Fugue" by Charles Wuorinen. 

May, t963. UniverSity of Michigan, Ann Arbor, Michigan. University of 
Michigan Band Percussion Section, directed by Jim Salmon--28 minute 
segment education television program as part of a "History of Music" 
series. 

July 15-19, 1963. University of Michigan, Ann Arbor, Michigan. Michigan 
National Band Conductors Conference. Sam Denov guest clinician. 

N e w  M o f e r i a ] s  Mervin  Britton 

Concert Snare Drum, bk. 1, by Jack McKenzie, pub. by Charles Colin. $3.00. 
Elementary Drum Metl~od, by Roy Burnes, pub. by Henry Adler Inc. $1.50. 
Percussion Keyboard Technique, by Thomas McMillan, pub. by Pro-Art Inc. 

$1.00. (beginning method) 
Mental and Manual Calisthenics for the Modern Mallet Player, by Elden Baily, 

pub. by Henry Adler Inc. $5.00. (advanced method) 
Percussion Studies---14 Percussion Quartets, pub. by Kendor Music Inc. Score 

and four part books $7.00. (ideal for elementary and secondary or university 
classes) 

Three Dances for Solo Snare Drum, by Warren Benson, pub. by Chappell and 
Co. Inc. $1.00. 

Contrasts for Percussion, by Jerry Bilik, pub. by Samuel French Inc. (part of a 
set of three settings with woodwinds and brass) 

The Art of Cymbal Playing, by Sam Denov, pub. by Henry Adler Inc. (to be 
released soon) 

Odd-Metered Etudes for All Instruments, by Everett Gates, pub. by David Corn- 
stein. $1.25. (intermediate level) 

New Variations and Drum Solos Vol. I, II, I l l ,  IV, by Ralph Pace, pub. by 
Drum Book Music, Vols. I-III $1.75. Vol. IV $2.00. 

Treatise on Percussion, by Gordon Peters, (manuscript form available from 
author) $20.44. 

Concerto for Timpani and Orchestra, by Harold Farberman, pub. by Franco 
Colombo, Inc. $2.50. (very difficult) 

Three Poems for Percussion, by I. D. Jacobson, pub. by Mills Music $2.50. (high 
school ensemble) 

Techniques of Cymbal Performance, by Mervin Britton. (film strip and tape avail- 
able from author at Arizona State University) 

Practical Percussion Studies, by Bob Tilles, pub. by Henry Adler, Inc. $4.00. 
(snare and dance drum method, intermediate-advanced) 
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M e m b e r s h i p  
Joseph Adato 
Percussionist 
Cleveland Institute of Music 
Cleveland, Ohio 

Henry Adler 
Percussionist and Publisher 
136 W. 46th St. 
New York 36, New York 

John Baldwin 
Instructor o[ Percussion 
University of Wichita 
Wichita, Kansas 

Orland Banning 
Part Time Percussion Instructor 
213 Pottawattomi Dr. 
Elkhart, Indiana 

John Beck 
Percussion Instructor 
Eastman School of Music 
Rochester, New York 

Remo Belli 
Remo, Inc. 
12804 Raymer Street 
North Hollywood, California 

Frederick J. Berry 
Graduate Assistant 
Southern Illinois University 
Carbondale, Illinois 

Joe Berryman 
Percussionist and Publisher 
2810 Prince Georges Rd. 
Hattiesburg, Mississippi 

George R. Boberg 
Percussion Teacher 
111 Doncaster Rd. 
Malverne Long Island, New York 

Mervin Britton 
Assistant Pro[essor o[ Percussion 
Arizona State University 
Tempe, Arizona 

Donald Canedy 
Director o[ Bands 
Southern Illinois University 
Carbondale, Illinois 

Robert Ross Cates 
Graduate Music Student 
Southern Illinois University 
Carbondale, Illinois 

Gordon Chadwick 
Student 
Southern Illinois University 
Carbondale, Illinois 

Vida Chenoweth 
Virtuoso Marimbist 
510 South Lincoln 
Enid, Oklahoma 

Maurice Coates 
Assistant in Bands 
Southern Illinois University 
Carbondale, Illinois 

Dick Craft 
American Rawhide Company 
1103 North Branch St. 
Chicago, Illinois 

Paula Culp 
Student-Percussionist 
Baldwin House 
Oberlin, Ohio 

Thomas L. Davis 
Assistant Band Director and Percussion 

Instructor 
State University of Iowa 
Iowa City, Iowa 

William Dorn 
Percussionist, Teacher 
401 13th Ave. 
Belmar, New Jersey 

Ron Fink 
Music Teacher 
Hartsburg-Emden High School 
I-Iartsburg, Illinois 

Neal Fluegel 
Assistant in Percussion 
Southern Illinois University 
Carbondale, Illinois 

George Frock 
Assistant in Percussion 
University of Kansas 
Lawrence, Kansas 
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Louis Gilula 
Student 
Southern Illinois University 
Carbondale, Illinois 

James Gordon 
Student 
6227 N. Ridgeway Ave. 
Chicago, Illinois 

John Grant 
Education Research, "'Notes Alive" 
P. O. 820 
Chicago 90, Illinois 

Harold C. Hine 
Professional Percussionist and Teacher 
21 South Wabash Ave. 
Battle Creek, Michigan 

Fred Hoey 
Percussionist 
C. Bruno, Inc. 
San Antonio, Texas 

Leon Holon Jr. 
Part Time Percussionist 
233 Grant St. 
Perth Amboy, New Jersey 

Erwm J. Honsa 
Teacher-Roy Knapp Drum Center 
509 South Wabash Ave. 
Riverside, Illinois 

Angelo Januzelli 
Student and Teacher 
409 East Rambo St. 
Bridgeport, Pennsylvania 

G. C. Jenkins 
len-Co 
Decatur, Illinois 

Jake Jerger 
Teacher and Professional Percussionist 
New Trier High School 
Winnetka, Illinois 

Jerry Kent 
Percussion Teacher 
7912 North Zuni St. 
Denver 21, Colorado 

Eddie Knight 
Percussion Teacher and Band Leader 
744 Donmoyer Ave. 
South Bend, Indiana 

Maxine Lefever 
Percussion Instructor 
Band Department, Purdue University 
Lafayette, Indiana 

Gerald E. Lefler 
Percussion Teacher and Student 
909 E. Broadway 
Three Rivers, Michigan 

Maurie Lishon 
Franks Drum Shop and Professional 

Percussionist 
226 South Wabash Ave. 
Chicago 4, Illinois 

Rey M. Longyear 
Associate Professor of Percussion and 

Musicology 
University of Southern Mississippi 
Southern Station, Box 272 
Hattiesburg, Mississippi 

William F. Ludwig, Jr. 
Ludwig Drum Co. 
1728 N. Damen Ave. 
Chicago, Illinois 

Betty Masoner 
Percussionist and Band Director 
911 Dewey Ave. 
Bemidji, Minnesota 

Larry McCormick 
Instructor of "Chicago Cavaliers" and 

Band Director 
866 Elma Street 
Elgin, Illinois 

Stan Melmer 
Professional Percussionist 
923 7th St. 
Port Huron, Michigan 

James L. Moore 
Indianapolis Symphony 
16 Higby Court 
Indianapolis, Indiana 

Russell J. Moore 
Percussionist, Teacher 
Drumland, 1405 W. Lake 
Minneapolis, Minn. 

John Noonan 
Percussion Teacher and Music Dealer 
27 University Court 
Normal, Illinois 
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W. D. Olive 
Teacher and Sales 
1740 MacLean 
Glenview, Illinois 

Ralph Pace 
Publisher and Percussion Teacher 
975 North Broadway 
White Plains, New York 

Robert Pangborn 
Cleveland Institute of Music 
11021 East Blvd. 
Cleveland, Ohio 

Theodore W. Paschedag 
Music Teacher and Music Store Owner 
1100 E. Main St. 
West Frankfort, Illinois 

A1 Payson 
Chicago Symphony 
6146 North Ozark Ave. 
Chicago 31, Illinois 

Gordon Peters 
Chicago Symphony 
705 Oak St. 
Winnetka, Illinois 

David Playter 
Percussion Student 
Southern Illinois University 
Carbondale, Illinois 

Dick Richardson 
President, Musser Inc. 
8947 Fairview Ave. 
Brookfield, Illinois 

James Jerome Ross 
Chicago Symphony 
5511 Bohlander Ave. 
Berkely, Illinois 

Gordin Rowand 
Percussionist and Materials Handler 
2806 Dorothy Layne Ave. 
Springfield, Ohio 

James D. Salmon 
Associate Professor of Percussion 
University of Michigan 
Ann Arbor, Michigan 

Larry Scroggins 
Student 
Wood River, Illinois 

Emil Sholle 
Cleveland Symphony 
3602 Cedarbrook 
Cleveland Heights 18, Ohio 

Lorence Slutzky 
Student-New Trier High School 
1015 Edgebrook 
Glencoe, Illinois 

Allen G. Smith 
Teacher 
15048 Forrer 
Detroit 27, Michigan 

Jack R. Snider 
Music Teacher 
University of Nebraska 
Lincoln, Nebraska 

Hugh W. Soebbing 
Percussion Instructor 
Quincy College 
Quincy, Illinois 

Jo Stalcup 
Percussionist 
1022 W. 210 St. 
Torrance, California 

Howard C. Stein 
Music Teacher and Percussionist 
710 Northeast 178th St. 
North Miami Beach 62, Florida 

Bob Tilles 
Music School Instructor and 

Professional Percussionist 
DePaul University 
Chicago, Illinois 

Larry Vanlandingham 
Instructor of Percussion and Theory 
Baylor University 
Waco, Texas 

Charles L. White 
Timpanist and Author 
922 South Kingsley Drive 
Los Angeles, California 

Louis Robert Wildman 
Timpanist Portland Symphony 
6335 North Delaware Ave. 
Portland 17, Oregon 
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Alan Wyand 
Band Director 
West York Area High School 
York, Pennsylvania 

Robert Zildjian 
Avedis Zildjian Company 
39 Fayette Street 
North Quincy 71, Massachusetts 

L E T T E R  T O  T H E  E D I T O R  

Dear Don: 

It  is axiomatic that it is very difficult for an individual to influence a large 
mass of people. One voice is lost in the multitude. That is why individuals with 
a common purpose group together and shout in unison: they are bound to be 
heard, and will probably have some influence on those who hear them. 

I would hope that the Percussive Arts Society is such a group. It  has very lofty 
aims, and people who subscribe to these aims and who want to implement them 
presumably join P.A.S. to work with the other members in this direction. An 
organization can exist and be healthy only if all the members actively participate 
in a common purpose. 

A large problem is, how can the members collectively implement the aims of 
P.A.S.? What direction shall they take? The aims, as I said before, are very worth- 
while, but they are very general and abstract. They do not indicate any specific 
action in any certain direction, and therein lies the crux of the problem. I think 
it would be w.ell for the members to decide on definite projects (perhaps two or 
three a year) to implement the aims of the organization. 

But this presents another problem. Since the members of P.A.S. are scattered 
all over the country, it is impossible to get together to discuss the implementation 
of the aims of the Society. Probably the only solution to this problem is for the 
members to correspond frequently with the Secretary. For instance, members might 
list three things that they consider to require top priority for group action, and 
send the list to the Secretary. The Secretary could then compile the lists and in 
turn notify the members of the two or three that were mentioned the most. The 
entire membership could then direct its energies toward specific goals, and things 
would really begin to happen! 

It  is my feeling that effecting a re-evaluation of percussion in public school 
music contests would be a major step in realizing the aims of P.A.S. These con- 
tests were set up to be helpful to a student's musical training, and were at first. 
But since contest rules have not been kept up with the times, contests have actu- 
ally become restrictive. I say this because: 

1) there is too much emphasis on the military concept of snare drum playing. 
The great majority of solo and ensemble entries play pieces of a military nature, 
and as a result, most students have a very limited concept of musical styles. This 
means that a student's contest experience is not really functional, since present- 
day professional organizations seldom perform in that idiom. 

2) most states lack events for one player on multiple percussion instruments. 
This is also not functional, since professional playing demands this type of tech- 
nique. 
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3) this is sort of a hot potato, but it is time someone took a stand on it. There 
is no protection on the contest judging sheets from uninformed judges (primarily 
judges who are not percussionists) or judges who are too strictly traditional. For 
example, some judges mark down for a contestant using the matched grip on the 
snare drum, even though this method has been proven to be more functional, and 
is being encouraged by leading professionals and educators all over the country. 
Also, some judges even mark down for the contestant's feet not being in a certain 
military-type position, even if the solo being performed is not in a military style. 
I have even heard of a judge marking down a contestant whose marimba was 
not in tune with the piano. 

I would respectfully submit that P.A.S. might send letters to state contest ad- 
ministrators, and: 

1 ) strongly urge them to re-evaluate percussion in contest in order to make 
contests as much benefit to the student as possible. 

2) urge them to get recommendations from leading working pro[essionals, as 
well as college-level educators, before making changes. 

3) offer the services of P.A.S. members to help do this, and give them names 
and addresses of members in the area. 

Another sub jec t tha t  surely deserves attention is the lack of versatility of the 
average student percussionist, particularly in the area of keyboard percussion 
instruments. There are many facets to the problem: lack of teachers, lack of 
school-owned instruments, lack of keyboard parts in school band arrangements, 
etc. But perhaps if all the P.A.S. members worked together much could be ac- 
complished in this area. 

Best wishes to you as the new Secretary of the Society. 

Sincerely, 
A1 Payson 

Since this is our  V O L .  I ,  No. 1 issue in our  new format ,  much  of wha t  
you have just  read  deals  wi th  intentions, plans,  and  desires. T h e  mul t i tude  
of decisions which are  represented in this, our  first, " P E R C U S S I O N I S T "  
were made  only af ter  consult ing with  many  of the  outs tanding percussion- 
ists, teachers,  designers, printers ,  manufac turers ,  editors of various o ther  
publicat ions,  and  experts  of all kinds. Af ter  compi l ing  all of their  ideas and  
suggestions and  making  a p re l iminary  (dummy)  copy of the  fo rmat  of the  
bullet in,  we presented them to as m a n y  non-experts  as were immedia te ly  
a v a i l a b l e . . ,  assuming tha t  the experts  were not  always the best counsel. 
T h e  react ion of the over-whelming majo r i ty  of both  the experts  and  the 
non-experts  was enthusiastic acceptance.  

T h e  problems of design, layout,  and  pr in t ing  of the bullet in were tre- 
mendous,  especially for  two edi tor ia l  novices. T h e  greatest  concerns, how- 
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ever, came when decisions had to be made about the general style and 
attitude of the content. We arrived at a basic philosophy which became 
our guide for editorial decision making and which seemed most congruous 
with the goals and objectives of PAS. 

The reason for the existence of PAS is easily understood. Its broadest 
objectives are those agreed upon by everyone in the field of percussion with 
whom we talked and corresponded. (We use the word percussion advisedly 
in order to distinguish our concept from the more limited term drumming.) 

Our philosophy is based on one primary objective, that is: To raise the 
level of musical percussion performance through broader musical knowledge, 
better teaching, and greater understanding of the present day demands, 
needs, and responsibilities of the percussion student, teacher, and performer. 

This is not a new philosophy. I t  has been the objective of every serious 
percussion teacher, performer, and, I might add, manufacturer, for years. 
I t  does, however, take on new and greater significance today because of 
the changing percussion scene. If  this is, in fact, as one PAS member puts 
it, the "golden age of percussion," then we must step up our exchange of 
ideas, review our approaches, and more accurately and intelligently place 
emphasis on the real needs of the percussionist. 

I t  must be clearly understood that it is not our wish to throw out the 
great heritage hmlded down to us by the outstanding men of the past who 
brought the field of percussion to its present prominence. Nor do we desire 
to create change just for the sake of change. Our intention is to broaden 
this great heritage to meet ever-growing demands: to standardize the atti- 
tude of the "musical percussionist"; to emphasize the importance of de- 
veloping skills as varied and complete as time, talent, and resources allow. 

What steps is PAS taking toward accomplishing our goals? First it is 
hoped that this bulletin will be the vehicle through which ideas may be 
exchanged and efficiently and quickly disseminated. To our knowledge there 
does not exist a publication entirely devoted to percussion with this primary 
goal and format. Although there have been, and are today, many fine 
articles about percussion playing and related problems, we feel that the 
potential for a magazine of the percussionist, by the percussionist, and for 
the percussionist is unlimited in terms of effectively reaching our goals. 

Second, we sincerely hope that you have found in the various sections 
of this journal many" challenging and stimulating ideas which will encourage 
you to more actively participate in raising the level of percussion. There 
is little doubt in our minds that there is more fraternal spirit among percus- 
sionists than in any other single facet of the music world. No one has all 
the answers, but collectively we can "move ahead," if you will, with a great 
deal more vigor than each of us can working individually. Through aggres- 
sive action on the part of every percussionist and teacher, using the bulletin 
as a clearing house for ideas all of us can gain confidence, prestige, and a 

• more than casual acceptance by our colleagues in the music world, while, 
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at the same time, placing percussion in a more meaningful place musically. 
As to further steps in this direction, let us make our position clear. There 

are an infinite number of ways which one might select to implement the 
details of such a goal or goals as we have outlined at this time. Whether or 
not our goals remain constant, and, with the constantly changing scene, 
this seems unlikely, the degree of success of any of our projects is in direct 
proportion to our financial security. 

You will notice an absence of advertising in our bulletin. You should look 
carefully, however, for the list of Associate Members to be printed in 
future issues. You will find that  the men and women of the percussion 
industry have elected to support the PAS without the benefit of advertising 
space. This is because they, perhaps more than anyone, realize the need 
for idea exchange. Many of them are active members as well, and we hope 
that they will share their valuable knowledge and experience with us on a 
personal basis without the fear of being accused of commercialism. Without 
this kind of support from industry, there would be little hope for reaching 
any goals at all. To  these people we owe a great deal of gratitute, not only 
for this one particular act, but for all the fine things they have done in the 
past which have given us the opportunity to even consider the idea of hav- 
ing a Percussive Arts Society. 

Continued financial security will come only as the membership and 
general interest increases to large proportions. From the enthusiasm that 
we have seen to date, this seems inevitable. 

A closer look at the break-down of the bulletin in terms of organization 
will show that a gallant at tempt has been made to include every important 
field of percussion study and performance. Three feature articles on any 
and all phases of percussion allow for a great deal of flexibility. The "Chal- 
lenge" is the place for self examination and exploration and experimenta- 
tion. "Time and Place" has the potential to keep us all abreast of what is 
going on across the c o u n t r y . . ,  past, present, and future. "Questions and 
Answers" and "Percussion Education" are specifically for the teacher and 
student. Few people I know are more qualified to coordinate this section 
than James Salmon. "What  is Dance Band Drumming" is going to be one 
of the most enlightening sections of the bulletin for all of us under the 
guidance of Henry Adler. Miss Vida Chenoweth, outstanding authority on 
marimba, is our contributing editor for the "Keyboard Mallet Instrument 
Section." "New Products" will help us all to more adequately understand 
the tools with which we work every day as well as to give us the oppor- 
tunity to see how others solve their equipment problems. "Percussion Per- 
sonalities" will deal wkh  the membership and its outstanding people. To 
know our colleagues better will certainly make idea exchange easier. 

I t  is impossible to estimate the number of hours we have spent in making 
this bulletin what it is. I t  is our sincere hope that it, in itself, is a step 
toward raising the level of percussion and the PERCUSSIONIST. 

21 



P E R C U S S I V E  A R T S  S O C I E T Y  

You are invited to join the "Percussive Arts Society." If you are inter- 
ested in improving the Percussive Arts, in performance and instruction, 
this is the organization that will contribute most toward that goal. Read 
our statement of purposes. Please feel free to contact the Society if you have 
any questions. 

Sincerely, 
Donald G. Canedy 
Executive Secretary 
Percussive Arts Society 

I. G E N E R A L  P U R P O S E S  

To promote better teaching of percussion instruments on all levels. 
To stimulate a greater interest in percussion performance and teaching. 
To establish standard criteria of adjudication for percussion perform- 
ance contests in light of today's demands on the percussion player. 
To foster the composition and publication of solo and ensemble music 
and teaching methods for the percussion instruments. 
To coordinate the activities of the membership with groups having 
similar objectives. 

II. M E M B E R S  I-I[P 

Open to anyone interested in the stetted purposes. 

III. 

IV. 

P U B L I C A T I O N  S 

A quarterly journal, lists of material and publications of special interest 
available upon written request. 

D U E S  

$2.50 annually which includes a subscription to the Bulletin. Mail re- 
mittance to Percussive Arts Society, Music Department, Southern 
Illinois University, Carbondale, Illinois. 

Name Home Address 

City State 

Business Address Occupation 

Remittance Enclosed 


