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PLAYING AN OFF-BROADWAY SHOW

by Sheldon Elias
About the Author:

Mr. Elias has to his credit several published percussion ensembles including a complete score
for the movie a “Cherished Truth””. He also has done some composing for the World Book
Encyclopedia films. Mr. Elias received his bachelors degree from the American Conservatory
of Music. He is the percussion instructor at Highland Park High School, De LaSalle High
School, and Drums Unlimited—Chicago. He has played for Petula Clark, Billy May, Bobby
Darin, Julie london, Ralph Marterie, and several other performers. He has played the hit
show at the Happy Medium Theater in Chicago, “Jucque Brel is Alive and Well and Living
in Paris.”

Most students who study percussion in high school and college
have excellent opportunities to learn the techniques of percussion,
but have a difficult time trying to get some professional experience.
With the cooperation of The 83W Productions Inc., the producers of
the hit musical “Jacque Brel is Alive and Well and Living in Par-
is,”” I was able to obtain permission to use the percussion part from
the overture for this article. I hope by some explanation and your
practice of the musie, you will have an idea of the kind of ex-
perience that is necessary to play a show such as this.

There are two basic types of musical shows, Broadway and Off-
Broadway. These names do not necessarily apply to where the show
is performed but to the size of the show production. The normal
Broadway musical has a full pit orchestra. This kind of ensemble
usually has from two to three percussionists. One of the percus-
sionists plays the drumset, and the other plays mallet instruments
and timpani. The Off-Broadway musical is quite different. These
musicials are usually performed in a smaller theater and they work
on a smaller budget. Many times the orchestra parts are written
for a large orchestra, so if there is only one percussionist he must
play all the percussion parts. This is the kind of production I would
like to discuss.

Most musicals start with an overture. It contains the main musical
themes played throughout the entire show. The overture will be
approached in four parts: Set-up, organization of sticks and mallets,
tempo changes, and conception.

SET-UP

(Refer to the picture included) This show requires the percussionist
to play a full drumset, two wood blocks, cowbell, triangle, tambou-
rine, ratchet, slide whistle, siren, police whistle, chimes, and marim-
ba. In the basic set-up everything should be made fairly accessible

113




from behind the drumset. The two wood blocks and cowbell are
mounted on the hoop of the bass drum. Certain parts of the show
sound better with different triangles. Two triangles on clips are
mounted on the music stand behind the ride cymbal. To the left of
the floor tom-tom is the marimba, which has its own music rack.
To the right of the hi-hat is a trap table on which is placed the
tambourine, whistles, and chime mallet. Next to the trap table are
the chimes with the ratchet mounted.

The previous mentioned general set-up is consistent throughout
the show. There are some changes as far as placement of the beat-
ers for the different instruments during the show.

ORGANIZATION OF STICKS AND MALLETS

Before the overture starts, the tambourine is placed on the floor
tom-tom. There should be two medium yarn mallets laying on the
marimba. Two drumsticks are held in one hand and the heavy tri-
angle beater in the other.

When the piece begins the first switch is from measure 6 to 7.
In measure 6, the first quarter note is played with the triangle
beater and the second note with a drum stick. While playing the
last quarter note the triangle beater is placed on the musie stand.

The next switch is in measure 23. During the two and a half
beats rest, the drumsticks are placed on the floor tom-tom, the
snares are turned off and the marimba mallets picked up.
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In measure 34 the same yarn mallets used before are used on the
suspended eymbal.

To make the next transition sound smooth, the suspended cym-
bal roll is played with one hand in measure 42 while the chime mal-
let is held in the other hand ready to play the first note in meas-
ure 43. This way there can still be a creseendo.

In measure 47 there are three beats to put back the chime mal-
let and pick up the triangle beater. In measure 54 the triangle beat-
er is placed back on the music stand and the drum sticks are picked
up.

From letter H till the end of the piece I, there are extremely
fast changes. For this portion of the piece, sticks with mallet heads
on the butt end should be used (5a). These sticks are used until
letter dJ.

During measures 56, 57, 58, 60, 61 and 62, the front ends of the
sticks are used to hit the bells of the cymbals.

In measure 73 the music tells the percussionist to (pick up the
chime hammer). The other stick is placed on the trap table so that
the chime hammer is held in one hand and the stick in the other.

The last switch is in measure 75. The roll in this measure is
played with the chime hammer and the drumsticks.

TEMPO CHANGES

As mentioned earlier, an overture has the major themes of the
show. So that this piece has some continuity, there are many tempo
changes. This particular overture contains six different themes.
They begin at the following numbers: 1, 11, 19, 24, 85, and 48.
The first theme stays at the same tempo thru measure 23. At letter
E the tempo is J =160. From letter E until measure 48 the tempo
is the same. At 48 the tempo goes back to that of the first theme.
At letter I the tempo settles down and at J it becomes Maestoso.
Between letters B and D the eighth note still has the same value.

Example:
s I T ] xJFm LI LI T
r Srrirrrog

F XX E F‘x XX E
At letter G the J.=,J thru measure 47. So as far as elements con-
cerned with tempo changes and meter changes these are the major
points to consider.

CONCEPTION

It is very hard to get a conception of how each part of the over-

ture is to be styled without hearing it first. The following should
give you some ideas.
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Try to get the exact feeling or mood that the following sections
represent. Measure one to letter B has a concert or legitimate feel-
ing. From B to letter D a rock and roll style is implied. Measure
20 to 23 is a strict almost military feeling. At E is a flowing al-
most legato feeling. The suspended cymbal roll, at measure 35,
starts building excitement until it reaches measure 43, which is its
climax. Letter G should sound almost like church bells. Measure 48
brings the legitimate feeling back again. This should be somewhat
in a Baroque style. At letter J all this comes to a final climax.
From here to the end, the music is very broad and bold sounding.

SUMMARY

I have mentioned the very fine points involved in playing this
particular piece, but the major points should be repeated.

1. Set-up

2. Organization of sticks and mallets

3. Tempo Changes

4. Conception

If you approach this overture or similar pieces of musie in this
manner, complications will be minimized.

[s)

It is the belief of your President that the Percussive Arts Society
Board Meeting, held in Miami June 8th, launched the So-
ciety into a new and more fruitful era. It is obvious to all that
our organization has developed to the point where-it is an impor-
tant, viable force in the music industry, as well as in all areas of
percussion performance and education.

The growth in membership, in the scope of our projects, and in
our budget, are all evident in the minutes of our meeting, which will
appear in the next issue of PERCUSSIONIST. It is natural to re-
lax and coast when things are going well, but that is not how an
organization, a school, or an individual grows, or even remains vi-
brant. It's the hope of your Board of Directors that this is only
the beginning of the Percussive Arts Society’s impact on all areas
6f percussion, and that the entire membership will see our growth
as proving our forward direction has been valid.

Constant effort on the part of all members is necessary for out
organization to retain its place as the leader in percussion. In that
position, we have a tremendous responsibility to continue our growth,
and to afford the most help and guidance possible, in all areas re-
lated to the percussive arts. We are confident that all members
will feel as we, and will continue to build our membership, and
work towards another plateau in the goals of P.A.S.
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PERCUSSION IN PARIS

by Harold J. Brown, Jr.
About the Author:

Harold J. Brown, Jr., 21 years old, a native of Birmingham, Alabama, received his B.A. in
French Literature from the University of Rochester, where he is presently a Ph.D. candidate in
French Literature. He and his wife are at this time completing a year of study in Paris. A
professional musician since age 14, Mr. Brown’s playing experience includes First Percussionist
in the Birmingham Symphony, and timpanist in several Rochester groups. He studied timpani
for four years with John Beck at the Eastman School of Music, and has taught percussion in
the Rochester public scools. A percussion quartet, Four Times Three, is now being published
by Kendor Music.

French percussion activities, like so many things in France, are
centered in Paris. There is a decentralization program in progress
for all the arts; new conservatories are being built or have been
built in the provinces, and many of the major cities have respectable
orchestras. However, what is said of Paris may be considered
characteristic of the brightest spot in French percussion.

The hub of percussive training in Paris is the famed Conserva-
toire National Superieur de Musique, the Paris Conservatory. Stu-
dents from all over the country compete in rigorous competitive
examinations for the relatively few places in the percussion depart-
ment. Those who are not accepted must attend conservatories in
the suburbs or in other cities; some of which are reputed to be
very fine. Students, once accepted, must re-audition each year.

The head of the percussion department, and the only teacher, is
Jacques Delecluse, author of etude books for snare drum, xylophone,
and timpani. A student receives one private lesson per week, and.
one class lesson, where each of several students play the same
exercises, alternately on timpani, snare drum, and keyboard.
leaning more to the keyboard instruments, which are his playing
specialty.

The Conservatoire is well supplied with everything but timpani;
indeed, there are only two sets of timpani, plus hand drums, for
the whole school. It is almost impossible to practice unless one owns
his own drums. As a result, students simply come into lessons and
play. The situation is better for the other instruments: xylophones,
marimbas, drum sets, etc. are available for practice. There is some
good talent among the students, most of whom are very well-round-
ed percussionists.
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M. Delecluse uses his own texts, plus pieces written mainly by
teachers past and present at the Conservatoire. Most French ‘‘solos’’
for percussion are with piano accompaniment, and usually consist
of a three-movement piece, with one movement for timpani, one for
xylophone, and one for general percussion. (An extreme case, per-
haps, of ‘‘balancing’’ the percussionist.) The philosophy that solo
timpani or percussion may be able to create musically valid works,
alone, has not yet reached Paris; ‘‘solo’’ means ‘‘with piano’’, with
rare exceptions.

QOutside of the conservatories, there are no student orchestras.
The main Paris conservatory has two orchestras, again rather limit-
ed facilities for its numerous students. The University of Paris has
a musicology institute, nothing more. The lycees, roughly equivalent
to our high schools, are void of musie, although many arrondisse-
ments, or sections of town, have municipal conservatories which
provide the musical basics to children. Usually there is no percus-
sion in these, however. Those with percussion offer lessons at the
teacher’s home, but own no practice instruments.

Paris resembles New York in at least the number of orchestras
around. There are, for percussionists, fairly good opportunities in
town, although many Conservatoire graduates wind up in other
cities. The main orchestra, founded by the late Charles Munch, is
the Orchestre de Paris; a rival group, also of philharmonic size,
is the older Orchestre de ’0O.R.T.F., the French radio-television or-
chestra. The Paris Opera has an orchestra, as does the Opera
Comique, and certain other theaters with musical productions use
pit orchestras. There are three main amateur orchestras--amateur
in the sense of volunteer, with regular concert series and profession-
al standards: The Orchestre des Concerts Colonne, at the Chatelet
Theater, the Orchestre Fernand Oubradous, and the famed La-
moureux orchestra (which fascinated this listener one day with the
wildest, most irreverent, and best, interpretation of Symphonie Fan-
tastique that he had ever heard.) There are several concert socie-
ties as well, which give oceasional symphonic or oratorio performan-
ces.

My comments will center on the Orchestre de Paris, this year
under the musical advisorship of Herbert von Karajan, with Serge
Baudo as conductor-in-chief. It is a fine group, but nevertheless
sounds almost second-rate in comparison with the Berlin and Vienna
groups, or just about any major U.S. orchestra. French orchestras
seem to be plagued with a more or less advanced case of “‘slop
throughs,”” if I may use such a phrase--anything goes. Every con-
cert is a new experience, and a surprise for musicians as well as
conductors. Herbert von Karajan caused a mild scandal this fall
by drilling the orchestra, making it adopt his interpretation every
time they played--usually it’s every man for himself.

120




Despite this drawback, the percussion section of the Orchestre de
Paris gets the best sound of any Paris percussion section. The pre-
miere of Olivier Messiaen’s Transfiguration this winter, for example,
used seven percussionists, including xylophone, vibraphone, and ma-
rimba soloists. The section was well stocked, for Messiaen makes
extensive and well-chosen use of percussion. The instruments need-
ed in such works are always available, and good quality ones at
that. A more subtle at times, but equally good rendition of the
Mahler Third Symphony was performed recently, under the direc-
" tion of Leonard Bernstein. (There were three performances, the last
severely marred by an influx of late-comers in the middle of the
long first movement, which forced Mr. Bernstein to stop, eventually
go off-stage, and start over ten minutes later.)

This same section has recently formed Paris’ only independent
percussion ensemble, Les Percussions de I’Orchestre de Paris. The
five-man group, under the direction of Jacques Delecluse, premiered
for a week at the Theatre de la Ville in early February. (The only
other French percussion ensemble I know of is the excellent Stras-
bourg group. There are no student ensembles at the Conservatoire,
and very little ensemble work done as a result.) One of the pieces
performed was the Bartok Sonata for Two Pianos and Percussion,
in which two of the percussionists played the difficult piano part,
a remarkable show of versatility. It is to be hoped that this group
will -continue to function. Their instrumentation was spectacular,
again with all the instruments modern and of good quality. They
were very well received, with at least 400 people in the audience
when I attended, a surprising number in comparison to the minimal
turnouts such concerts receive in the United States. (Paris audiences
are in general knowledgeable and enthusiastic.)

To characterize the level of playing in the percussion section of
the Orchestre de Paris, and by extension all Parisian percussion,
certain comments about the orchestras in general apply. Fine or-
ganization, excellent instrumentation, and good technique are marred
by a generally sloppy attitude; the French love of individuality
leads to a lack of precision and polish in ensemble work. The play-
ing at times lacks finesse, with the light French ‘‘touch’ tending
to metamorphose itself into heavy thuds past mf, with tone qual-
ity suffering as a result. On the other hand, though, the playing
is lively and enthusiastic; the spirit of the music always comes
through, if the letter leaves a certain exactness to be desired.

To conclude, there is much to be admired in the Parisian percus-
sion scene; much talent, which, if utilized better, would bring spec-
tacular results. Results now are mediocre, almost minimal for. what
one expects from major modern orchestras, or talented modern
percussionists. The musical life of Paris offers much that has not
been discussed: excellent recitals, chamber music concerts, medie-

121




val music groups, church organ concerts unequalled elsewhere. . .
a great wealth to be sure. This author is a confessed Francophile
in many things--architecture, literature, museums, cheese, wine; in
short, the best qualities of la vie parisienne. Yet for all that Paris
has to offer, this author and his wife have found music to be the
least satisfying part, and percussion falls under the generalization.

Much work is being done now in Parisian percussion, and there
is much that remains to be done, as in the U.S. However, a com-
parison with American percussion is revealing. Percussive opportu-
nities in the States exist from the earliest educational levels, and
playing opportunities abound. Under the influence of such organiza-
tions as P.A.S., educational information about percussion is easily
available, and spreading rapidly. For all of our problems, let us
at least appreciate what we do have. Paris is a great place to
visit, but leave your sticks at home. '

IONISATION--EDGARD VARESE

by Vyvian C. Lawrence

Timbre holds a central place in Varese’s Ionization. Each instru-
ment’s timbre has its own mass, weight, solidity and independence
as a unit and physical quality of sound. The timbres individually and
collectively shape the music in its own characteristic way. Timbre,
itself is an aggregation of faint overtones. It can then become a
means of exploring sounds other than customary pitch and in
between whole steps and semi-tones, yet not in a mechanical sense
of writing quartertones. The listener is aware of “‘in-between’’
tones for they rise naturally from the instruments.

Out of timbre rises Varese’s ‘“Harmony’’. Varese abandons the
system of major and minor scales, and the chords and chord re-
lations derived from this system. His harmony brings together not
only sound of different pitch but different timbres and their over-
tones as well.

Out of his handling of timbre also rises his individual polyphony.
Each instrument acts as an individual voice and enters above or
below the others with its own “‘motivic’’ rhythmic pattern. One lay-
er of sound is added to another. Ionization with its thirteen per-
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formers and thirty-five instruments is built on a most sensitive hand-
ling and contrast of different percussive sounds. The thirty-five in-
struments fall into three groupings: (1) indefinite pitch, (2) relatively
definite pitch (piano and chimes, with its very strong overtone ser-
ies, () continuously moving pitch (sirens, lion’s roar).

Varese’s construction achieves a sense of space. Harmonically
constructed music achieves this spatial sense through the develop-
ment of themes, the harmonic movement away from a starting key
and return. Varese achieves the opening of space through the addi-
‘tion and contrasts of timbres and rhythms, each acting as a kind of
‘‘tonal plane’’ against the others. Varese’s construction builds to a
great complexity of interlocking planes of rhythm and timbre and
then relaxes tension by slowing of the rhythm, and the enlarge-
ment of “‘silences’’ between sounds. Varese saves the equal temper-
ed instruments (piano, chimes, celeste) for a final glorification of
sound.

Each section is identified by its own combination of instruments,
range of sonority. Each important change in the substance of the
sonority is also a demareation in the sonata allegro form.

The metronome marking of =88 establishes a moderate and
strict tactus. From the beginning, the intensity is built from addi-
tion of layers. An accelerando is felt through more complicated
tactus subdivisions rather than actual accelerando. Movement is by
tactus not by ‘‘phrase’, in a strict musical sense. The introduction
(mm 1-8) introduces the common subdivisions used through out the
composition--two, three, four, five. Long sustained sounds, with few
articulations characterize the introduction. The sustained tones are
accomplished by use of similar instrumentation: tam-tam claire,
tam-tam grave, gong, suspended cymbal as a tonal plane and si-
ren grave as another plane.

At rehearsal #1 (m9), the snare drum introduces its ‘‘rhythmic
theme’’. Its first presentation (8 beact) is repeated with a ‘‘tail
variation’’ against a pulse delineation in the other instruments.

4__x» FE[FTI] (T R L;E‘:)

e rmammist m s

4 > >

This snare drum rhythmic theme can be followed through out the
composition: m16, mm60-63, mm70-71, m79.

Rehearsal #2 combines the slow sustained sounds of the introdue-
tion and fragments of the snare drum theme.

123



+ FE{m 0 AT

l
|

Measure 13 and 14 serve as a ‘‘unit’’ from the introduction. The
siren grave in ml5 is a connective tissue to ‘‘unit’’ ml6 and 17
of the fragmented snare drum theme. Tarole (player #9) has a
rhythmic fragment or variation bearing some resemblance to the
snare drum theme.
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tarole:

The tarole rhythm is repeated with a variation on itself. (above)

There is no harmonic dimension (horizontal idea) or line direction-
ing as in Bela Bartok’s Concerto for Orchestra, but dimension is
achieved by vertical additive layers, which are not sonorically and
accoustically relative to each other enough to cause directioning.
There are no sectioning (i.e., woodwinds, brass, strings) possi-
bilities for thematic treatments.

Rehearsal #4-7 repeats the rhythmic theme over tactus delinea-
tion of other instruments, and continues the development by build-
ing and adding layers. A feeling of growth is derived by more
extensive use of triplet subdivision, swell of dynamies and by metrie
changes: “ 23 l b , 3 ‘ ﬁ’ 2} b . Climax arrives at rehearsal

#17. Unification is achieved by rhythmic unity of instruments, similiar
tactus subdivision (triplets at rehearsal #7) and S

between #8 and #9, yet infinite variety can be achieved by differ-
ent timbres and rhythmic combinations (i.e.,

Subdivision of 5 is used on equal basis with 2, 8, 4.

Rehearsal #9 begins a post-climax section, the recapitulation. The
meter remains the same. £, Again the texture begins to built
but with more rhythmic independence of parts.

Rehearsal #12 is a “working out” section, utilizing metric change
for variety: il 4] &} THE ete. Rhythmie reinforcement
occurs with player 1, 8, 11, 12.
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player 1, 3, 11 12.
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Again, the two measure unit appears. Measure 66 (the first meas-
ure of rehearsal #12) and m 68 are rhythmically very similar.
Rehearsal #13, begins the finale. Metric change is lessened.
The definite pitched instruments are added to pre-existing rhyth-
mic configuration. Its appearance marks a textural change not rhyth-
mic. The use of wide range of piano (A sub-contra, to G2) and the

unusual disposition compliments the timbre, range and overtone
ideas of the instruments of indefinite pitch.
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Varese’s music attempts to make music as concrete as possible in
the sense of manipulating tangible things, however all the charac-
teristic elements of music such as rhythm, harmony, ‘‘melodic line”’,
polyphony and formal structure may be found sensitively handled.

Practical Mallel Studien

Professor of Percussion
DePaul University

Some of the scales studied in the past few issues of the Percus-
sionist have been useful in modern improvisations.

To review, it is recommended that the player practice the follow-
ing scales in all keys: chromatic, major, relative and parallel minors,
whole tone, and modal scales including, ionian, dorian, phrygian,
lydian, mixolydian, aeolian, and locrian.

In ““Practical Improvisations” (Tilles-Adler, Belwin) additional scale

study is presented including pentatonic, diminished, and altered
scale forms.
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Chords may be thought of as derivatives of scaleés and many
forms and variations are possible. (using F as the root, a simple
F major scale produces the following chords: F major, F major 6th,
F major 7th, F major 9th, and F major 6th-9th.

F mAven. SCALE F PATER, Fe Eas, 7 Fuzg £ ot

- [}
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By altering the F major scale to form an F dorian scale, a
minor mode is established. This mode is useful for improvising the
chords of--F minor, F minor 6th, F minor 7th, and F minor 9th.

Note--F' dorian can be built on the 2nd degree of the Eb major
(ionian) scale and contains the following structure: 1 step, Y2 step,
3 whole steps, Y2 step, and 1 whole step.

F Dorian Minor
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When the F harmonic minor scale is used, an F min. (maj. 7)
chord is derived:

F Harmonie Minor Scale F min. (maj. 7)
[} o
: ; | AN & Tt )
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The F locrian minor scale forms the improvising base for an Fm7
(b5) chord also notated as F half diminished 7th (f ).

Note--F locrian can be built on the 7th degree of the Gb major
(ionian) scale and contains the following structure: 2 step, 2 whole
steps, Y2 step, 8 whole steps.

F Locrian minor Fm7 (b5) or F7
7 Is b £ 8 ] }IU
Vi n pao VO ¥ yAY L Vo CJ
FZiRY h DV <, 2 WY AR T AR WY J j/E®)
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The next issue of the Percussionist will feature additional modern
mallet exercises.
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ANINDEX OF ARTICLES APPEARING
IN PERCUSSIONIST
ARRANGED ACCORDING TO SUBJECT

arranged by
Dick Berkley

Acoustics

‘‘Percussion Acoustics: An Introductory Evaluation’’, James Moore V-1-218

“PAS Acoustics Committee Report of Dec., 1967,”’ James Moore, V-3-315

**Percussion Acoustics: Some Basic Considerations,”’ James Moore, VI-3-86

“‘A Selective Bibliography of Materials Pertaining to the Acoustics of Percussion
Instruments,’’ James Moore, VII-1-23

Contest Rules and Adjudication

*‘Percussion Solo Event Rules and Evaluation Sheet’’, Gordon Peters, 1-2-6
*“The Challenge’’, PAS Committee, 1I-143

Dance Band and Trap Set

*‘Dance Drumming”’, Henry Adler, I-1-11 and I-2-11

**Questions and Answers’’, James D. Salmon, [-2-12

“*Co-ordinated Independence in Jazz’’, Nick Ceroli, 1I-140

**The Percussionist’’, Roy Knapp, II-3-10

*‘Using the Bass Drum in Modern Drum Solos’’, Joel Rothman, 1V-1-95
“‘Stage Band Drumming”’, Louis Bellson, IV-2-124

“Show Drumming”’, L.S. McClausland, V-2-224

*Finger Control in Modern Drumming'’, Ed Shaughnessy V-3-284
“‘Swinging Time in 3-4 Meter’’, Joel Rothman, V-4-321

*‘The Drum Set’’, John Baldwin, VI-2-64

Education and Curriculum

‘“‘Questions and Answers”’, James Salmon, [-2-12 also I-3-7 and II-1-52

‘‘Percussionist-Drummer-Musician’’, Neal Fluegel, 14-7

*“The Marimba as a Useful and Musical Band Instrument’’, Sandy Feldstein 11-1-36

“‘Organizing the School Percussion Section”, Gordon Peters, III-1-14

“College Percussion Training’’, Sherman Hong, I1I-2-26

“‘Committee Report on Elementary Education”, PAS Committee, I1[-2-44

*“The College Percussion Program’’, Paula Culp, I1I4-75

“Percussion Education at the National Music Camp’’, F. Michael Combs, IV-1-88

““Keyboard Percussion in High School”’, Bob Tilles IV-2-116

*“Percussion at National Stage Band Camp’’, Thomas Brown, 1V-3-144

*“Some Suggested Pre-requisites to Studying Music in College’”, James Salmon, IV-
4-185

*‘Percussion Ensembles in the Private Studio”’, William Schinstine, V-1-221

“‘Percussion in the Classroom’’, Martha Pearman, V-2-626

“‘Some Suggestions for Contest Preparation’’, George Frock, V-3-279

“A Comprehensive Outline for the Teaching of Rhythmic Reading”’, Robert Houn-
chell, V-4-338, also VI-1.24, VI-2-55, VI-3-78, VI-4-124

“Experiments in Elementary Percussion Education’’, Ronald Keezer, VI-2-87

“PAS College Percussion Curriculum Report’”” Ron Finik, V1-4-139, also VII-1-27
VII-2-78, VII-3-96

‘‘Start Mallets From the Beginning”’, Roger Faulman, VII-1-13

“Teach Your Drummers to Sing’’, Mervin Britton, VII-3-88
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History

“Percussion in the 18th Century Orchestra’’, R.M. Longyear, II-1-1

““The Development of the Snare Drum’’, Hugh W. Soebbing, 1I-34

‘“Marimbas of the Congo’’, Vida Chenoweth, I1-3-15

“How Turkish Janizary Band Music Started Qur Modern Percussion Section’, James
Moore, 114-7

““The Domestication of the Snare Drum’’, R.M. Longyear, I1I-1-1

“‘Percussion: Its Status from Antiquity to the Modern Era’’, Geary H. Larrick VI—
2-42

“The Use of Percussion in the Wind Bands of Britain in the 18th Century’’, Thomas
Akins VI-3-90

“‘Historically Speaking’’, Donald Gilbert, VI-4-120

“The Evolution of Early Jazz Drumming’’, Theodore D. Brown, VII-2-39

““The Beethoven Symphonies: Innovations of an Original Style of Timpani Scoring”,
Bill Krentzer, VII-2-55

“‘Altenburg’s Observations (1795) on the Timpani’’, R.M. Longyear VII-3-90

Literature

““New Materials”’, Mervin Britton, 1-2-16, also I-8-10, 1-4-17, II-1-54

‘‘Percussion Literature’ (from Instrumentalist May 1946 to May 1965), 1I-3-18

“‘Zyklus’’, Max Neuhaus, III-1-6

“An Index of Articles on Percussion in the School Musician, Ed. by James Sewrey,
Ii1-1-17

“Timpani Repertoire’’, Ron Fink, [I-4-19

“‘Percussion Articles Which Have Appeared in the International Musician, 1950-1964,
Ed. by Ron Fink, III-1-19

““‘Material Review For PAS Bulletin”’, II1-2-56

“List of Percussion Works'’ by William Kraft, I11-2-58

“List of Percussion Works”’, by Gen Parchman and Armand Russell, II1-4-82

“Percussion Material Review’’, Mervin Britten, IV-1-93, also IV-2-112, IV-3-157,
IV-4-209, V-1-226, V-2-274, V-3-813, V-4-349, VI-1-32, VI-2-69, VI-8-105, VII-1-35,
VII-2-67, and VII-3-111

“A Complete Listing of All NACWPI Percussion Articlés”, Ed. by John Beck,
IV-1-100

“Percussion Articles Printed in the Music Educators Journal”’, Kenneth Mueller,
1V-1-102

“A Survey of Compositions Written for the Percussion Ensemble’’, Michael Rosen,
1V-2-106, also IV-3-137, and 1V-4-190

“International Percussion Reference Library’’, IV-2-126

“‘List of Works of Michael Colgrass, Morris Goldenberg, and Peter Tanner and music
published by E. Morris, MCA Music, and G. Schirmer’’, 1V-2-127

“Iist of Works’’, by Vic Firth and Published by Mills Music Co. IV-3-161

“‘Percussion Articles and Biographies printed in the Ludwig Drummer’, IV-3-164

“‘List of Percussion Works’’ by Joel Rothman and G.L. Stone, IV-4-204

“A Continuing Index of Percussion Articles in Other Periodicals’’, Betty Masoner,
V-1-238, also VI-1-29

“‘Motivations for Saint-Saens’ Use of the Xylophone in his Dances Macabre’’, Gor-
don Peters, V-3-306

“Instructions for Performing the Tharichen Concerto’”, John Papastefan, V-4-329

“The Avante-Garde Scene, Piece for Jazz Set”’, Michael Ranta VI-1-13

“The Symposium: A Possible Source For New Percussion Music’’, Jon L. Polifrone
VII-1-6

*‘John Cages 27'10: 554" For a Percussionist’’, Michael Ranta VII-1-8

‘“The Percussionist’s Bookshelf’’, John Galm, VII-2-45

“An Index of Percussion Articles Appearing in Downbeat’’, Edward P. Small, VII-
2-77, also VII-3-104
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Technical Studies

“Practical Mallet Studies”, Bob Tilles, I1-3-13, also II-4-17, HI-2-42, I11-4-79, 1V-1-98,
IV4-200, V-1-224, V-2-259, V-3-301, V-4-326, VI-1-22, VI-2-50, VI-8-101, VI4-122
VII-1-21, VII-2-69, VII-3-100

‘‘Expanding 4-Mallet Technique’’, Gordon Peters, III-2-35

‘‘Snare Drum Sticking Techniques’’, James Salmon, II1-2-39

‘‘Mallet Technique’’, Sandy Feldstein, V-4-333

“Roll Ratios”, Eddy Kazak, VII-2-63

*“A Practical Approach to Rudiments’’, Dick Berkley, VII-3-82

Timpani

‘“Timpani Repertoire’’, Ron Fink, 11-4-19

*“Ear Training and the Timpanist”’, Gordon Peters, IV-2-119

**Self Instruction for the Kettle Drums (1895)"", Otto Steele, V-2-253
**The Timpanist”’, Richard Hochrainer, V-3-299

**Timpanist, Musician or Technician?’’, Cloyd E. Duff, VI-1-2

*‘Some Thoughts on Timpani and Intonation’’, Ted Frazeur, VI4-113

General

‘‘Musicianship’’, Vida Chenoweth, 1-4-99

“Defining the Marimba and Xylophone Inter-Culturally’”, Vida Chenoweth, I-14

“Rudimental Drummer or Percussionist-Can We Be Both?”’, Larry MeCormick, 1-2-3

‘‘The Marimba Act”’, James Ross, I-4-4

“‘Percussion Growth, Research, and the Future’’, Tom Siwe, II-1-6

*‘Percussionists and Drummers’’, John Noonan, II-8-1

‘‘Snares”’, Gordon Peters, 11-3-8

“‘Some Performance Problems of Contemporary Percussion Composition’, Jack Me-
Kenzie, I1-4-1

*‘Musical Performance and the Percussionist”’, James Sewry, 111-2-32

“‘Percussion in the Orchestra of Harry Parteh”’, Danlee Mitchell, I11-2-37

*“The Sistrum and the Triangle”, Gordon Peters, I11-2-54

*‘Principal Percussionist Versus Timpanist’”’, Glenn Robinson, IV-1-85

*“The Bell Lyra”’, Sandy Feldstein, IV-3-147

*“The Do It Yourself Percussionist”, Fred Wickstrom, IV-3-149

““Percussion Personalities: Bob Tilles, James Moore, John Noonan, Gordon Peters,
1V-8-151, also I-2-17 and I4-14 (including also Donald Canedy, Neal Fluegel, Merv-
in Britton, Henry Adler, Gordon Peters, Al Payson, James Salmon, R.M. Longyear,
and Vida Chenoweth)

*‘Percussion Research: A Conscientious Endeavor’, Sherman Hong, IV-4-187

*“Playing Drum Solos in % Meter”’, Joel Rothman, IV-4-196

*‘Chieago Symphony Orchestra Percussion Auditions’’, Gordon Peters, 1V-4-202

“Percussion Personalities: John Galm, Neal Fluegel, Barbara Buehlman, Thomas
MeMillan, IV-4-212

*“Percussion Personalities: Al Payson, Remo Belli, Sandy Feldstein, Larry McCormick,
V-1-234

Matched and Traditional Grips

*“The Matched Grip--Yes”, Jack McKenzie, 1-3-3

“‘Questions and Answers”, James Salmon, [-3-7

““A Comparative Study on Snare Drum Technigue’’, George Frock, I-4-1

“A Study of Muscle Efficiency in Comparing The Matched Grip and the Traditional
Grip”, Gene Pollart IV-4-174

““Pros and Cons of Matched Grip Snare Drumming’’, Forrest Clark, VI-3-83
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Notation

“Questions and Answers’’, James Salmon, I-2-72 also I4-15

““The Challenge’’, Gordon Peters, 11-4-14

‘‘Project on Terminology and Notation”, Gordon Peters, III-2-47

“Prevailing Trends in Contemporary Percussion Notation”, George A. O’Conner,
II1-4-61

‘‘Composers Corner’’, Rupert Kettle, VI-2-62, and VI-3-103

““Problems in Percussion Notation'’, Lee A. Defelice VI-4-108

PAS Business

‘“The Challenge”’, I-1-7 (list of projects)

‘“The Challenge’’, II-8-21 (Constitution, Minutes of Dec. 18, 1964 at Midwest Band
Clinic and Board meeting Feb. 14, 1965)

‘‘PAS Board of Directors Meeting of June 80, 1965", 11-4-24

“First Year Report of New York Chapter”’, Sandy Feldstein, Chairman, General
Report of Activities, IV-2-130

‘‘Minutes: Board of Directors Meetings of June 21, 1967 and June 28, 1967"’, V-1-228

‘“New York College PAS Student Chapter’’, Morris Lang, V-1-241

‘‘Composite: Minutes and Convention Report (Dec. 13-16, 1967)”’ V-3-308

““PAS Acoustics Committe Report of Dee. 1967”’, James Moore, V-3-315

‘“‘Summary of Minutes of PAS Meeting Dec. 19-20”’, 1968, VI-3-98

““‘Summary of Minutes of Board Meeting, June, 1969’’, VII-1-14

‘“‘Report of Committee on Improving Elementary Percussion Education”, William J.
‘Schinstine, Chairman, VII-2-65

“‘Summary of PAS Meeting Deec. 1969, Chicago, Ill.”’, Jacqueline Meyer

Recordings
‘‘Percussion Ensemble Recordings’’, IV-4-194

Rudimental Style

‘‘Rudiments~-The Means, Not the End”’, Thomas L. Davis I-1-1

““Questions and Answers’’, James Salmon, 1-2-12

“The Snare Drum Rudiments Another Analysis’”’, Ramon E. Meyer, Ph.D. I-8-1

“A Study of the Rudiments Used in Foreign Military Drumming Styles”’, John Galm,
1I-1-10

““All About Paradiddles’’, William Schinstine, II-1-28

Sticks and Mallets

‘“What Sticks to Use”’, Charles L. White, I-2-1
‘‘Mallet Position with 2 Mallets”’, Vida Chenoweth, I-2-4
“‘Questions and Answers’’, James D. Salmon, 1-2-12, also I-8-7
‘‘4-Mallet Technique’’, Vida Chenoweth, I-83-5
‘‘Letters to the Editor’’, Al Payson, Betty Masoner, Charles Botterill, Bud Walter,
14-17
‘“The Marimba’s Bass Notes”’, Frank MacCallum, V-2-266
‘‘Percussion Personalities: Mervin. Britton, Maurice Lishon, V-2-270
“‘Percussion in Hawaii’’, Lois Russell, V-2-272
‘‘Multipercussion in Chamber and Solo Music”’, John Baldwin, V-3-286
““A Motion and Muscle Study of Percussion Technique’’, Donald Stauffer, V-3-290
‘‘Percussion Personalities: Roy Knapp, V-3-303
““The Spirit of '76’’, Gordon Peters, V-4-318
‘A Conductor’s Views on Percussion’’, Willard Musser, V-4-324
‘‘Music: Art or Business?’’, Martin Mailman, VI-1-10.
“The Percussionist’s Obligation to the Music Director”, Maxine Lefever, VI-2-39.
‘“Where Are We Going-What Are We Doing?’’, George A. O’Connor VI-2-61
‘“The Position of Principal Percussionist and His Responsibilities’”’, Gordon Peters,
111-4-80.
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““A Wealth of Ancient and New Instruments Native to the Orient””, Carroll Brat-
man, VI-3-78.

“Percussion Music - A Musical Experience’’, Panel Discussion at MENC Seattle
meeting, VI-3-95, also VI-4-1388, VII-1-17, and VII-2-70.

“Marimba of South Africa’, notes by John Robertson, submitted by Gordon Peters,
VI-4-119.

““A Full Sounding Cymbal Beat’’, Richard Hochrainer, VII-3-93.
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PWM Material Review

by Mervin Brition
Professor of Percussion
Arizona State University

POIKILOS FLUTE--(Alto Flute), Vibraphone & Percussion, George
Heussenstamm $4

The vibraphone involves two simple four mallet chords, but the
rest is two mallet work. The percussion part calls for four drums,

two susp. cym., tambourine, triangle, wood block, metal castanets
and five toy crickets.
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MUSIC FOR THREE--Amplified Bass Flute, Vibraphone & Percus-
sion, George Heussenstamm $6

“Proper performance of. . .requires, in addition to amplification
equipment, a tone divider and an Echoplex instrument, hooked up
in series. . . .”” The percussion equipment is similiar to POIKILOS.

DOUBLE SOLO--Clarinet and Percussion, George Heussenstamm $4

There are several tempo changes within the 141 measure composi-
tion. The percussion instruments are again standard but do include
a set of five temple blocks, 25’ timpani, small tam tam and glock-
enspiel.

TRAMESA A TAPIES-- Violin, Viola & Percussion, Josep Maria
Mestres-Quadreny $4

Within ten short movements the strings tend to be used more on
a rhythmic basis than melodic. The unusual percussion instrument
requirements along with the standard compliment of drums and
cymbals are three bongos, three timbales, a saw or Lotus flute,.
and a double deck of cards.

THREE CANONS IN HOMAGE TO GALILEO--Solo Percussion and
three tape recorders, Josep M. Mestres-Quadreny $3.

“The equipment required. . . .three tape recorders placed in a
triangular setting and a loop of magnetic tape of the length of
. . .26 feet which runs through the three tape recorders.”’ Percus-
sion instruments are glockenspiel, vibraphone, xylophone, marimba,
four gongs, two tam tams, four cymbals, four almglockens, wood
blocks, four bongos, two snare drums, bass drum, two timpani,
bass, marimba, four toms, two congos and four temple blocks.
Notation is special for this type of music.

QUINTET, William Sydeman $6

The composition is written for Bb clarinet, Horn in F, Piano,
Double Bass and Percussion (two timpani, xylophone, susp. cymb.
and timbales). The percussion part is an intragale on an equal basis
with the other four parts - not solo nor accompanying. The manu-
seript and reproduction of this piece is not up to part with most of
the others of the series.

DUO FOR TRUMPET AND PERCUSSION, William Sydeman $4

Trumpet is in C. Different groups of percussion instruments are
used in each of five movements. Instruments required are: snare
drum, tenor drum, bass drum, susp. cym., sizzle cymbal, gong,
three timpani, ratchet, xylophone & glockenspiel. Manuscript and
reproduction again are below par for the series.

TRIO FOR FLUTE, DOUBLE BASS & PERCUSSION, William
Sydeman $15
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S’’’

Duration of the composition is about 11 minutes broken into four
movements. Manuscript is better and reproduction quite clear. Per-
cussion instruments required are snare drum, tenor drum, susp.
cymb., triangle, sandpaper blocks, gourd, tambourine, bongos, &
three timpani.

PERCUSSION QUARTET, Gitta Steiner $5

This composition is a combination of definite, complex rhythmic
passages combined with free form improvisation. All notation and
explanations are clearly marked and easy to read. The 22 individual
or sets of percussion instruments are generally standard for a col-
lege group. Possible problems that might need substitutions are two
sets of bongos & timbales.

THREE PIECES FOR VIBRAPHONE SOLO, Gitta Steiner $4

Four mallet technique is needed for this quite dissonant compo-
sition. However it involves primarily single line work. The work
is unmeasured and in free form.

TRIO FOR TWO PERCUSSIONISTS & PIANO, Gitta Steiner $6

This is a well written, clearly notated, difficult composition. Stan-
dard percussion equipment includes six timpani, shell chimes and a
high G antique cym. An aleatoric section of one minute is written
for the two percussionists in the middle of the composition.

INTERLUDES FOR VOICE & VIBRAPHONE (Soprano), Gitta
Steiner $4

These three interludes are unmeasured and woven together in
intricate fashion. The piece requires a singer with a fine ear and
ability to handle difficult rhythmic passages. The vibraphone part
also requires a great deal of technique from that performer.

TOCCATA for Marimba Solo, Serge de Gastyne, Fereol Publica-
tions P.O. Box 6007 Alexandria, Virginia 22306 $1

This is a rather short, vivace composition requiring a great deal
of technique with double stops. However, each phrase or group-
ing does tend to center around its own repeated notes.

BALLATA--Vibraphone Solo, Serge de Gastyne, Fereol Publica-
tions $1

Written in 5/8, this piece uses a lot of wide skips. What would
at first appear to be some four mallet work is in reality broken
chords or sustained parts. An advanced intermediate and beyond
performer should find the work interesting.
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SOLO NO. 3 FOR MULTIPLE PERCUSSION, Antero Hytinkoski,
Virusemaentie 4, Turku 9, Suomi, Finland

The composition is primarily in three sections plus an introduc-
tion. A great deal of use is made of each hand playing a separate
grouping of instruments. However, the rhythms used are not diffi-
cult to coordinate. Instrumentation includes snare drum, two toms,
three temple blocks, ride cymbal, cow bell and wood block.

IMPRESSI\ON NO. 1 For Flute & Vibraphone, Siegfried Fink;
(N. Simrock) Associated Music Publishers, Inc. Selling Agent. $1.50

Approximately five minutes of musie, this piece involves a lot
of meter changes, but also rubato tempi. Both performers need a
good sense of moving rhythmic combinations. Some four mallet
technique is necessary.

IMPACT, Norman Ward, Pro Art Publications $1

This is a collection of six quintets designed for lst ensemble ex-
perience for elementary school students. The compositions are
short, but vary in style and instrumentation. Instruments required
should pose little problems for most schools.

RONDO, for Piano, Bongos & Xylophone, Martin Bjelik; (Verlag
Doblinger) Associated Music Publishers Ine. Selling Agent $4

While the composition is primarily in a moving 7/8 there are sev-
eral meter changes. There is an extensive cadenza and solo section
for the piano. Good college student recital material.

MACHINE MUSIC For Piano, Percussion and Two-channel tape
recorder, Lejaren Hiller, Theodore Presser Company, Brhyn Mawr,
Pennsylvania $2.50 per score. Three scores required.

The tape is available only on rental from the publisher. All piano
and percussion parts are definitely notated both as to pitches and
rhythm. This piece should be of interest to any performer that wish-
es to get involved with tape music and live performance. While the
duration of XI movements is 11 minutes, this piece should also have
interest to an audience not familiar with tape musie.

2ND CONCERTO FOR PERCUSSION, Armand Russell, Available
from Rochester Music Photocopy Co., 12 Worthington Rd., Rochester
N.Y. 14622

This composition for six performers in five movements was listed
in Vol. 8 No. 2 of PERCUSSIVE NOTES. At that time, performance
required the purchase of six scores at a cost of $57. Individual parts
have just been made available for this composition which should
now make it much more acceptable to music budgets.
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PERCUSSIVE ARTS SOCIETY-
COLLEGE PERCUSSION CURRICULUM PROJECT

compiled by Ron Fink

(Continued from page 100 in March, 1970 issue)
Library and Research (cont’d.)

The following questions were asked of percussion department
heads concerning percussion materials included in their libraries:

2. Do you have books on percussion in your library?
a) University HDrary ......couuevieeeeneeiiieeeeeeeieeeeseeeeeeeenneesennns 31
b) College or Music Department Library .............ccovvvvvvnnnnn. 30
¢) Music Education Library .......occvuveeeeemeeeeeeeeeeeeeeeeemeeonnn, 8
d) Percussion LIDIary .......ccoveeeeeeeeeeeneeeeeeeeeeeeenoneeeeesemansons 24
3. Approximately how many volumes are devoted to percussion?

Answers from 2-200

4, Does your library listing include:
a) method books and tutors .........ceeeeeevuneeeeneeeeneineeeeinnsennn, 43
b) reference materials on percussion
(dictionaries, catalo@s) ..c.ccvveveverieniiiiiieiiieinrieeneernnnnns 44
€) research SEUAIES ..ovvuueiireeeeeeieeeeeeeeee s ee e 21
d) compositions for and with percussion............eeveevvemeeevvnnnn, 41
€) records (DErCUSSION) ....cccevuurereuerrreeeeeeeereneeerrenseesssseneenenes 42
£) PEriOGICRIS ..evvvutiiieeeeieiicicee et re et ee e e ee v e e e e aaaas 39
g) other:
percussion trade periodicals film strips
ensemble literature papers & thesis
5. Do you have a course in percussion research (development of

percussion instruments, performance practices) If so, what faci-
lities are available to you to carry out your experiments, etc?

8) COMPULETS 1eevtterritieeireeeerreeeeeeaeessenneesseeeesee e e 6
b) Various testing deviCeS......uuueeeruneeereeeeeeereeeee e 6
¢) facilities at a physics’ 1aboratory ....ooeeeeeeeeeeeevveeeeeeeeenn, 6
d) carpenter’s shop (metal or Wood)......coeveeeevveeeeereneneennnnns, 11
€) electronic StUdIO ... ...uuiiveiieeeeee e, 10
£) NONE ..eiiiiii et 11

PERCUSSION ENSEMBLE LISTINGS

A P.A.S. committee, Mike Combs serving as chairman, is currently
working on a massive compilation of percussion materials. This
list will be made available for a slight fee to all members of PAS
at a future date.

135




EQUIPMENT RECOMMENDATIONS

The question was asked, ‘“What equipment do you recommend
or require for your percussion students?’’ The answers were speci-
fic (as to model-type-number) and diverse (as to personal preference).
In order not to offend commercial manufacturers, a general opinion
will be used, based on the results of the survey. The use of names
and letters is not intended to be a strict endorsement but a way of
aptly describing the particular piece of equipment.

1. Snare drum sticks: (depending upon hand size, size of drum,
size of organization)

a) marching--a large stick (i.e. 2S-1S-3S-2B-H)
b) concert-medium stick (i.e. 2B-5B-3A-Firth-D)
¢) dance band--narrower stick (i.e. 11A-7A-12A-3A)

2. Snaredrum sizes:

a) marching--12x15--10x14
b) concert-5x14--6'2x14
¢) dance band--5x14--b'/>x14

3. Timpani sticks: listed alphabetically

15’ Aluminum Shaft Wooden Shaft
Hinger All Commercial Manufacturers
Ludwig (1970) Duff
Payson Faini
Spencer Fink
Firth
French
Goodman
Soebbing
Street
4. Keyboard percussion mallets: listed alphabetically
Deagan
Dorn
Jen-Co
Musser
Schinstine

Studio 49 (Germany)

5. Bassdrum beaters: listed alphabetically
Abel
All commercial manufacturers
Fennell
Hinger
Soebbing
Udow
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6. Practice pads: listed alphabetically

Christian
Fips
Gladstone
Ludwig
Remo
Rogers
Soebbing

7. Snare drum heads:
All commercial manufacturers
8. Timpani heads:

All commercial manufacturers
For school work--plastic heads preferred
For professional work--calf heads preferred

9. Bassdrum heads:
All commercial manufacturers
For school work--evenly divided between calf & plastic
For pro work--calf heads preferred

10. Triangle:

Abel
All commercial manufacturers

11. Tambourine:
All commercial manufacturers
12. Castanets: listed alphabetically

Adato

All commereial manufacturers
Danmar

Feldstein

Galm

Mexican

Payson

Pro Drum Shop

EDITOR’S RECOMMENDATION ON
EQUIPMENT REQUIREMENTS.

Two factors are involved in requiring a percussion student to own
certain equipment: 1) student’s financial status 2) student’s plans
for a professional playing career. If a student is a percussion ma-
jor and thereby declaring himself a future professional player,
he should acquire many instruments during his student years. The
following would be a typical required set of items:
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NEW START LIST OF REQUIRED ITEMS

* around $50.00 (disregarding item 4)

1.
2.
3.
*4.

% o o

Drum key

Timpani Key

Tuning fork or pitch pipe

All sticks and mallets and beaters for every instrument and
for all dynamic levels required.

A carrying case

Triangle with two clips and set of beaters

Tambourine

Wood block

over $200.00

9.

10.
11.
12

13.
14.

Cowbell

Maracas

Claves

Snare Drum & case

Conecert snare drumstand
Suspended Cymbal and Stand

MINIMUM STICK REQUIREMENTS:

Around $30.00

1 pair soft rubber--marimba

2 pair yarn or chord--marimba-vibes-susp. eym.

1 pair plastic--xylophone-bells

General purpose timp. sticks--timpani

Concert snare drum sticks and brushes--snare drums

Following are those individuals who participated in this project and the posi-
tion they held at the time the survey was taken. A few of these individuals have
since acquired other positions.

Name Institution & Address

. Melvin 8. Hill Union College

Lincoln, Nebraska

. Donald A. Stanley Mansfield St. College
Mansfield, Pa.
Marvin D. Dahlgren Univ. of Minnesota

Minneapolis, Minn.

. Sherman Hong Univ. of So. Mississippi

Hattiesburg, Miss.

George R. Hunter Denison Univ.
Granville, Ohio
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10.

Robert L. Tilles

Hugh W. Soebbing

Thomas L. Davis

John K. Galm

Rupert A. Kettle.

11. LarryD. Vanlandingham

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

Morris Goldenberg

Thomas M. Lommell

David N. Maker

Richard Lee O’Donnell

Dale E. Rauschenberg
Jamss D. Salmoen
Paul T. Mazzacano
George A. Frock
Joseph E. Graves

Stanley S. Leonard

- PhilipJ. Faini

Marion B. MeClure
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DePaul Univ.
Chicago, Ill.

Quiney College
Quincy, Il1.

Univ. of Iowa
Towa City, Iowa

Univ. of Colorado
Boulder, Colorado

Private teacher,
writer, author, editor

Baylor Univ.
Waco, Texas

Juilliard
New York, N.Y.

Univ. of Arizona
Tueson, Ariz.

Univ. of Connecticut
Storrs, Conn.

S. Il Univ.
Edwardsville, Ill.
Webster College
St. Louis, Mo.
Washington, Univ.
St. Louis, Mo.

Mo. Univ.

St. Louis, Mo.

Towson State College
Baltimore, Md.

Univ. of Michigan
Ann Arbor, Mich.

Kansas St. College
Pittsburg, Kan.

Univ. of Texas
Austin, Texas

Chabot College
Hayward, Calif.

Carnegie-Mellon U.
Pittsburgh, Pa.

West Virginia U.
Morgantown, W. Va.

Hardin-Simmons U.
Abilene, Tex.



28.

30.

31.

39.

40.

Paul W. Price

Grady C. Barnes

Richard Doyle Horton

John H. Beck

Thomas W. Siwe

Paul Guerroro Jr.

Harvey S. Moen

Kenneth F. Harris

Robert H. Campbell

Frank L. McCarty

John Baldwin

Fred A. Wickstrom

Suzanne J. Cote

Neal Fluegel

James A. Sewrey

Anthony J. Cirone

William F. Currier
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Manhattan
New York, N.Y.

Navarro Jr. College
Corsicana, Tex.

Del Mar College
Corpus Christi, Tex.

Eastman
Rochester, N.Y.

Northern Ill. U.
DeKalb, Ill.

So. Methodist U.
Dallas, Tex.

Northern St. Coll.
Aberdeen, S. Dak.

U. of South Florida
Tampa, Florida

Brigham Young U.
Provo, Utah

California State
Fallerton, Calif.

Michigan St. U.
East Lansing, Mich.

U. of Miami
Coral Gables, Fla.

Central Missouri
State College
Warrensburg, Mo.

Indiana State U.
Terre Haute, Ind.

Wichita St. U.
Wichita, Kansas

San Jose St. Coll.
San Jose, Calif.

Mount Union Coll.
Alliance, Ohio




41.

43.

45,

46.

47,

49,

50.

51.

52.

53.

54.

55.

56.

57.

Warner D. Hutchison

Peter H. Tanner

Michael F. Combs

Charles Drysdale

James L. Moore

Saul Feldstein

JohnJ. Papastefan

Siegfried Fink

JohnJ. Tatenhorst

Lois R. Russell

James H. Godfrey

Courtland S. Swenson

Richard O. Garcia

Harold A. Jones

Mervin W. Britton

EverettJ. Firth

James P. Hale
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Union Univ.
Jackson, Tenn.

Wisconsin St. U.
Eau Claire, Wise.

Univ. of Missouri
Columbia, Mo.

Richmond Pro. Inst.
Richmond, Va.

Ohio State U.
Columbus, Ohio

St. U. Coll. at Potsdam
Potsdam, N.Y.

U. of S. Alabama
Mobile, Ala.

Bayerisches Staats
Konservatorium
Wurzburg, Germany

Capital Univ.
Columbus, Ohio

Univ. of Hawaii
Honolulu, Hawaii

Western Ky. Univ.
Bowling Green, Ky.

Univ. of S. Dakota
Vermillion, S.D.

E. Washington St. Coll.
Cheney, Wash.

E. Carolina College
Greenville, N.C.

Arizona St. Univ.
Tempe, Ariz.

New England Cons.
Boston, Mass.

Univ. of Florida
Gainesville, Fla



58. Gordon B. Peters Northwestern Univ.
Evanston, llinois

69. MorrisA. Lang N.Y. College of Music
New York, N.Y.
60. RonFink North Texas St. U.
Denton, Tex.
0.
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We would like to express our appreciation to these outstanding
organizations in the music industry for their support of Percussive
Arts Society, Inc., and hope they will continue to consider PAS as
a worthwhile and stimulating force in the percussion world.

MANUFACTURERS

J. C. Deagan, Inc.

Fred Gretsch Mfg. Co.
Ludwig Drum Co.

M. M. Paiste & Sohn K. G.
Remo Inc.

Rogers Drums

Slingeriand Drum Co.
Avedis Zildjian Co.

DISTRIBUTOR/WHOLESALER

C. Bruno & Son, Inc.
M. Hohner, Inc.

INSTRUMENT SPECIALISTS

Carroll Musieal Instrument Service, Inc., New York
Drum Specialist, Glenview

Drums Unlimited, Inc., Bethesda
Drums Unlimited, Ine., Chicago

Fabrizi Drum Ship & Studio, Pittsburgh
Franks Drum Shop, Chicago

Joe Voda’s Drum City, Omaha
Professional Drum Shop, Hollywood
Pro-Mark Corporation, Houston

May & Duncan Music Co., Midland

The Drum Shop, Las Vegas

PUBLISHERS

Alfred Music Co., Inc.
Belwin, Inec.

Boosey and Hawkes, Inc.
David Gornston

The Instrumentalist

Hal Leonard Musie Inec.
Kendor Music Ine.

Ludwig Music Publishing Co.
Marks Music Corp.

M. M. Cole Publishing Co.,
Musie for Percussion
Theodore Presser Co.

Silver Burdette Co.

Southern Music Co.

Warner Bros. - Seven Arts Music



JOIN
the

Percussive Arts Socilety

(PAS)

P.A.S.

PERCUSSIVE ARTS
SOCIETY
INC.

PURPOSES OF THE PERCUSSIVE ARTS SOCIETY — To raise the level of musical percussion performance and teaching; to
expand understanding of the needs and responsibilities of the percussion student, teacher, and performer; and to promote
a greater communication between all areas of the percussion arts.

OFFICER REPRESENTATION CATEGORIES — Professional, College Education, High School, Elementary School, Private Teacher,
Composer, Drum Corps, Dealer, Publisher, Manufacturer, Distributor, and Members at Large.

PUBLICATIONS — All members receive the journal PERCUSSIONIST (four issues per academic year) and the magazine PER-
CUSSIVE NOTES (three issues per academic year). These publications contain articles and research studies of importance
to all in the percussion field, and serve to keep all members informed of current news, trends, programs, and happenings
of interest.

MEMBERSHIPS — Professional $8.00 (Percussionist)
Individual $5.00 (Music Educator: non-Percussionist)
Student $5.00 (Any full-time student at any educational level)
Library $5.00
Instrument Specialist (Dealer) and Publisher $25.00
Distributor/Wholesaler $150.00
Manufacturer $250.00

Note: All memberships are based on a fiscal year, September 1st through August 31st, and are automatically con-
tinved with annual billing unless cancelled by member. Please report changes of addrﬁss promptly.
Resolved: That a copy of each issue of “"Percussionist” shall be sent to each member of the Percussive Arts Society and that o
each member's dues or enroliment fees of $5.00 or $8.00, $2.00 shalibe paid for a year's subscription to the publication.

SPECIFIC PROJECTS UNDER STUDY — Acoustics of Percussion Instruments; Avant-garde Percussion Music; College and Uni-
versity Percussion Curriculum and Materials; Elementary Percussion Education; Improvement of Percussion Solo and Ensemble
Contest Adjudication Standards, Procedures, and Materials; Musicology and Ethnomusicology as Relates to Percussion; Per-
cussion Literature Improvement: Methods, Solos, Ensembles, Percussion Parts to Band, Orchestra, and Stage Band Music;
Stage Band Drumming; Standardization of Terminology and Notation of Percussion Instruments,

SPECIAL NOTE TO STUDENTS — All students with an interest in percussion should take advantage of this excellent oppor-
tunity to join P.A.S. Student membership in this organization along with private lessons from a fine teacher should be the
goal of every aspiring percussionist.

detach and mail

APPLICATION FOR MEMBERSHIP

NAME HOME ADDRESS

cITy STATE ZIp

BUSINESS ADDRESS.

CITY. STATE Zip

OCCUPATION REMITTANCE ENCLOSED

Send application form and remittance to:

PERCUSSIVE ARTS SOCIETY, INC.
130 Carol Drive
Tgrre Haute, Indiana 47805



