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ANNOUNCES 

THE 

LOUIE BELLSON 
DRUM SET MALLETS 

L B  No. 1 DRUM MALLET 
A must for today's drummer. Replaces the traditional timpani (felt) 
mallet for the set player. The yarn covered mallet gives faster cleaner 
response especially when used on cymbals. 

L B  No. 3 BRUSH M A L L E T  
A practical combination. Useful for all types of work. Cymbals respond 
faster facilitating ballad playing. 

LB No, 2 STICK MALLET  

The answer for the multi-percussion player. Drum Stick at one end and 
a yarn mallet at the other. Nylon tip. 

LB No. 4 STICK BRUSH 
Unique solution for that "quick change" to either stick or brush work 
Nylon tip. 

LB No. 5 JINGLE STICK 
A specialty accessory.., ideal for Latin music -- a must for Rock, 
Jazz-Rock playing. Jingles mounted on nylon tip drum sticks. 

/ 

/ 

MIKE B A L T E R  M A L L E T S  . . . . . .  
Are recommended by some of the world 's 
finest players, 

DALE ANDERSON 
TERRY APPLEBAUM 
JOHN BALDWIN 
MARK BARNETT 
LOUIS BELLSON 
JOSE BETHANCOURT 
HAL BLAINE 
DEL BLAKE 
TONY CIRONE 
IRV COTTLER 
MARV DAHLGREN 
TOM DAVIS 
JAMES D U'I-FON 

...and many many others! 

VIC FELDMAN 
JIM GANDUGLIA 
JOHN HARTMAN 
ROY C. KNAPP 
JAMES LANE 
JOEL LEACH 
FARRELL MORRIS 
GORDON PETERS 
ARTHUR PRESS 
EMIL RICHARDS 
DUANE THAMM 
FRED WlCKSTROM 
BILLWlGGINS 

SEE THE COMPLETE LINE OF MIKE BALTER MAL- 
LETS AT THE 1977 PERCUSSIVE ARTS SOCIETY 
INTERNATIONAL CONVENTION IN KNOXVILLE. 

° ° ~  ~pOLr~ O 

MIKE B A L T E R  M A L L E T S  6515 N, Seeley Ave. Chicago, Ill. 60645 Avai lable through your  Local Dealer 
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QUESTION. 

Be  '[rees 
F ex- o-tones 
Stee  Drums 

"fhd  Gongs- 
ANSWER. 

AT CARROLL SOUND. 
COURSE! 

Importers & manufacturers of quality specialty 
instruments and sound effects. 

Send for our FREE catalog today. 

CARROLL SOUND, INC. 35t WEST 41 st STREET/NEW YORK, N.Y. 10036/(212) 868-4120 
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R E M O ~  I N C ,  12804 RAYMER ST., NORTH HOLLYWOOD, CALIF. 91605 
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YOU ARE CORDIALL Y INVITED TO JOIN THE 
NATIONAL ASSOCIA T/ON OF COLLEGE WIND 
A N D  PERCUSSION INSTRUCTORS 

PROJECTS of the Association include a placement 
service, a research library, and a composition project. 
In addition to these continuous projects the Associ- 
ation, on occasion, enters into special activities relating 
to the profession. 

THE VACANCY NOTICE SERVICE is available, at no 
charge, to members who are seeking a college teaching 
position. 

THE NACWPI RESEARCH LIBRARY, McKeldin 
Library at the University of Maryland, is a depository 
for materials related to the teaching and performance 
of wind and percussion instruments. The Library holds 
materials in three categories: 
1) Historical records of the Association 
2) Published wind and percussion music 
3) Manuscript wind and percussion music 
The holdings of the Library are reserved for use by 
members of NACWPI at a minimal charge to cover the 
handling of materials. 

THE COMPOSITION PROJECT is devoted to the 
commissioning and publishing of works for wind and 
percussion instruments, 

The Association has been responsible for the publica- 
tion of thirteen compositions through this project. 
Copies are made available to the membership at cost 
plus postage. 

ANNUAL MEETINGS are convened at the same time 
and places as are the conventions of the Music 
Educators National Conference, 

NACWPI, as an associate organization of MENC, is 
organized on the national level and is divided into six 

divisions, each of which is made up of the state 
organizations in the particular geographic location. 
Four meetings are traditionally held at the National 
and Regional conventions, one devoted to each area of 
special interest-woodwind, brass, and percussion-and 
one business meeting. 

THE NACWPI JOURNAL is the official publication of 
the Association, serving as a means of communication 
among the members. It appears quarterly and is sent, 
without charge, to all members of the Association. The 
JOURNAL contains regular articles in which the 
national officers, project chairmen, and division chair- 
men report on their activities. Each issue contains 
reviews of new woodwind, brass, and percussion 
literature, information on the performance activities of 
the members on their respective campuses, as well as 
monographs by NACWPI members, and other members 
of the profession, dealing with wind and percussion 
instrument instruction and performance. 

NATIONAL OFFICERS 1976-78 

PRESIDENT 
David L. Kuehn 
North Texas State University 
Denton, Texas 76201 

VICE PRESIDENT 
William C. Willett 
Hartt College of Music 
West Hartford, Connecticut 06117 

SECRETARY-TREASURER 
F. Michael Combs 
University of Tennessee 
Knoxville, Tennessee 37916 

PAST PRESIDENT 
Thomas A. Pyres 
University of Iowa 
Iowa City, Iowa 52240 

EXECUTIVE SECRETARY 
Richard K. Weerts 
Northeast Missouri State University 
Kirksville, Missouri 63501 

MEMBERSHIPS AVAI LABLE: 
ACTIVE ($10.00 per year) ASSOCIATE ($10.00 per year) STUDENT ($5.00 per year) 

Membership dues for the 1977-1978 academic year should be sent to: Richard Weerts, Executive Secretary, 
NACWPI, Division of Fine Arts, Northeast Missouri State University, Kirksville, Missouri 63501 
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Phi l ip  Faini  
Professor of Percussion 
West Virginia University 

Joe l  L e a c h  
Professor of Percussion 
California State 
University 

i 

Rober t  J .  Schietroma 
Professor of Percussion 
North Texas State 
University 

Bob Houston 
East Texas State 
University 
Contributing author, 
PAS Journaland 

/f ~,\ 

; i 

',. x 

/,' \ 

Will Rapp 
High school and 
college educator 
Author of four publi- 
cations on marching 

J a m e s  Sewrey 
Clinician, composer, author, 
elementary education specialist 

-~: >. 

 I>S/j 
i i , J  

Paul Price 
Manhattan School 
of Mimic 
Kean College of 

Phillip W. H e w e t t  
Professor of Percussion 
Kansas State University 

George Frock  
Professor of Percussion 
University o fTexas 

" , \  
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J Premier brings you the percussi  
Andthe  

t 

J a m e s  Petercsak  
Crane School of Music 
Potsdam, New York Fred  Wickstrorn 

University of Miami 
Principal percussionist 
Greater Miami 
Philharmonic 

Premier's complete line of percussion 
instruments includes everything 
you need from the most basic begin- 
ner kit to the most advanced tuned 
percussion. But that's only one rea- 
son why you should look to Premier 
first to meet your percussion needs. 
Through the Premier Clinician Pro- 
gram, you canprovide your students 
with the valuable educational experi- 
ence of learning from and performing 
with some of the most eminent per- 
cussion experts in the country. For 
information on each Premier clini- 
cian, including availability and fees, 
write to Selmer, P.O. Box 310, 
Elkhart, Indiana 46514. 

 elmer" } l rennier 

C l e m  DeRosa 
Columbia University 
Teachers College 
Consultant, Kennedy 
Center for the 
Performing Arts 
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5TH ANNUAL 
PERCUSSION COMPOSITION CONTEST 

1977--78 

PURPOSE OF COMPETITION 

In keeping with its stated purpose, the PERCUSSIVE ARTS SOCIETY recognizes the need for high quality literature as 
a most important element in its efforts to "raise the level of percussion performance." In order to further this goal, PAS 
has established these competitions to stimulate, encourage, and reward the best musically creative minds to select the 
percussion instruments as a medium of composition. 

PRIZES 

Winning Composition - $400 - PERFORMANCE AT A PERCUSSIVE ARTS SOCIETY NATIONAL EVENT - 
GUARANTEED OPPORTUNITY FOR PUBLICATION. 

Second Place - $200 

Third Place - $100 

Medium 

Difficulty Level 

Restrictions 

Required Material 

Entry Fee 

Deadline 

Return of Entries 

Adjudicators 

COMPETITION DETAILS 

This years competition is for a PERCUSSION SOLOIST (performing on, for example, marimba, 
timpani, multiple percussion, etc.) WITH PERCUSSION ENSEMBLE ACCOMPANIMENT 
(consisting of three (3) or more players.) 

Diff iculty, form, and style of the work is left to the discretion of the composer. Potential for 
widespread performance should be balanced with the potential for new artistic heights. 

Previously published or commissioned works may not be entered. 

Full Score, clean, neat manuscript. (Composers name may appear, but wil l  be deleted for judging 
purposes.) Composer of the winning composition wil l be consulted regarding details of the 
performance at a PAS National Event. 

$10 per composition (non-refundable), to be sent with entry. Checks payable to PERCUSSIVE 
ARTS SOCIETY. 

All  entries must be received on or before June 1, 1978 
Sand to: 

5th Annual Percussion Composition Contest 
PERCUSSIVE ARTS SOCIETY 
130 Carol Drive 
Terre Haute, Indiana 47805 

Al l  scores wi l l  be returned to composers following judging. 

The following internationally known percussionists and composers wil l  be among those judging 
this important competition. 

MARTA PTASZYNSKA - 

ANTHONY CI RONE - 

MITCHELL PETERS- 

RONALD LOPRESTI- 

Composer and performer of percussion music, active in Europe and 
U.S. 
Percussionist San Francisco Symphony, faculty San Jose State 
University, leading composer of percussion music and method 
books. 
Percussionist Los Angeles Philharmonic and composer of percussion 
solos and ensembles. 
Professor of Composition Arizona State University, composer of 
works for percussion solo and ensemble. 
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SOME THOUGHTS ON PERCUSSION RESEARCH 
IN THE AREA OF ADAPTED MATERIALS 

b y  Linda Lon'en Pimentel 

A NEW ORDER FOR THE RUDIMENTS?????? 

Bulletin ~123 of the National Association of Rudimental  
Drummers (NARD) written by its new President, Mitch Marko- 
vich states: 

"'Many o f  the drummers that I have talked to over the years~ 
and on my recent trave~ have expressed a desire for some type 
o f  reorganization o f  the 26 rudiment& They tell me that the 13 
essential rudiments as listed on the rudiment sheet are not in a 
logical ~teaehing order. Af ter  discussing this with Roy  Knapp 
(one o f  the original founders o f  NARD) I learned that the 13 
essential rudiments were chosen strictly as an examination list 
o f  representative rudiments--sort o f  a cross section o f  the 
rudiments that would enable examining judges to quickly verify 
the abilities o f  N A R D  applicant~ rather than requiring them to 
play all 26 rudiments. 

I t  seems that  it was never the intent ion that a teacher would 
introduce his or her students to  the rudiments in the order that  
they appear on the rudiment sheet! Yet  we all know that there 
are many band ~irectors who feel weak in the area o f  
percussion, who teach the rudiments in the order listed on the 
rudiment sheet. It  is for this reason that I would have to go 
along with those people who feel that something should be done 
to alleviate the the confusion that now exists. Perhaps we need, 
as some have suggested, a list o f  NARD EXAMINATION 
RUDIMENTS and another list o f  THE 26 RUDIMENTS, in an 
order that would be a better guide for the student and teacher. 

Markovich also states: Another weakness in the examination 
requirements is the omission of the MULTIPLE BOUNCE 
ROLL or "BUZZ" ROLL. Again, when NARD was formed, this 
roll was not considered all that important, and in fact in many 
eircie~ it was considered to be "'beneath " a drummer who could 
play a good double stroke or long roll While this feeling still 
exists in some areas, it  cannot be  denied that most drummers 
use this roll today because there just  isn' t  any other technique 
that a percussionist can use to produce the smooth, delicate 
texture that the multiple bounce roll provides. 
In order to gather input  on the possible restructuring of the 
NARD Rudiment listing, that organization has prepared a 
questionaire for its members to fill out  and return. Further 
information on this most worthwhile project may be obtained 
by  writing to: Mitch Markovich, Pres., NARD, c/o 1728 N. 
Damen Avenue, Chicago, Hlinois 60647. 

I am writing this letter as an affirmative yes to the article by  
Mr. Gerald C. Kent, (The Pit Drummer - A Marvel of the Musical 
World), on page 37 of the Spring/Summer '77 issue of 
"Percussive Notes". The pit drummer, or let us correct the term, 
the "show percussionist", is the mainstay of the pit orchestra. 
He (or she) can direct the entire flow of movement on the stage. 
Granted, it is the music director's responsibility to "direct 
traffic" but  the rhythms and nuances of the percussionist are 
much more noticeable to a dancer or singer 20 feet or so 
upstate. I have even had singers tell me that if it was not  for 
certain strategically placed drum rolls and fills they probably 
would have missed their entrances or lyric cues. 

So let 's hear it for the show percussionist. He's not  just a 
funny noise maker, he's a tonal orchestrator. Thank you for 
your insight, Mr. Kent. 

Kenne Thomas, Moorhead, MN 
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I recently received a letter writ ten to P.A.S. from a ~uden t  
who wrote about transcriptions for bar p e r e u ~ o n  instruments. 
He contemplated making a graduate school project of such an 
undertaking, Because my name has often been auociated with 
developing bar percussion literature from other aoltrces I would 
like to express a few of my views. I would be delighted to have 
those of you who are interested write to me with your  
comments, additions, and disagreements. We all learn and grow 
through this sort of interchange. 

First, I would like to comment  that, from his letter I quickly 
became aware that this student was not particularly fi,~ 
with the inner workings of P.A.S. Any student who is in 
graduate school and preparing to do research owes it to himmlf 
to seek out the library and to read every back issue of both of 
our magazine& The wealth of material contained therein is 
enormous. In his letter this student asked for quite a bit of 
material. He seemed unaware of how to explore Jources to get 
such material and how to do the "legw0rk" to unearth such 
materials on his own. He should have learned proper procedures 
in one of his graduate school classes and should have followed 
them. Our organization officers contribute most of their time 
and efforts free of charge, and to further burden them with 
digging up information of which the student should have been 
aware is unnecessary. Lengthy and poorly devised que~ion- 
naires can also be a burden for leaders in our field. I comment 
on these things, not because I wish to discourage intercbmnge of 
ideas in any way, but because so many of our students have not 
bothered to learn to correctly use the tools of research, and 
blindly saunter forth in sheer ignorance. For those of you who 
are interested, there is much to challenge and offer in the fields 
of percussion and percussion education research, but the 
necessary skills are difficult to learn. (After two years in a M.A. 
program and two years in a Ph.D. program I am only just 
beginning to develop a few basic techniques.) Now back to the 
issue of borrowed literature. 

The following quotation is from my master's thea~, DE- 
VELOPMENTAL TECHNIQUES FOR THE MARIMBA, 1971, 
pp 7-9), which is now housed at P.A.S. PERCUSSION RE- 
SEARCH COLLECTION, Henry L. Simmons, Curator, William 
David McCain Graduate Library, University of Southern Mkak- 
sippi, Southern Station, Box 5148, Hattieshurg, Mimi~ippi 
39401: 
Borrowed Literature 

"'Literature for the marimba has developed within the 
framework o f  twentieth century composition. The composers 
who have written for the instrument represent various styles and 
trends. Within the past quarter century, the scope o f  the field 
has substantially increased, giving the performer a wider choice 
o f  original works. The marimbist may also choose freely from 
popular fields, developing improvisational technics that enhance 
the instrument. However, to one who is well-trained in the 
classical music tradition, this is not completely satisfying. Just 
as the pianist performs harpsichord literature, the guitarist 
includes lute music in his repertoire, the cellist and violist 
exchange with each other, so the marimbist carefully chooses 
from traditional European music literature from various media. 

As  the performer has at his disposal a wide range o f  technics 
and sounds, the scope o f  borrowing can be quite broad. Large 
marimba ensembles that perform complete orchestral transcrip- 
tions exist in the United States and abroad. In these ensembles 
imitation o f  other instruments is possible through the use o f  
various textured mallets and a close copying o f  phrasing 
technic& 

Many musicians feel that it is acceptable for marimbists to 
borrow literature for technic building purposes, ye t  express 
doubts as to the validity o f  performing these works before an 
audience; it is considered more appropriate for these pieces to 
be performed on the instruments for which they are intended. 

Much valuable literature is rarely, i f  ever, heard in public, 
especially in the field o f  piano literature, though most o f  the 
important composers wrote small piano works which would 
zranseribe well for marimba. The technics needed to perform 
them are lim'ited, but mature interpretation are essential. 
However, these works are rarely performed except by inexper- 



lenced student& With a few simple adaptation procedures these 
small works can be performed on the marimba. They often take 
on exciting new dimensions when so performed. 

The marimba is a relatively new instrument to our culture; its 
adherents are seeking both wider audiences and more eom- 
poser~ To reach the tastes o f  large groups, the performing o f  
many styles o f  music is necessary. Thus variety in performance 
is essential for survival. Here lies the crux o f  an issue facing 
present-day marimbists. " 

During the spring of 1976 I researched and wrote a paper 
about borrowed literature for a music history class. This paper 
concentrated on the interchange of literature between the lute, 
the choir, and the harpsichord during the late Renaissance. This, 
and other such projects, tend to leave me viewing with 
amusement the apprehensions of the music establishment about 
transcriptions. I rarely find "purists" about such matters among 
well-establlshed musicologists. They are all too aware of the 
resettings of works by  the original composer (opera overtures 
rewritten for street corner brass bands, symphoncs arranged for 
two pianos, etc.) that have long been a profitable venture. The 
examples of composers borrowing from folk and popular 
sources as well as from each other are limitless. I think that it  is 
valuable for the serious percussion student to explore at least 
one facet of borrowed literature if, for no other reason, he is to 
be able to answer questions of critics. 

A good topic for a thesis or dissertation would be an in-depth 
comparison of how marimbists have tended to borrow literature 
and how Hterature has, in  the past, been borrowed for one or 
two other emerging instruments. Comparing the transcriptions 
and adaptations of George ~Ami]ton Green with those of 
Sigrnond Rascber for the saxophone comes to mind as a 
workable possibility. 

A good project for a student paper, particulary an under- 
graduate music history paper, is to two-dimensionally explore 
avenues of borrowing: from what instruments can we readily 
borrow and comparing compositions from each period in  
European history that adapt well to the bar percussion 
instruments. Common instruments from which we borrow are 
violin and other members of that family, piano, harpsichord, 
guitar, lute and the organ. Examples from each of these areas 
could be chosen and studied. The student should be encouraged 
not  to overlook some exciting avenues of exploration in music 
history. Among these I must  ment ion the dance music of the 
late Middles Ages, early organ music of the fifteenth century, 
lute music of the sixteenth century, Elizabethan virginal music, 
German, and Italian harpsichord composers of the seventeenth 
centuries, etc. A comparision of the early development of the 
techniques of any instrument and our progressing development 
in the field of bar percussion is a worthy topic for graduate level 
depth study. 

A single survey of borrowable literature for bar percussion is, 
to my way of thinking, an unweildy, unworkable topics. 
Percussion Arts Society, in a large project, to which many of us 
have contributed, tries to compile a listing of available materials 
in each area of percussion. If an individual is aware of transcribed 
works that are in print that are not  on  this list, he should simply 
forward such information to Michael Combs, who is the head of 
that committee, for inclusion in the next issuing. 

I have often been questioned about listing all the borrowed 
works that are in my repertoire. Frankly I find such a question 
to be amusing. By now I have performed, more or less 
successfully, several thousand works for other instruments, as 
have many of my colleagues. If anyone bothered to try to make 
such a listing, I doubt  I would have time to read it. (It has been 
attempted in the past.) 

Another pertinent question concerns whether music pub- 
lishers should bother to publish borrowed materials. As a 
professional, I have little or no need for transcriptions. I always 
prefer to go directly to the source, using URTEXT editions if 
possible. In  performing borrowed works by established com- 
posers, I tend to distort their sktllful work as little as possible, 
trying to remain true to the original purpose and intent.  I listen 
to recordings of fine musicians correctly interpreting the works 
on the original instruments. I try to keep the original dynamics, 
phrasing, and embellishing intact. In  the realrng of folk and 
popular music I take a more free hand, arranging and improvis- 
ing with abandon! The end results in this area tend to resemble 
full-seale pieces composed by PimenteL 

As a teacher I DO NEED transcriptions. My students have 
little or no sense of historical perspective. They are no t  aware of 
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sources and materials. They are inexperienced in navigating 
necessary changes tastefully. Having a supply of carefully 
chosen borrowed materials that can be used to build a variety of 
bar percussion techniques while em~hing the students' cultural 
horizons enhances my teaching capabilities. And, because I like 
a lot of variety having at trend a number of available collections, 
several at each level of technical difficulty, would suit me fine. 

A most promising arena for future bar percussion develop- 
ment is that of employing bar percussion instruments as 
accompanying instruments in the tradition of the piano. Many 
accompaniments intended to be performed on the piano are 
enhanced by transfer to the marimba or ~bes. For the graduate 
percussionist who is interested in transcriptions, adapting 
appropriate accompaniments to bar percussion instruments 
from the sources of a number of solo instrumental literatures, 
would make an excellent contribution to our professional scene. 

At this point in our growth, with the amount of readily 
available original compositions increasing at a tremendous rate, I 
think that the pressure to validify our position on borrowed 
Hterature is decreasing. Thus future research should tend to be 
historical, compari'~ve, or the expansion of resources. And 
t~aching and performing should tend to reflect a b~iance 
between the old and new, the borrowed and the original, the 
popular and the more serious. 

A NEW TUNING DEVICE FOR TIMPANI 
By Sam Denov 

As an assistant t imp~ni~ for the Chicago Symphony Orches- 
tra, I have no doubt  that  the most difficult part of playing 
t impani is tuning. I t  is expecially difficult to retune the timpani 
in the midst of aconiposition. This is particularly so when the 
ensemble is not  playing in a closely related key, or during 
fortissimo passages when it  is difficult to hear soft strokes on 
the timpani. 

Tuning is the bane of many young performers who have not  
yet  developed a good "ear." It  is also the single most deficient 
quality in an inexperience timpanist. 

The need for an absolutely accurate and automatic means of 
tuning the timpani, not  dependent on human frailties, is great. 
Such a device allows the performer to concentrate on the 
technical and artistic aspects of  t impani playing, freeing him 
from the concerns regarding tuning. All timp~nlzts, regardless of 
ability or experience, should welcome such a device. 

I have recently patented a device capable of quickly and 
accurately tuning the timpani. It  is an electronically controlled 
mechanism that tunes timpani by positioning the main tuning 
rod of mechanically tuned drums. All that is required of the 
performer is that he select the desired pitch on a tuning switch 
and tap the drum's heed. 

The device works by using an optical sensor to "see" the 
length of time required for the vibration of the head while 
counting the pulses of a high-frequency, crystal controlled clock 
during the vibration's length. This "count"  is then electronically 
compared to the correct "coun t"  for the desired pitch, 
depending on  the length of each vibration. Any  difference 
between these "counts" will activate a special motor  that moves 
the central tuning rod, through a gear arrangement, in a 
direction either up or down that wRI reduce the difference in 
the "counts"  to zero. Once the difference is reduced to zero, 
the motor  locks the rod in place unti l  such time as another 
difference develops. 

This simplified explanation of how the device works shows 
that the device ~ continue to tune as long as the drum is being 
played upon. It  does not  begin to explain the many problems 
involved in the design and how these problems were successfully 
resolved. 

For instance, the device handles a very wide range of 
dynamics. I t  differenciates between harmonics and the funda- 
mental pitch. It  does no t  allow the sounds of other instruments 
to interfere with its operation. It  also allows for changes in heat 
and humidity.  . 

Computer age technology was employed in the solid state 
design. Unfortunately,  the prototypes, needed before mass 
production may begin, have not  yet  been buil t  for lack of 
Financing. This appears to be a stumbling block common to 
many inventora 

Persons interest in communicating further with me regarding 
this devise, can write to me at the address given below. 

3200 N. Lake Shore Dr., Apt. 911 
Chicago, IL 60657 



. . . . . . .  . . . . . .  r4~ 

S ~  
I am twenty four years old, I~ve been playing drums 

(studying) for about 10 years. MY set playing is good, my 
reading is fair and getting better all the time. At age eleven I lost 
my left leg, at age 14 I started to study the drums. Many 
teachers turned me down as a student. They felt it  would be 
impossible to overcome my problem. I fi-~]]y found a teacher 
(Mr. Tony Schaeder), not  only an excellent teacher, bu t  a Free 
person. IIe helped me overcome my problem. Now I am a good 
player, but  no one will give me a chance because I 'm  a crippled. 
I though maybe you  could advise me in some way, and perhaps 
write an article in your  magazine, not  only to help me but  other 
musicians facing the same problem. I hope to hear from you. 

All my best, 
Joey Baronciwi, Jr. 

641 Pulanski Rd. 
East Northpor~ 

Long lglsnd, N.Y. 11731 

EDITOR'S NOTE: PAS would like to encourage others who 
have faced physical problems to write and tell us about their 
situations and how they have worked toward solving their 
difficulties. 

I was interested in the "Whole-tone Scale" marimba in the 
Winter PAS. I was puzzled by  such a set of bars at a farm sale in 
Vermont, one time. However at a later time I saw the complete 
parts from an old theatre organ. Included were two such 
whole-tone sets of bars, ½ step different in pitch, so that the 
two together had the full chromatic scale! This is the way they 
were mounted in an organ. I imagine that may be the origin of 
the "Aeolian" Instrument of Lawrence Finleys. 

Ruth Jeanne 
Granville, Ohio 

Dear P.A.S.- 
I was wondering if you could tell me if a profemdonal 

recording of Paul Creston Concertino for Marimba and Orches- 
tra has ever been recorded in its entire length, with furl 
orchestral accomp~nlment. I have been trying to get hold of 
one, but  the record shops don ' t  seem to know. Could you plemm 
tell me if any recordings are available for the listening public, 
and, if so, please write me what label it  is on, so I may order it 
from my local record shop. 

Tbmnk "you 

EDITORS NOTE - The answer to this o f t  asked question is 
obviously "'No, there is no recording ava~Table'" But  shouldn't 
there be? When are we as a field o f  musical endeavor going to 
have fine models in the form o f  recorded performances on high 
quality discs and tapes done by outstanding artist~ ava=Tabie for 
our study and enjoyment. Where do we start in an effort to 
interest those who control the record companies, etc. to dee/de 
to do these recordings? Any  suggestions? PAS is a logical 
organization to take up this challenge. Let  us hear from you. 

Here is a listing of the thnpauJ and p e r c u ~ o n  ros~r  of the 
Phoenix Symphony Orchestra: 

Ronald Holdman 
Jacob Fuchs 
William Wanser 
Wayne Church 
Clydene Dobelbower 

We joined ICSOM in 1974 and at the same time reported our 
fh-st million dollar budget, I thought we might be comddered in 
the Major Orchestra category. 

Thanks so much. 
Ron Holdman 

Phoenix, Arizona 

The 
Perca onist's 

Bible 
The Percussion Publications TM 

Catalog. The most extensive, most up- 
to-date directory of percussion literature 

in the world. Includes hundreds and 
hundreds of methods and studies, solos, 

and ensembles. Annotated with instru- 
mentation requirements and grade levels 

for all publications. 

A d d e d  Bonus .  = 
As an added bonus it features a special 
mail order section containing hundreds 
of hard-to-find accessories. All at mail 

order prices. 
Order yours today. The publisher's 

price of $2.50 will be deducted from 
your first order of $10 or more. iDC.~..~. 

Drurr~ u r ~ l i n T i t c d  '~ 
America's Largest Percussion Store 

4928 St. Elmo Ave., Bethesda, Md. 20014 
(301) 654-2719 
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Plan Now To Attend 

PERCUSSIVE ARTS SOCIETY 

INTERNATIONAL CONVENTION 

1 9 7 7  
Hosted by: F. Michael Combs, The University o f  T e n n e s s e e  

Music Department, and the Tennessee State Chapter o f  

PAS. 

PRE-REGISTRATION INFORMATION *AFTER OCT. 1st AND AT DOOR - 
PAS Member registration fee . . . . . . . . . .  $5.00 (until Oct. 1st)* Member- $8.00 
Non-member registration fee . . . . . . . . .  $15.00 (until Oct. 1st)* Non-Member $18.00 

PRE-REGiSTRATION MUST BE POSTMARKED NO LATER THAN OCT. 1st. Those preregistering (using the form in this magazine) 
need only pick up their badges at the music building foyer upon arrival. 

HOUSING - A separate form (in this magazine) is necessary to reserve a motel room at the Sheraton Campus Inn which is located one 
block from the convention activities. Any forms received after the motel is ful l  wil l  be referred to the next nearest accommodations. 
For additional information on area housing, contact F. Michael Combs, Music Department, University of Tennessee, Knoxville 37916. 

BANQUET - The official PAS banquet wil l  be held at the Sheraton Campus Inn on Saturday evening, October 29th, at 6:30 p.m. Due 
to limited seating, reservations are suggested and may be secured with the reservation form. 

AREA SIGHTSEEING - Knoxville is located in the eastern part of the state of Tennessee. The Smoky Mountains are an hour's drive 
and the Oak Ridge National Atomic Energy Laboratories and museum are only 45 minutes. Numerous historical sites and tourist 
attractions are available. Additional information may be obtained by writing to the Knoxville Tourist Bureau, Box 237, Knoxville, 
Tennessee 37901. 

PASIC "77 PROGRAM 

Friday, October 28, 1977 
2:00 p.m. Board of Directors Meeting; Room I, Sheraton 

Campus Inn 
7:00 p.m. Registration (Music Building Auditorium Foyer) 
8:00 p.m. Concert: EAST CAROLINA UNIVERSITY PER- 

CUSSION ENSEMBLE, Harold Jones, Conduc- 
tor; and UNIVERSITY OF MIAMI PERCUS- 
SION ENSEMBLE, Fred Wii:kstrom, Conductor. 

Saturday, October 29, 1977 
8:00 a.m. Registration (continuing until 3:00) 
9:00 a.m. General Session: Introduction of Officers, Gen- 

eral Announcements, University of Tennessee 
Percussion Ensemble 

10:00- 4:00 Clinics, concerts, and Demonstrations including: 
a.m. p.m. SAUL GOODMAN- Timpani Clinics 

JOHN CHELLIS CONNOR - Marimba - Vibra- 
phone Demonstrations 

NORTHERN ILLINOIS UNIVERSITY STEEL 
BAND - Concert - Clinic 

WILLIAM J. SCHINSTINE -Lecture - Clinicis 
BASCHET SOUND SCULPTURES - Exhibit and 

Demonstration 
SPIRAL - Concert 

4:00p.m. State Chapter Meetings, NACWPI Reception, 
Social Hour 

6:30 p.m. PAS Banquet - Sheraton Campus Inn 
PAUL PRICE, Guest Speaker 

8:30 p.m. NEXUS - Concert 
10:30 p.m. Reception - Sheraton Campus Inn 

Host: Tennessee Chapter PAS 
Music: MIAMI UNIVERSITY 

POPS PERCUS- 
SION ENSEMBLE 

Sunday, October 30, 1977 
8:00 a.m. Registration.(continues until noon) 
9:00- 4:00 Clinics, Concerts, and Demonstrations including: 

a.m. p.m. KEIKO ABE- Concert-demonstrations- Japanese 
Mallet Literature 

ED SOPH - Drum Set Clinic - demonstrations 
P e r c u s s i o n  Literature Demonstration 
MORRIS LANG and SAUL GOODMAN with 

DR. AND MRS. WILLIAM P .  

C A R T E R  Concert-demonstra- 
t ion of Bartok's CONCERTO 
FOR TWO PIANOS AND PER- 
CUSSION 

MICHEL BOULANGER - Marching percussion 
workshops and demonstration 

FRED WICKSTROM - Latin Percussion Demon- 
stration 

BASCHET SOUND SCULPTURES - Exhibit 

EXHIBITS 

The exhibit hall, located next door to the music building, 
will be open Friday and Saturday throughout most of the 
day. A large number of percussion manufacturers wil l  be 
exhibiting. 
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PERCUSSIVE ARTS SOCIETY 

Plan Now To Attend 

INTERNATIONAL CONVENTION 1 9 7 7  

PREREGISTRATION AND BANQUET 
RESERVATION FORM 

Complete form, enclose check, and return to: 
F. Michael Combs, PASIC '77 
Music Department 
University of Tennessee 
Knoxville, Tennessee 37916 

detach and mail 

HOUSING RESERVATION FORM 

Complete and return to: 
SHERATON CAMPUS INN 
1706 West Cumberland Ave. 
Knoxville, Tennessee 37916 
Ph. (615-524-4681) 

detach and mail 

Name 

PASIC '77 

Address 

Check area of Interest 

Advanced student, College 
Percussionist. 

School music educator. 

Beginning or intermediate student. 

or Professional 

Other 

Enclosed: 

$ 5.0o 

$15.00 

$ 8.5o 

$ 

PAS member Pre-registration fee 
or 

Non-PAS member Pre-registration fee 

Banquet (optional) 

Total Enclosed 

PERCUSSIVE ARTS SOCIETY 
INTERNATIONAL CONVENTION 

1977 

Name 

Address 

Arrival Day 

Departure 

Time 

Room Type 

Total number in room 

Rates: Single $17.00 

Double $24.00 

each addtional person: 

$ 4.00 

Additional comments: 
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1977 PERCUSSIVE ARTS SOCIETY 
INTERNATIONAL CONVENTION 

THE ARTISTS 

The artist and groups appearing at the PASIC '77 represent the 
most knowledgeable, experienced, proficient, and innovative 
personalities and ensembles that could be gathered together. It 
is the purpose of the planning committee to present not only 
the highest quality level possible but also to represent a 
diversified range of the percussive arts. With the exception of a 
few general sessions and concerts, the clinics and demonstra- 
tions will be directed to one of the three levels: (1) advanced 
students, college, and professional, (2) school music educators, 
and (3) younger students at the elementary or intermediate 
level. Registered participants may select from any of the 
sessions; however, most hours of the day will offer three 
sessions at the same time - one designed for each of these three 
levels. Specific times during the program will be set aside for 
visiting the exhibits. The complete printed program booklet, 
available at registration, will provide complete details of all 
activities. 

SPIRAL 

The Baschet Sound Sculptures will be present in concert by an 
innovative group known as Spiral. It is the function of this 
group to present the sculptures in the United States. The 
personnel of Spiral includes: Eugene Bozzi - Hartt College of 
Music graduate and principle percussionist of the Hartford 
Symphony; Jim Roszelle - Hartt College of Music Graduate and 
on the staff of Creative Music of Wethersfield, Connecticut; 
Robert Gatzen - former student of Gary Burton and at Hartt 
College and now director of Creative Music, Inc. 

K E I K O  A B E  

Keiko Abe graduated from Tokyo Gakugi University 1960, but 
spent another year there to finish her music major Eourse. From 
childhood she studied marimba and other percussion instru- 
ments as well as piano and composition. Soon she earned a 
position as Japan's master of the marimba. In 1968 she won the 
grand prize in a unique musical concert featuring original works 
written for her. In addition to several recordings. Miss Abe has a 
vast repertoire of classic, contemporary and popular music. She 
has performed concertos with the Tokyo Philharmonic, the 
Japan Philharmonic, and the Tokyo Metropolitan Symphony 
Orchestras. She teaches at the Toho Sakuen Music School and 
the So-Ai Women's College, and participates in many musical 
organizations, either as leader or active member. 

BASCHET SOUND SCULPTURES 

These instruments represent the most contemporary thinking in 
percussion sounds and include crystal with glass rods and metal 
speakers, sculpture working with bows, floor gongs, vertical 
harp, sculpture with strings, spring on steel base, percussion 
with heavy rods, crystal vzith glass rods and whiskers, and 
vertical vibraphone. The instruments are in this country for a 
limited time. 
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MICHEL BOULANGER 

Michel Boulanger is a member of the Canadian Judges Associ- 
ation and the Drum Corps International. He began performing 
in corps in 1957 and has been professor of percussion for the 
Quebec Diplomats, D. C. A. Percussion Chairman Quality 
Control Program and a member of the D. C. I. Task Force. 

~ 1 ̧ ~ 

. t _ /  

PAT AND BI LL CARTER 



Bill and Pat are on the faculty at the University of Tennessee. 
Bill has DMA from Eastman School of Music and Pat her MM 
from the University of Colorado. They both have studied duo 
piano performance with Bronsky and Babin at Aspen Institute 
of Music and perform frequently in the Knoxville Community 
and other areas. They have performed with the Knoxville and 
Denver Symphonies and will combine with Saul Goodman and 
Morris Lang to perform Bartok's SONATA FOR TWO PIANOS 
AND PERCUSSION. 

He is presently director of percussion studies at Brooklyn 
College Percussion Ensemble. In the summer of 1977 he 
conducted the Brooklyn Ensemble of a three week, nine concert 
tour of Roumania and Hungary. 

SAULGOODMAN 

Timpanist Saul Goodman is perhaps the most widely respected 
teacher and performer of his instrument in the U. S. if not the 
world. On his retirement from the New York Philharmonic, he 
capped an orchestra career that spanned 46 years with that 
ensemble - a staggering 6,168 concerts with a single orchestra. In 
addition, Mr. Goodman is chairman of the percussion depart- 
ment at Julliard and the mentor of a vast number of timpanists 
around the world. He is author of "Modem Method for 
Timpani." Asked who he studied with, he replies, '%he great 
conductors I had the privilege of playing under." 

JOHN CHELLIS CONNER 

Jack Conner began studying both piano and pemussion at the 
age of 6 and by age 12 began his professional career playing 
with a radio orchestra. He has 
International Marimba Symphony 
t6ured Europe, performed with 
Municipal Opera Orchestra of St. 

been a member of the 
Orchestra, with whom he 
the US Navy Band, the 
Louis, ahd the St. Louis 

Symphony. He has played over NBC, CBS, and Mutual 
Networks and with Xavier Cugat's Orchestra. He was featured 
instrumentalist at the International Festival of Music in Venice 
and has performed at New York's Town Hall. He has performed 
extensively in Japan and toured with the Honolulu Symphony. 
Darius Milhaud's CONCERTO FOR MARIMBA AND VIBRA- 
PHONE was written for him and Conner premiered the work 
with the St. Louis Symphony. 

MORRIS LANG 

Morris Lang received his musical education at the Juilliard 
School where he graduated with a B.S. degree and received the 
George Wedge Award for academic excellence. From 1950-1955 
he played in the City Center Ballet Orchestra, the Amerian 
Opera Society, and the Little Orchestra Society. In 1955 he was 
invited to join the New York Philharmonic as percussionist and 
assistant tympanist to his teacher Saul Goodman. 

He has the following books in print: "15 Bach Inventions", 
"Fission" - for two xylophones, "14 Contemporary Etudes", 
'~he New Conception", and "Three Songs to Puerto Rican 
Poems". His article "Journey to the Source" was recently 
published in the Percussionist and "The Professional Percus- 
sionist" was published in Brass and Percussion. 
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NEXUS 

Nexus began with a focus on improvisation. This focus has been 
altered through continual exploration into new approaches to 
percussion. The musical forms which NEXUS now identifies 
strongly with are a result of the ideas and energies which each 
member has brought to the group. Their backgrounds encom- 
pass symphonic music, contemporary music, improvisation, and 
the indigenous music of many cultures. They are as comfortable 
and proficient with their arrangments of Bach, Chopin and Satie 
as they are with the contemporary pieces they play by Warren 
Benson, Steve Reich and Toru Takemitsu. NEXUS creates an 
ever-expanding mosaic of sound which is based on musical skill 
and experience but owes its embellishments to a sense of humor 
and a natural affinity for fun. This aspect of NEXUS appears in 
the repertoire they have produced especially for their magical 
mallets, made up of ragtime medleys interspersed with Spike 
Jones. 



The music of NEXUS is a multi-cultural, representing many of 
the world's major musical traditions. Japan, the Phillippines, 
Hong Kong, Indonesia, India, Africa, the Soviet Union, Mexico, 
the Caribbean and the Americans are places the members of the 
NEXUS have visited to collect instruments and materials to use 
in their music. The influence which these cultures have had on 
NEXUS is seen in presentations such as Revolutionary fife and 
drum tunes and an extensive programme of African ceremonial 
tunes performed on African drums. Their workshops in multi- 
cultural music and improvisational music convey to participants 
the inspiration which is inherent in music throughout the world. 
These workshops have received the support of the Connecticut 
Commission on the Arts, the New York State Council on the 
Arts and the Ontario Arts Council. 

Now based in Toronto, NEXUS is in residence at the University 
of Toron¢o. Previous residencies have been held at York 
University, Courtenay Youth Music Camp, Wesleyan University 
and Chautauqua Institution. NEXUS has made recordings for 
radio and television, sound tracks for feature films, and a recent 
album in collaboration with Paul Horn. 

The personnel includes: 

Angeles and Toronto. Active in education, he is currently 
teaching a course in "Sound Sensitivity" to students of high 
school age, and is on the faculty of the Three Schools of Art 
in Toronto. 

5. WILLIAM CAHN is a graduate of the Eastman School of 
Music and is principal percussionist with the Rochester 
Orchestra. He has made solo appearances there, performing 
his own composition for percussion and orchestra, and has 
played at the Marlboro Music Festival. Bill designs and builds 
many of his instruments. 

. JOHN WYRE timpanist with the Toronto Symphony and 
composer of contemporary music, has been associated with 
the Milwaukee Symphony, the Oklahoma City Symphony, 
the Rochester Philharmonic and the San Francisco Sym- 
phony. His solo appearances include performances of his 
composition "Bells" with the Japan Philharmonic and the 
Toronto Symphony, and Toru Takemitsu's "Cassiopeia" for 
solo percussion and orchestra with the Boston Symphony. 
He has performed at the Marlboro Music Festival and at the 
Contemporary Music Festival at Osaka, Japan. 

1. ROBIN ENGELMAN is currently on the Faculty of Music at 
York University. He has been associated with the Louisville 
Symphony, the Milwaukee Symphony, the Rochester Phil- 
harmonic, the San Francisco Symphony and the Toronto 
Symphony. He has been on the faculty Of the Eastman 
School of Music, Ithaca College and the University of 
Toronto. Robin has performed at the Stratford Festival, the 
Marlboro Festival, the White House Festival of Arts in 
Washington, D.C. and the Contemporary Music Festival at 
Osaka, Japan. NORTHERN ILLINOIS UNIVERSITY STEEL BAND 

2. ROBERT BECKER is a graduate of the Eastman School of 
Music and a Ph.D. candidate in World Music at Wesleyan 
University. He has studied Japanese gamelan with Prawotosa- 
putro and Sumarsam, Ghanaian drumming with Abraham 
Adzenyah, tabla with Sharda Sahai, and mrdangam with 
Ramnad Raghavan. Bob has been percussionist and timpanist 
at the Marlboro Music Festival and has performed with the 
Paul Winter Consort and the World Band. He currently plays 
with American composer Steve Reich's ensemble. 

In 1973 the steel drum found its way to DeKalb. AI O'Connor 
found it too, and with his help, Northern Illinois University 
picked it up to create the only actively performing steel band in 
an American University. The music spans a wide range from 
contemporary American popular music to authentic Caribbean 
selections and transcriptions of popular classics. Especially 
effective is the group's historical presentation of the origins of 
steel band music, which includes West African drumming, the 
direct forerunner of the modern steel band. 

3. RUSSELL HARTENBERGER is a graduate of Curtis Insti- 
tute and Catholic University, and has a Ph.D. in World Music 
from Wesleyan University. He is currently a professor of 
percussion at the University of Toronto and performs with 
the Steve Reich ensemble. Russell has been a member of the 
Oklahoma City Symphony, the Puerto Rico Symphony and 
the New Haven Symphony. He has performed with the Paul 
Winter Consort,the World Band, and at the Marlboro Music 
Festival. 

4. MICHAEL CRADEN is a musician and a painter. Playing and 
recording with such artists as Emil Richards, Paul Horn and 
Moe Koffman, he has attained vast musical improvisation 
experience which he has brought to theatre, dance and film. 
As a painter and sculptor he has had many exhibitions in Los 
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William J. Schinstine, composer, author, educator, is a graduate 
of the Eastman School of Music and the University of 
Pennsylvania, and has performed as a percussionist with the 
Rochester, National, Pittsburgh and San Antonio Symphones. 

A teacher in the Pottstown, Pa. public schools for 26 years, 
he is the owner and operator of the S & S School of Music, a 
retail music store and studios. 

He is the author with Fred A. Hoey of the Southern Music 
Publications Basic and Intermediate Drum Method Books and 
most recently A Snare Drum Primer published by Mel Bay, Inc~ 

Also the writer of such well known books as, Little Champ 
1st. Year Drum Solos, Southern Special Drum Solos, Futuristic 
Drum Solos, 17 + 1 Drum Solos, Adventures in Solo Drumming, 
Timp Tunes, Drumming Together, Four Hands Around, and 
cadence books, he has composed or arranged many well known 
percussion and mallet ensembles and has had numerous articles 
on percussion topics published in Percussive Notes, Brass and 
Percussion, School Musician, Instrumentalist and PMEA News. 

FRED WlCKSTROM 

Fred has been on the faculty of the University of Miami since 
1960 and is timpanist and principal percussionist with the 
Greater Miami Philharmonic. He is percussionist with the 
majority of network television shows originating from South 
Florida and maintains a busy free-lance performing career in 
symphonic, rock, pop, and jazz music. His interests recently 
have expanded to non-Western music having spent the spring of 
1977 studying tabla with Allarakha and African music with 
J.H.K. Nketia and Kobla Ledzekpo. Fred's publications include 
his two volume series "Keyboard Mastery for Mallet Percussion" 
and the recently released "Latin Percussion Techniques." 

ED SOPH 

Ed Soph's playing career began quite early and included 
considerable professional playing even during his high school 
days. After graduating from North Texas State University, Ed 
joined Woody Herman with whom he recorded four albums and 
toured extensively both in the US and abroad. In 1971, he left 
Woody Herman to become an instructor at North Texas State. 
Later he moved to New York City to pursue a free-lance career. 
Among the artists with whom Ed has played are Bill Evans, Phil 
Wilson, Joe Henderson, Marian McPartland, Bill Wotrous, Lee 
Konitz, and singers Joe Williams, Chris Connor, and Vic 
Damone. He has recorded with Woody Herman, Phil Wilson, 
Clark Terry, Chris Connor, and Bill Watrous. Ed has been the 
subject of a "Profile" in DOWN BEAT MAGAZINE. Charles 
Suber, the publisher of DOWN BEAT, thanked Ed for "...taste- 
ful and imaginative playing, teaching in any situation he is 
placed." Ed is an active member of the PAS having written the 
first in a series of articles for the PERCUSSIONIST and already 
given several clinics for PAS state chapters. 

PAUL PRICE 

In 1975 the Percussive Arts Society presented Paul Price with its 
most distinguished award, inclusion in the PAS Hall of Fame, 
for outstanding contributions and dedication to percussion 
education and performance". 

Paul Price has been teaching percussion at the Manhattan 
School of Music since 1957. He also teaches percussion at Kean 
College of New Jersey. In addition to conducting five school 
percussion ensembles, weekly, he is the director and conductor 
of tWO professional groups: The Paul Price Percussion Ensemble, 
and the internationally known Manhattan Percussion Ensemble. 
The latter group appeared on a U.S. State Department tour of 
Europe and the Mid-East. He has appeared with percussion 
groups on television and radio; and has guest conducted 
percussion groups throughout the nation. He has several 
recordings to his credit. He is internationally known for his 
pioneering efforts in revitalizing interest in percussion music. 
Through his efforts the percussion ensemble class was accredited 
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in 1950. He was the first to teach an accredited course in 
percussion literature. He has introduced over 400 new percus- 
sion compositions to listening audiences. His two textbooks, 
and thirty compositions, lectures and articles have contributed 
much toward bringing artistic recognition for percussion per- 
formers, students, and teachers. He is presently a reviewer of 
percussion ensemble music for Brass & Percussion magazine. He 
is owner of the publishing firm Paul Price Publications (special- 
izing in percussion music); editor for Music for Percussion, Inc.,; 
immediate past-President of the National Association for Amer- 
ican Composers and Conductors which awarded him a citation 
in 1967 for "outstanding contribution to American music". He 
is New Jersey State Chairman of College Wind and Percussion 
Instructors. 
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POST OFFICE BOX 71 . . . . . . .  ST, CLOUD, MINN. 56301 
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oq.qrb Le.r n 
"people who are into music 

are into Northern" 

Professional Discounts on Percussion Specialties by 

FIRTH e H INGER • BALTER • G A U G E R  

LP • P A Y S O N  • Ms. PerC 
See you all at PASIC '77! 

The Northern Music crew will be there in full force displaying 
all their percussion goodies. Most exciting is the new line of hand - 
crafted leather goods for percussionists by Ms. PerC of California. 
You won't believe the workmanship -- an d at realistic prices! ] ] 
I f  you can't make it, drop us a card for detailed information. 

~ ]  Stick and mallet bags, bumper pads, gig bags, 
key doodles, and cym bags, hand crafted 
from genuine leather. 

Fast, intelligent (?), service by musicians like you. 
Jim Petercsak, Percussion consultant 

Would you buyyour percussion 
equipment from these people? 

Write  for our free 1977-78 expanded discount catalog todayl  
8 M A I N  S T R E E T  - P O T S D A M ,  N . Y .  1 3 6 7 6  - ( 3 1 5 )  2 6 5  - 8 1 0 0  

R E A D  T H I S ! !  

I wouldn ' t  say this if it weren't true. My new catalog is ABSOLUTELY the largest 
inventory of percussion music in the world, for every percussionist at any level. Darn 
near everything (no, nobody has it all yet). You should get the catalog. Percussion 
music is not our sideline, it's what we're all about. Customers agree we provide the 
best and fastest service. This is all true, folks! The catalog costs you $1.00 - just 
what it costs me to print it; or you can have it for free wi th  orders over $10.00. 
School bids and purchase orders are welcomed, of course. Methods, solos, 
ensembles, texts, chamber m u s i c . . ,  do us both a favor, and place an order with 

TRE MUSIC COMPANY 
5635 N. Espina Road 

Tucson, Arizona 85718 

Tom Ervin, Proprietor 
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STATE CHAPTER NEWS 

WASHINGTON CHAPTER 
The fourth annual "Washington State Festival Compet i t ion"  
was held simultaneously at  Eastern Washington University, 
Cheney (hosted by  Martin J. Zyskowski) and at The University 
of  Washington, Seattle (hosted by  Daniel Dunbar) last March. 
Adjudicators  from The Seattle Symphony Orchestra and 
Spokane Symphony Orchestra as well as outstanding per- 
formers/teachers from Washington state universities and public 
schools were much appreciated for  their  very capable profes- 
sional adjudication and clinic/workshop contributions. Washing- 
ton state finalists who were winners at  The Western States 
P.A.S. Festival Competi t ion at  Northridge, California were: 
John Swoboda,  3rd. place-Latin Percussion; Eastern Washington 
University Mallet Ensemble, 3rd place; and The Eastern Wash- 
ington University Percussion Ensemble - 1st  place. 

An outstanding mallet-keyboard clinic and performance by  
Karen Ervin was presented on the campus of Eastern Washing- 
ton  University at Cheney last Spring and the Washington P.A.S. 
is planning a clinic by  Leigh Howard Stevens, marimba virtuoso~ 
at  the  Spokane Riverfront Part Convention Center for Septem- 
ber 28/29th,  1977. State officers are: Martin J. Zyskowski - 
President, Howard Robbins 1st Vice-Presldent, Ginger 
Zyskowski - 2nd Vice-President, and John B r o g a n -  Sec.- 
Treasurer. 

Presenting A New Collge Series . . . . . . . .  
by Alexander Lepak 

TH I RTY-TWO SO LOS 
FOR TIMPANI . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  6.00 

For 2, 3, 4 & 5 t impani 
Addvanced solo-etudes for the contemporary performer cover- 
ing dif f icul t  pitch, rhythmic, and technical problems, 

C R E S C E N D O  - for  percussion ensemble - =:ore end pert= . . .  7.50 
A rousing ensemble composit ion for eleven performers includ- 
ing 2 drumsets. 

SUITE FOR SOLO 
VIBRAPHONE . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  3.50  

A dif f icult  four-mallet, twelve-tone composition in three 
movements. An ideal recital piece. 

F IFTY CONTEMPORARY 
S N A R E  D R U M  E T U D E S  . . . . . . . . . . . . . . . . . . . . . . . . . . . .  6 .00 

Advanced sBare drum etudes, each wi th its own character, 
expanding the rhythmic and technical problems of  the contem- 
porary performer -- A must after you've been through the 
other snare drum booksl l  

D U O  FOR TIMPANI . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  5.00 
An integcated composit ion in three movements. Each per- 
former uses three t impani. Both parts are equal in musical 
importance and di f f icul ty.  
O R D E R  D I R E C T  
Send check or money order 
plus $.50 postqie & handling I W • =  

to: 
Windsor  Mus ic  Pub l i ca t i ons  

P.O. Box 33 
Windsor ,  C o n n e c t i c u t  0 6 0 9 5  
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edited by  Dr. John Baldwin 
Boise State University 

MAX ROACH was the featured artist  recent ly at  a clinic 
sponsored by  DePaul University Music Department  and Bill 
Crowden's Drum Ltd.  in Chicago. 

GEORGE GABER, Head of  the Percussion Department  of  
Indiana University, was the featured artist  during a three-day 
percussion seminar and festival at the  Victorian College of  the 
Arts in Melbourne, Australia. 

In  May, TONY WILLIAMS, jazz drumming giant, leading 
exponent  of  Jazz-Rock drumming, and leader of  his own group 
"Life t ime,"  presented a clinic and workshop sponsored by  the 
Long Island Drum Club in Mineola, New York. 

JIM ATWOOD, Percussion instructor  a t  Western Carolina 
University, performed Paul Creston's Concertino for Marimba as 
tour  soloist  with the WCU Wind Symphony on its annual Winter 
Tour. The week-long tour  covered three states, with 14 
performances of  the Concertino. The instrument used on tour  
was the new 4½ octave Kelon marimba. 

JIM PIEKARCZYK was the conductor /di rector  for  an Ethnic 
Percussion Ensemble Concert at Governors State University in 
Illinois. Included on the program were the Biofeedback Percus- 
sion Group (founded by  J im Piekarczyk),  the GSU Mallet 
Ensemble, the GSU Percussion Ensemble, KATHY KASTNER 
(marimba soloist), and an Ethnic Dance Troupe. 

Port ions of  Bartok 's  Sonata for Two Pianos and Percussion were 
performed at St. Mary's  College of  Notre Dame (Indiana), under 
the direction of  MARY LYNN Mar~VIILLAN, Instructor  of  
Percussion. 

DAVID FEIN was the music director for  a program of  the 
contemporary music o f  WILLIAM K R A F T  presented at  The 
Juilliard School in March. The music performed included 
Momentum, Encounters I, Encounters H, Encounters HI, and 
Des Imagistes. 

A percussion ensemble organized and prepared entirely by  
students performed in concert  last March at Brown University in 
Providence, Rhode Island. I t  is believed that  this performance 
was the first ever by  a percussion ensemble at that  school. 

LAURENCE KAPTAIN, Instructor  of  Percussion at  Drake 
University in Iowa, was awarded a grant f rom the Iowa Arts 
Council for the 1977-78 school year. This grant will make him 
an Iowa Arts  Council Touring Art is t  enabling him to perform 10 
services around the state. The services will be in three different 
formats: a solo recital, with a clinic prior  to the performance; a 
solo performance with a high school or  college instrumental  
ensemble, with a clinic provided; and a one-day-residency at  a 
group of  elementary schools giving percussion demonstrat ions 
for children. In addi t ion to this grant, Kaptain has been involved 
in the Arts for the Handicapped program in the Des Moines 
Schools developing a program of  music for  the deaf  through 
percussion. He also received a grant to  bring the Blackearth 
Percussion Group to Des Moinas for a two-day-residency. 

All-High Percussion Ensemble o f  Rochester - John McNeil (L.) 
guest  clinician, and Frederic Weingarten (R.) conductor. 

The All-High Percussion Ensemble at Rochester, New York, 
conducted by  FREDERIC A. WEINGARTEN, recent ly  per- 
formed for  the Wayne County Music Teachers Association. The 
in-service workshop featured the ensemble for the clinic topic 
"Percussion Ensemble in the Schools" with JOHN McNEIL of  
the Rochester  Philharmonic as guest clinician. Mr. Weingarten is 
high school band director at  the Sodus Central School District, 
t impanist  of  the Finger Lakes Symphony Orchestra, and Head 
of  Percussion Studies at the Blue Lakes Fine Arts  Camp in 
Michigan. 

ALAN ABEL, associate principal percussionist of  the Phila- 
delphia Orchestra and Instructor  of  Percussion at  Temple 
University, presented a master class in orchestral percussion 
techniques at  Wittenberg University in Ohio in A p r i l  

JAMES JACOBSON, marimbist,  was a featured soloist and 
performed Rober t  Kurka 's  Concerto for Marimba, Op. 34, with 
the Chautauqua Festival Orchestra this season. He also joined 
the faculty at the Chautauqua Insti tute.  Mr. Jacobson has just  
completed three years at the University of Michigan School of  
Music as a s tudent  of  CHARLES OWEN. 

GORDON STOUT, marimba artist and clincian for the J. C. 
Deagan Company, was the guest performer at  the Ohio State 
University 6th Annual Marimba Camp this past July. Recitals 
were also presented by  Linda L. Pimentel and other camp staff 
members and students during the week. Next years camp will be 
for both  Marimba & Vibes, and information can be obtained by  
writing to:  Dr. James L. Moore, c/o School of  Music, Ohio State 
University, Columbus, OH 43210. 
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July marked the Second Annual PLZ PREMIER PERCUSSION 
SEMINAR held at Fairleigh Dickenson University, Florham- 
Madison Ca~pus,  New Jersey. The faculty included a l ine-up o f  
top  percussionists in all fields; JOE CARSON, NICK 
CERRATO, JIM COFFIN,  JUSTIN DiCIOCCIO, CLEM 
DeROSA, ART FRANK,  ALYN HELM, RUSS MOY, AL 
JORGENSEN, JIM PETERSCAK, PAUL PRICE, WILLIS 
RAPP, GLENN WEBER, and LEN DeJUZIO. Guest artists 
included HORACE ARNOLD, SANDY GRAHAM, LOUIS 
HAYES/WOODY SHAW GROUP, SEISMOGRAPH, and the 
CROSSMEN DRUM CORP from Delaware County  Pa. 

Under the  direction of  DR. JOHN BALDWIN (Associate 
Professor of  Percussion at Boise State University in Idaho),  the 
percussion program at Rocky  Ridge Music Center in Fates Park, 
Colorado, was greatly expanded last summer. The percussion 
por t ion of  the  seven-week course included many individual 
performances by  both facul ty and students,  several percussion 
ensemble performances, and a performance with orchestr~ of  
David Carey's Suite for  Xylophone and Orchestra b y  xylo-  
phonist  MOLLY WISDOM. 

RICHARD BROWN, percussionist with the Houston Sym- 
phony, performed the Concerto for  Solo Percussionist and 
Orchestra by  Donald Erb on a subscription series of  concerts in 
March, 1977. 

The Percussion Facul ty  at  the International  Music Camp 
included VICKI PETERSON JENKS of  the University of  Texas 
at E1 Paso, TERRY SMITH, and ROGER JAMISON of  
Southwestern Oklahoma State University. 

JOHN BECK, Associate Professor of  Percussion at the Eastman 
School of  Music, performed on a series of  concerts in nine 
Central American countries during May and June. Mr. Beck's 
repertoire included Cowell 's Set o f  Five and Hovhaness' Suite. 

Two young women percussionists - specifically marimbists - 
captured first prize in the Houston Symphony ' s  recent  Ima 
Hogg Young Art is t  Audit ion,  probably  making this event unique 
among music competit ions.  

They are (L.) Lynn Kramer, 20, o f  Phoenix, Ariz, and (R.) 
Lovie Smith, 23 of  Houston, Texas. 

Beginning her musical studies at age four on  the  piano, taking 
up organ at 11, and switching to percussion instruments at  12, 
Lovie Smith studies with Houston Symphony  principal percus- 
sionist Richard Brown at Rice University's Shepherd School o f  
Music in Houston. 

Miss Kramer also began her musical career on the piano and 
has studied percussion for  11 years. Virtually all her  marimba 
lessons have been with Marj Hohngren. 

In  addi t ion to  receiving cash prizes, both  young artists 
appeared as soloists on the  Houston Symphony ' s  summer 
concert  series at  Miller Outdoor  Theater  in Houston 's  Herm~nn 
Park. Miss Smith was soloist  in a mar imba transcription of  the 
third movement  of  Mozart 's  Violin Concerto No. 5, while Miss 
Kramer was heard in Paul Creston's Concertino for Marimba and 
Orchestra. (photo credit. John Brooks, ttouzton, Texas) 

Two drum clinics sponsored by  the RUSS MOY Drum Studio 
have featured JO JONES and BUTCH MILES. Moy is on the 
Board of  Directors of  the  New Jersey PAS. 

This fall will mark the second season of serious percussion Degree in Percussion Performance, will direct the percussion 
ensemble activity at Weber State College in Utah. DOUGLAS J. ensemble in its many planned activit iea 
WOLF, graduate of  the University of  Michigan with a Masters 
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The dealine for entering the 22nd Annual American Band- 
masters Association-Ostwald Band Composition Contest is Nov. 
1, 1977. Besides $1500.00 in cash for the First Prize Winner 
(plus traveling expenses to the award ceremonies), there will be 
a $750.00 c~h award for the First Runner-up and a $500~00 
cash award for the Second Runner-up. In addition, there wilt be 
a special award of $500.00 to the winner in the Undergraduate 
Student Category. For further informatiori and contest rules, 
please contact LT. COL. JACK T. KLINE, The United States 
Marine Band, 8th and I Sheets S.E., Washington, DC, 20390. 
AKI '77, the first Cleveland Biennial of New Music, featured the 
STRASBOURG PERCUSSIONISTS. This ensemble came to- 
gether in 1961 with the aim of giving percussion instruments all 
their modern significance by presenting a repertoire written 
exclusively for them and based on the continuing creation of 
living music. In addition to classical instruments used are those 
specially-made for the group and those of exotic origin--more 
than 150 instruments in all. Their repertoire included works by 
Cage, Vare6e, and Xenakis. 
Percussion activities at Boise State University in Idaho were 
highlighted last spring by several events: the performance by 
invitation of the Keyboard Percussion Ensemble at the North- 
west MENC Convention in Seattle; the performance of Bartok's 
Sonata for Two Pianos and Percussion by DR. JOHN BALD- 
WIN, PAT FLAHERTY, SARA BLOOD, and MADELEINE 
HSU; and the the premier Idaho performance of Varese's 
Ionisation. 

The Webster Groves (Missouri) High School Percussion En- 
sembla presented its Spring Concert in May. Many of the 
talented members of the Ensemble were also honored by being 
selected as members of the 1977 Ali-Suburban and 1977 
All-State Bands. The Percussion Ensemble is directed by PAT 
HANLY. 
In June, SCOTT ROBINSON of Kansas City, participated in a 
Jazz Marathon sponsored by the Charlie Parker Academy of the 
Arts. Included among the many activities was a "drum battle" 
between Robinson and MAX ROACH. Robinson also played the 
Count Basle number, Wind Machine, with the Eddie Baker 
Band. 

i 

PAUL PRICE PUBLICATIONS 

NEW PERCUSSION RELEASES.. 
MUSIC FOR MARIMBA arranged from the Renaissance 
and Early Baroque periods by Donald Knaack . . . . . .  $5.00 

INVENTIONS AND INTERLUDES for Clarinet and 
Marimba by Charles Hoag . . . . . . . . . . . . . . . . . . .  $5.00 

IMAGES H for percussion and tape by Elias Tanenbaum 
(tape included) . . . . . . . . . . . . . . . . . . . . . . . . .  $20.00 

Send for catalog! 

Available From: PAUL PRICE PUBLICATIONS 
470 KIPP STREET 
TEANECK, NEW JERSEY 07666 
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PLAY FOR KEEPS 

Once you play our timpani we doubt whether you'l l  ever 
again be satisfied with anything less. In fact we're so sure 
that you' l l  want to play for keeps that we've gone so far as 
to guarantee each and every set of our instruments for as 
long as the original purchaser owns them. Besides assuring 
you of a long relationship, our special guarantee says 
something about the confidence we have in our work- 
manship. Confidence that comes from being the country's 
oldest volume producer of Dresden-style timpani. American 
Drum Company. The more you hear about us, the better 
we sound. 

MARK XI. Conven- 
tional Dresden styling 
gives our most popular 
model its quality 
sound. With cross<Irum 
master tuning screw. 
Available in bowl di- 
ametmrs of 21" through 
31". $1800, the pair. 

MARK XIV. The newest 
in our line features the 
master tuning screw at 
the player's side. A 
bearing balance tren_~fer 
system offers the ulti- 
mate in fine tuning con- 
venience. Available in 
bowl diameters of 21" 
through 31". $2300, 
the pair. 

(Both models  feature 100% copper  hammered bowls,  wi th  promi- 
nent  han~ner  marks.)  

All prices F.O.B. Denver. Send orders or inquiries to 
American Drum Company, P.O. Box 4403, Santa Fe 
Station, Denver, CO 80204. (303) 377-5993. 

AMERICAN DRUM 

COMPANY 
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ON THE MOVE 

edited by  Dr. John Baldwin 
Boise State University 

A THIRD GENERATION LUDWIG 
JOINS LUDWIG INDUSTRIES 

l 

/ . 

The appointment  of KEVIN L. HARLAN to the staff of The 
Percussion Center, Inc. in Fort  Wayne, Indiana was announced 
by Neal Graham, president. Harlan was the former owner of 
Harlan Drums of St. Louis. He will become director of New 
Products development for PerCentco, a new wholesale division 
at The Percussion Center, Inc., and also become the account 
executive for sales to educational institutions throughout the 
United States. 

PAT FLAHERTY, graduate of Boise State University and 
student of Dr. John Baldwin, joined the staff of East Carolina 
University as a graduate assistant where he will work with 
percussion classes and ensembles. He will study with Harold 
Jones while working on  a Masters Degree. 

MARILYN RIFE has been appointed Assistant Timpanist and 
Percussionist with the San Antonio Symphony beginning 
September, 1977. Since her graduation from the Ol~erlln 
Conservatory in 1976, she has been Principal Timpanist with the 
Civic Orchestra of Chicago, the training orchestra of the Chicago 
Symphony. 

The BLACKEARTH PERCUSSION GROUP will begin its new 
position as ensemble-in-residence at the University of Cincin- 
nati '¢ College-Conservatory of Music in the Fall of 1977. GARY 
KVISTAD, STACEY BOWERS, and ALLEN OTI~E will be 
teaching at the school as visiting Assistant Professors of 
Percussion. In addition to the individual specialities in tradi- 
tional percussion taught b y  the three members, the GROUP will 
also offer numerous workshops and master classes in such areas 
as chamber music playing, percussion acoustics, stick and 
instrument design and building, and various special areas of 
contemporary percussion performance. 

The DePaul University School of Music announced the appoint- 
ment of BOBBY CHRISTIAN, nationally-known recording 
artist and clinician, to the faculty beginning in the Fall of 1977. 
He will join MIKE GREEN and AL PAYSON in the Percussion 
Department. The Music School will also move to a new building 
with greatly expanded and improved percussion facilities. 

Ludwig Industries announces that BILL LUDWIG HI has 
officially joined the company as Advertising Manager. 

A drummer since the age of 7, Bill Ludwig HI became 
involved with national and international trade shows for Ludwig 
when he was only 10. 

At 14, he became a spokesman for Ludwig Industries, and 
delivered his first of many speeches at the International 
Frankfurt  Messe in Germany. 

Today at 21 years of age, Bill IlT is an accomplished drumer. 
He has played in local rock groups, and he won 1st prize in the 
Rlinois High School Association Solo Competit ion for Timpani 
and Percussion Ensembles several years in a row. 

Bill HI studied advertising and marketing at Northern Illinois 
University. 

When asked what he hopes to contribute most to Ludwig 
Industries, he said, "I  think, most of all, I hope to bring a 
youth-oriented, in-touch'approach to the company. I also plan 
to work much closer with our many endorsers, in all areas of 
percussion." 

IN  MEMORIAM 

PHILLIP GRIFFITH, noted percussionist and teacher in the 
Western Illinois area, died suddenly on June 30, at the age o f  
68. Born in Galesburg, Illinois, Phillip Griffith studied with 
Frank Hopkins o f  the Soasa Band. Early in his career he was 
well known as a drummer for vaudeville and silent movies. Mr. 
Griffith was active as a symphony timpanist and percussionist 
and recently celebrated his 50th season with the Knox-Gales- 
burg Symphony.  He was also principal percussionist o f  the 
Tri-Cities Symphony (Davenport, Iowa) for severalseasons. 

Phil will be most remembered for his devotion to his students 
in Galesburg where he had an outstanding and widely recog- 
nized program. He also had many students in Peoria and Moline, 
Illinois. An  early supporter o f  P.A.S., Phil encouraged and 
developed the percussion ensemble in public school music. 
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JACK D. JENNY is the new percussion instructor at Otterbein 
College in Westerville, Ohio. He is also a teaching associate in 
music theory/composition and percussion at the Ohio State 
University where he is completing the requirements for a Ph.D. 
degree. 

DAVID P. EYLER has joined the staff of the Ohio State 
University as a teaching associate in percussion. He will also be 
Studying for the MM degree in performance. Eylar is a graduate 
of Frostburg State College (Maryland) where he directed the 
college percussion ensemble. 

RON GARD, a graduate of Indiana State University (BM) and 
the University of Wisconsin - Eau Claire (MM) has taken a 
position as part-time percussion instructor at the University of 
Wisconsin - Green Bay. 

"The fastest growing 
Drum Shop in the 

Midwest/" 

Slingerland * Rogers * Pearl * Gretsch * 

Zildjian * Fibes * Ludwig * And More! 

After you've shopped around . . . . .  

107 BROADWAY THEN check OUR PRICE! 
NORMAL, ILLINOIS 61761 
PHONE: (309) 452-9495 "Ask  for  Jeff ' "  
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on band percussion instruments, stage band drumming, and 
rehearsed the bands and stage bands. Also in February,  Mr. 
Clark presented a percussion workshop for the Wastman Music 
Educators Association. 

The annual St. Johns Music Stage Band Clinic featured a 
latin-percussion rhy thm section workshop. Included were 
OWEN CLARK on congas, RUBEN GARCIA on timbales, 
KENNE THOMAS on bongos, JIM WATTS on shakers, DAVE 
McKAY on cowbells, and TOM JESTADT on drum set. 

PETE MAGADINI,  Pearl Drums clinician, presented a drum set 
clinic in Winnipeg in March. 

The Winnipeg Art  Gallery presented the Canadian premiere o f  
J immy Heath 's  "The Afro-American Suite of  Evolut ion"  in 
May. Among the many performers were percussionists OWEN 
CLARK, PABLO LANDRUM, MTUME, and FREDDIE WAITS. 

Spring graduation at  the Ontario Collage of  Pe rcua ion  in Canada 
took  place in Apri l  in Toronto.  Diplomas were p r e ~ n t e d  by  
JOHN ANSARA, JR.,  and awards and scholarships were 
presented by  CHARLES CAMILLERI,  MAL THOMPSON, and 
TED O'REILLY. Eight scholarship and award recipients per- 
formed with PAUL ROBSON, one o f  Canada's best  known 
percussionists and the  founder  of  the  Ontario College of  
Percussion. 

LUIGI TORREBRUNO has designed and constructed a new 
model  t impany  in I taly.  I t  is a set of  4 t impany suspended over 
a single resonating chamber - tha t  is, the  four  "ke t t les"  are 
joined to make one. 

Torrebruno is one o f  the  few t impanists  in the  world giving 
recitals o f  chamber music--solo,  or with piano accompaniment.  
This phase of  his career follows 21 years as f'mst timp~nlgt of  the 
orchestra of  La Scala, Milan, and 17 years o f  teaching at  the  
Verdi Conservatory in Milan and 4 years at  the  Paganini 
Conservatory in Genoa. He has composed and arranged for solo 
t impany,  and his book  on this instrument is published by  
Ricordi.  

In February,  the Manitoba (Canada) Arts  Council, the Musicians 
Union and the Department  of  Educat ion sponsored four  
percussion clinics in rural Manitoba schools. One day was spent  
at each school in Carman, Winkler, Morden, and Altonv~ The 
clinician, OWEN CLARK, covered basic percussion techniques 

BENNINGTON (VT.) COLLEGE PERCUSSION ENSEMBLE 
(1976-77), Maria Ptaszynska, Director. 

MARTA PTASZYNSKA directed a percussion conce~  at  
Bennington College in Vermont  which included two of  
Ptaszynska's own works: Chimes, bells, wood,  stones....; and 
Siderials. The first work used hand made instruments designed 
b y  Gunnar Schonbeek, including bass marimba, bells, wood 
tress, trapezoids, steel harps and dulcimers. 

PLAN NOW TO ATTEND: 

1977 PERCUSSIVE ARTS SOCIETY 
INTERNATIONAL CONVENTION 

OCTOBER 28-30, 1977 
at 

University of Tennessee 
Knoxville, Tennessee 

Mike Combs, Host 

presents  

a snare drum 
primer 

by William J. Schlnstlne & Fred A. Hoey 
Designed for the Trial or Rental period 
this text is a fresh new approach to 
teaching the beginning student all of the 
essential techniques necessary to 
acquaint him with the snare drum. This 
text is a must for any beginning snare 
drum student. 
LIST PRICE . . . . . . . . . . . . . . . . .  $1.50 

WRITE FOR FREE CATALOG TO: 

MEL BAY PUBLICATIONS, Inc. • PACIFIC, MO. 63069 
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THE SIXTH INTERNATIONAL PERCUSSION SYMPOSIUM 
was held July 24 thru July 30, 1977 at the University of 
Wisconsin, Eau Claire, Wisconsin. Artist faculty included: 
CARMINE APPICE, BOBBY CHRISTIAN, MARV DAHL- 
GREN, RON FALTER, DAVID FRIEDMAN, GEORGE 
GABER, ROY HAYNES, MITCH MARKOVICH, JOE 
MORELLO, AL PAYSON, DAVID SAMUELS, and DUANE 
THAMM. The event was sponsored by: The University of 
Wisconsin-Eau Claire, University of Wisconsin Extension, Music 
Department, and Ludwig Industries, Chicago, Illinois. 

A special performance by the BLACK EARTH PERCUS- 
SION ENSEMBLE, and performances by the UWEC MARIMBA 
ENSEMBLE, the UWEC SUMMER JAZZ ENSEMBLE, and the 
UW GREEN BAY AFRICAN PERCUSSION GROUP were also 
part of the weeks activities. 

The Symposium opened with welcoming comments given by 
RON KEEZER, UWEC percussion instructor and host; WIL- 
LIAM F. LUDWIG, JR., president of Ludwig Industries; UWEC 
Wisconsin Extension dignitaries; and JIM L. MOORE, PAS 
repzesentative to the event. The Symposium drew nearly 300 
participants from 35 states, and from England, Sweden, and 
Australia. 

In addition to a full daily schedule of master classes and 
lectures, each evening featured performances by various mem- 
bers of the faculty. Schmitt Music Co. of Minneapolis provided 
a well stocked store on location for the participants to purchase 
accessories and music. 

Karl Dustman, Educational Director of Ludwig Industries 
announced that the 1978 7th International Percus~on Sym- 
posium will be held in Greenville, North Carolina June 18-24, 
1978 with Harold Jones as host. 

DAVID F R I E D M A N  and JOE M O R E L L O  perform 

,% 

B O B B Y  C H R I S T I A N  
super as ever 

CARMINE APPICE New 
sound dimensions 

MITCH M A R K O  VICH 
carries on the tradition 

R O Y  HA Y N E S  in action CARMINE APPICE the teacher 

WILLIAM F. LUDWIG, JR. and 

A L  PA Y S O N  in discussion 
D A V I D  SA M U E LS  

mallet improvisation class 
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SCHMITT MUSIC from Minneapolis 
provided materials 



PEOPLE in PERCUSSION 

ICe welcome your photos and brz'ef publicity data 
sheets so that thia column can adequately recog- 
nize the many percussionists who ~re fu~Fdling vital 
roles in this exciting field! fr 
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Born and raised in Toronto, Canada, PETE MOSLEY studied 
intensively throughout his school years in addition to playing 
drums with high school marching bands, drum corps, and pipe 
bands. At the Rudimental level, Pete has four national individ- 
ual championships to his credit, and has since used his 
experience to instruct pipe bands and two national champion- 
ship drum corps. Pete is equally experienced at contemporary 
drum set playing. His professional performing career is aug- 
mented with teaching, arranging, producing, and an active 
involvement in the music industry. 

From the decade of the sixties and on through the seventies, the 
name of ANDREW CYRILLE Has been synonymous with the 
best of new music. From his participation in the music of such 
giants as Coleman Hawkins, Grachan Moncur, Cecil Taylor, 
Mary Lou Williams and countless others, Cyrille has consistently 
emerged as a percussionist of the highest magnitude. 

Andrew Cyrille endorses Avedis Zildjian Cymbals, and is a 
clinician for the Ludwig Drum Company. 

HEINZ yon MOISY presented the drum set clinic at the first 
German PAS Percussion symposium this past May. Earlier in 
March yon Moisy visited the United States and toured 
percussion factories and drum shops and met with leading 
percussion performers and teachers in the Chicago area. 

WHEN WRITING ADVERTISERS 

PLEASE MENTION THAT YOU SAW IT IN 
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THE PERCUSSIVE ARTS SOCIETY 
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DENNIS DE LUCIA RICK ODELLO 

Ludwig recently announced the addition of Dennis DeLucia 
to its educational clinic staff as a marching percussion specialist. 

Involved with drum corps since the age of fourteen, DeLucia 
brings to Ludwig's staff years of directing and performing 
experience with such corps as the Muchacho~ Long Island 
Sunrisers, Long Island Kingsmen, and most currently The 
Bridgemen of Bayonne, New Jersey. 

Ludwig is pleased to announce the addition of RICK ODELLO 
to its educational clinic staff as a marching percussion specialist. 
Odello has become a leading drum corp authority while 
receiving national acclaim as the arranger and instructor of the 
1976 and 1977 DCI National Champions, the Blue Devils from 
Concord, California. 

PERCUSSIVE NOTES 
THE MAGAZINE WITH - 

"TOTAL PERCUSSION COVERAGE" 
Available only through 

Membership in the 
PERCUSSIVE ARTS SOCIETY 



THE TWO SIDES OF MIKE BALTER 

By Joe Levinson 

MIKE B A L T E R  --  Caught in action backing a name act at a 
Chicago Nightclub -- is  surrounded by the tools o f  his trade. 

Nationally, percussionist across the country have begun to 
know the name of Mike Balter as the maker of probably the 
widest line of keyboard mallets ever produced. In  only a year's 
time, his mallets have found their way into the talented hands 
of many players, both amateur and professional But there's 
another side to Mike Baiter - -  one of the most active 
professional percussionists and drurnset players in the nat ion 's  
Second City. 

Raised and educated in Chicago, Mike chose percussion while 
still in elementary school, studying in those early years with 
school music instructors. During his high school and college 
years, he was fortunate to have studied under  the legendary Roy 
Knapp, as well as with Jose Bethancourt, Bob Tflles, Bobby 
Christian, Lou Singer, and special lessons with Louie Bellson, 
who remains one of Mike's closest personal friends. 

"I 've played professionaly since 1972," Mike said, "and I 
studied to be a player, not a businessman." 

Mike earned a Bachelor of Applied Music degree (major in 
percussion) at DePaul Univeristy in Chicago, along with a Music 
Education degree from DePaul. He's currently completing his 
thesis in order to earn a Masters in Music Education from 
DePani. 

Actually, Mike's on constant call for Chicago's bandleaders, 
both as a drumset player and for his percussion work. He also 
does a good share of recording, including radio and television 
jingles. 

He credits four major influences that helped him achieve 
s~ature as a player: Lou Singer "who showed me that percussion 
can be music;" Jose Bethancourt, "whose knowledge of mallets 
and mallet-playing is legendary," Roy Knapp, "who taught me a 
trade and an art ," and Louie Bellson, "who put all the pieces 
together for me-bo th  the playing and the business end of music. 
He is the nicest guy in the music business. Louie Bellson is both 
a musical idol and personal friend of mine, and this doesn't  
often happen to a young musician like myself--that you get to 
know your idol in such a personal way, but  it 's true, and I 'm  
appreciative." 

The other side of Mike Baiter-mallet-maker; how did that 
come about? "Well, I was working as percussionist at Chicago's 
famous Blue Max night club, and I remember it was February, 
1976. We were playing for a show, and on one number there 
were three flutes and vibes-no other rhythm. No matter which 
commercially-made mallet I used, I just couldn' t  get the tonal 
color of the flutes. So at home I tried to make my own mallets, 
to give me the maximum amount  of sound, with minimal 
amount  of impact. It worked. So, I simply began to make 
mallets myself-for myself--in different hardnesses." 

" In  any event, I soon was playing the Trini Lopez show at 
the Blue Max, and I was using commercial mallets on my 
marimba. But no matter what I did, I couldn' t  play loud enough 
to be heard over that mighty 16-man band, with an 8-man 
rhythm section. So I figured that there had to be a different 
consistency of rubber on the mallet-head to give me a bigger 
sound. During my years of study with Lou Singer (who made all 
his own mallets), I talked with him about  this problem. I 
remembered what Lou told me, and combined it with my own 
ideas into a line of marimba and vibe mallets that give both 

Mike matches each pair o f  mallets personnaUy before they go 
into final production. 
great tone yet are predominantly musical-where the percussive 
attack is diminished, allowing the instrument to 'speak' clearly. 
It worked, and with that large, loud band I was heard, even at 
top volume and intensity." 

After that, Mike began showing his mallets to other Chicago 
(and visiting percussionists, to ask for their opinion about the 
quality and sound. The word soon began to get around: Mike 
Baiter has designed mallets that  are-well-different, and better. 
"Then I began making a few for my friends, like Mark Barnett 
in Las Vegas--still just as a favor to them. Then Shelly Elias, a 
wonderful percussionist, teacher and a good friend here in town 
told me: 'These mallets are really great! Why don ' t  you put  
them on the market? They're the best I've ever seen!' And other 
players I knew said the same thing: "put  them on the market, 
because we need them." 

"So I did!" 
With his father's expertise in marketing, Mike "did it right 

the first t ime." Mike advertised, showed his mallets at events 
such as the Midwest Band & Orchestra Clinic show in Chicago, 
and many famous players tried them and endorsed them. "I  
believe I have the most complete line of keyboard mallets in the 
country, and, so far, sales have shown me that I t ruly have 
something to offer the keyboard percussionist." 

Mike feels that with the huge amount  of new works being 
written for percussion keyboards, they'l l  require a great variety 
of tonal colors. One way to achieve this is with a wider variety 
of mallets. 

Not only is he looking for better ways to improve as a player, 
Mike is looking for newer and better mallets to add to his line. 

Just released is Mike's line of "Louie Belison Drumset 
Mallets"--five different types of mallets for the contemporary 
drumset player. One has a drumstick shaft with a yam-covered 
mallet end. This yam end gives the drumset player a faster 
response when used on cymbals. Players won ' t  have to rely on 
tympani  mallets from now on. This is especially important 
because the normal tympany mallet is slow-responding on 
cymbals. 

Mike likes to correspond with interested players about 
mallets. Anyone interested can write him c/o Mike Baiter 
Mallets, 6515 N. Seeley Ave., Chicago, Ill. 60645. 

000 $ 
"SPECIALISTS IN PERCUSSION" 

We sell and service all the major brands of percussion equipment 
and maintain a complete parts inventory for your  convenience. 

Write for mail-order discount package. 

OOQ $ 
46 E. Crafton Avenue, Pittsburgh, Pa., 15205 (412) 922-1086 
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¢3 BANDS OF AMERICA 

" M U R R A Y  (Kentucky) HIGH SCHOOL "TIGER" MARCHING 
BAND 

The Grand National Championship in the 2nd Annual  Marching 
Bands of America Competi t ion was awarded to the MURRAY 
(Kentucky) HIGH "TIGER"  BAND. Under the direction of  Mr. 
Joe Sills, the Tiger Band competing in the A Division (schools of  
1,200 ev_rollment or less) scored the highest to ta l  points of  any 
band in either the A Division or the Open Division. Scoring 
highest in the Open Division, and second in total  points  to the  
Tiger band, was the LIVE OAK HIGH SCHOOL BAND for 
Morgan Hill, California last years defending champion. 

In addi t ion to a $1,000.00 cash prize, and MBA Trophy,  the 
Murray Band received an invitation to march in the Orange 
Bowl Parade this coming New Years Day. 
The nat ion 's  top  high school marching bands gathered at  the  
University of  Wisconsin-Whitewater the f a s t  week of  June for 
the Second Annual Marching Bands of  America national  
championship. Sponsored by Meadow Gold Dairies division of  
Beatrice Foods  Co., the event is considered the top  high school 
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marching band contest  in the country.  The top winning band 
received $1000.00 for its operating fund and an invitation to 
part icipate in the  annual Orange Bowl Festival on New Year's 
Eve. Along with the compet i t ion,  MBA offered classes for bo th  
students and instructors regarding all aspects of  marching band 
organization and performance.  Technique workshops were 
scheduled in winds, percussion, flags, rifles, marching corps 
style, the show band style, pompom,  twirling, drum ma~or, 
arranging and student  leadership. 

MBA is a subsidiary of  McCormick's Enterprises Inc. and wal  
founded by  Larry McCormick, percussionist, President of  that  
firm, and nationally known educator  and innovator in the  
marching music field. Gary Beckner, formerly educational  
director of  the  Slingerland Drum Company, is Executive 
Director of MBA. For  addit ional  information contact:  Dr. 
Nicholas J. Valenziano, Educational  Director, MBA, P.O. Box 
97, Elk Grove Village, Illinois 60007, 312/439-8370. 



THE M A R C H I N G  TRAP-SET ! 
b y  

Paul P. Brazanskos 

I t  wasn ' t  unt i l  a few years  ago that  the  Band Di rec to r  had 
l i t t le  or  no p rob lem at  all pu t t ing  a decent  Percussion sect ion on  
the  field wi th  his Band. The  best  players  wi th  good  t echn ique  
played field d rum;  A p layer  who  could hold  a s teady,  sol id bea t  
was y o u r  bass d rummer ;  And  everyone  agreed the  oboe  players 
made  the  best  cymba l  players  for  the  Marching Band. The  on ly  
purpose  this  sect ion served was to  main ta in  r h y t h m  ( the  beat)  
for  the  Band, and play a few cadences  in be tween  the  marches  
tha t  t he  Band played.  There  were  on ly  two  sect ions o f  the  Band 
- the  Woodwinds  and the  Brasses! The  Percussion sec t ion  was 
considered part  o f  t he  Brass because mos t  o f t en  the  bass d rum 
played wi th  t he  tubas  and the  field d rums  played the  French  
horn  parts. As  long as the  members  o f  this Percussion sect ion 
played a 2]4 r h y t h m  for  a 2 /4  march and a 6 /8  r h y t h m  for  a 6 /8  
march,  everything was fine! " R u s h i n g " o r  "dragg ing"  the  t e m p o  
seemed to be the  only  real damage this sect ion could  do to the  
Band, so they  were drilled wi th  a m e t r o n o m e  cons tan t ly  to  
insure a good s teady beat  at all t imes.  This  could  be the  reason 
the  t e r m  " d r u m m e r s "  lasted so long. 

T o d a y  behold  - t he  Percussion Sect ion!!  - Marching Bass 
D r u m  - Rud imen ta l  Bass Drum - Marching Cymbals  (large and 
small) - Field Drums  - t imp- toms  (tr i- toms and duos)  - Bongo - 
Timbale  - Conga D r u m  clusters - Marching Bells - Marching 
Xy lophone  - Marching Timpani .  

The  basic idea is still a s teady,  solid beat,  bu t  n o w  - add 
color.  The  basic idea is l ike a good black and whi te  picture.  The  
marching Percussion sect ion is t he  same pic ture  wi th  color  
added. Of  course,  there  is a bigger p rob lem now wi th  all o f  these 
new " t o y s "  to play with.  This p rob l em is overplaying and 
misuse o f  t he  color  instruments .  Too  m u c h  color  is worse than  
no color  at all. Imagine ~he Band as a two  layer  cake and the  
Percussion as t he  frosting. Too  much  frost ing will  ruin the  cake. 
The Band Direc tor  spends a lo t  o f  t ime  rehearsing and balancing 
the  Woodwinds  and Brasses to  get  a good sound and then,  for  
some  u n k n o w n  reason,  he  lets the  Percussion sect ion play as 
loud as t hey  can so as to des t roy  any musical  qual i ty  tha t  ever  
existed.  

The  Band Di rec to r  must  accept  the  fact  that  n o w  there  are 
three  sections in the  B a n d . . .  the  Woodwinds,  the  Brasses, and 
the  Percussion! Each is an independen t  sect ion,  wi th  i t ' s  o w n  
part icular  problems,  and ye t  each is dependen t  on  the  others  to  
create t he  tonal  colors  (sound) o f  the  music. 

The  "Marching  Trap-se t"  is an idea, a concept ,  o f  h o w  all o f  
these ins t ruments  should be used. I f  the  members  o f  t he  
Percussion sect ion have had exper ience  playing the  " t rap-se t" ,  
all t he  be t t e r  and easier to establish the  idea. As in mos t  cases, 
on ly  a few will  havy had " t r ap - se t "  exper ience  so recordings o r  
~capes of  some  well  known artists should be  p layed  for  the  
s t u d e n t s . . . B u d d y  Rich,  Louis Bellson, J o e  Morello,  and Danny  
Seraphine,  jus t  to  name a few. Teach the  idea tha t  the  
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" t rap-se t "  is p layed by  one  person,  and b o t h  hands and fee t  are 
co-ordinated and balanced.  A l though  t hey ' r e  doing  di f ferent  
things m a n y  times, t h e y  balance wi th  each other .  Instil l  t he  idea 
tha t  the  marching  bass d r u m  and rud imenta l  bass d r u m  are the  
right foo t  o n  the  " t rap-se t " ;  t he  marching  cymbals  are at t imes  
the  le f t  foo t  (hi-hat)  and at t imes  the  crash cymbals  on  the  
" t rap-se t" ;  The  field drum,  t imp-torns,  bongo-t imbale-conga 
dus te r ,  and cymbals  are the  two  hands o n  the  " t rap-se t " .  

Impress  u p o n  the  s tudents  the  need  to  l isten and th ink  h o w  
one  pe r fo rmer  plays all of  these things on  the  " t rap-se t" ,  and 
that  each pe r fo rmer  in the  marching  P e r c u ~ o n  sec t ion  should 
play wi th  this same feeling - one  man  on  a " t r a p - s e t " !  

The " t r a p p e r "  d r u m m e r ' s  hands and feet  mus t  be coordi-  
nated wi th  each o the r  to  play as " o n e " .  So must  all o f  t he  
members  o f  t he  marching  Percussion sect ion coord ina te  to  p lay  
as " o n e " .  The  " t r ap - se t "  d r u m m e r  mus t  be  capable o f  DRIV- 
ING the  group to  a po in t  where  the  group feels the  D R I V E  bu t  
doesn ' t  really hear  it. This same feeling should be taught  to the  
members  o f  t he  marching  Percussion sect ion.  I t  w o n ' t  c o m e  
right away! I t  has to  c o m e  f rom a menta l ly  and physically 
concen t ra ted  and dedicated e f fo r t  by  every  m e m b e r  o f  t he  
section.  

Pay part icular  a t t en t ion  to h o w  the  " t r ap - se t "  d rummer  
always balances wi th  t he  organizat ion and nevereovers  up  or  
distorts  wha t  t he  ensemble  is doing. When he  has a solo or  a fill, 
he plays o u t  s t rong and solid bu t  backs d o w n  again when  the  
Band comes  back  in. Many t imes  we hear  t o o  m u c h  Percussion 
and pract ical ly  no  Band on the  field, and all o f  a sudden i t  turns  
to  noise. A " t r ap - s e t "  d r u m m e r  w o u l d n ' t  last long if  he  always 
played loud,  covering up  soloists and the  ent i re  group because it  
would  be t o o  hard t o  play against h im.  This  holds  t rue  for  the  
marching Percussion sect ion too.  When the  Marching Band is 
playing on  the  field, the  Percussion sec t ion  should  be  F E L T  and 
NOT H E A R D  l! 

Most  percussion parts, these days, are wel l  wr i t ten ,  and there  
is no excuse for  p o o r  pe r fo rmance  excep t  for  bad balance by  
overpower ing  and s loppy execu t ive  caused mos t ly  b y  individuals 
no t  learning thei r  parts, there  is no  r o o m  for  t he  "ad - l ibbe r"  in 
the  Percussion sect ion.  Precis ion playing is the  on ly  way!  

E q u i p m e n t  is an impor tan t  fac tor  to  consider  here  too .  The  
" t rap-se t "  d r u m m e r  doesn ' t  dare to  sit  down  and p lay  on his set 
wi th  a pair  o f  " s "  or  " p "  d r u m  sticks, and ye t  we al low our  
marching Percussion people  to  get o u t  on  the  field and p lay  
wi th  everything f rom "penc i l  s t i cks"  to  " t o o t h p i c k s " !  We're all 
very fussy abou t  mouthpieces ,  name brands of  ins t ruments ,  and 
reed strength.  The  school  board  approves  expendi tures  for  
thousands  o f  dollars o f  t ax  m o n e y  for  "F i r s t  Class" Percussion 
equipment ,  and then  we al low our  s tudents  to  play on  this 
equ ipmen t  wi th  any  kind o f  sticks he  wants  - even a b roken  
s t ick , ,  E N O U G H  SAID ! ?'. 
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CLOYD DUFF - TIMPANIST 

An Interview by  Dick Smith 

Smith: We're talking with Cloyd Duff, veteran timpanist of the 
Cleveland Orchestra. Cloyd, first o f  all, where and in what 
year were you born? 

Duff: I was born in Marietta, Ohio. That 's  in Washington 
County down on the Ohio River. I was born September 26, 
1915. 

S: What did your  father do? 
D: My father was a display man and was in charge of  all the 

displays in a department store, and he was also the 
advertising manager for the store. 

S: Was he or your  mother  a musician or how did you happen to 
get interested in making music a career? 

D: Well, my father was an amateur violinist and flutist, and 
played a little bit of  clarinet at one time too, in the old 
ragtime bands. 

S: When did you have your  first lessons and on what instrument 
did you  begin your  musical training? 

D: I got a drum set when I was six years old. That started it all! 
My first teacher was Ralph Johnson, head of  the public 
school music in East Liverpool, Ohio, and the drummer in a 
pit  band. He was the best drummer in the town, and he had a 
flock of  pupils on Fridays and Saturdays and after school, 
and I was one of  them. I started studying with him when I 
was six years old. Later on, I studied timpani with another 
pit  drummer in town, Larkins Porter. 

S: There was a timpani teacher in this small town in Ohio back 
in 1919, 1920, '21, in that era? 

D: That 's  right, but he didn't  specialize. He was a general player 
playing in the pits. It was vaudeville in those days, and of 
course, my ambition in those days was to be able to play in a 
vaudeville theater orchestra. I came up through the public 
schools, through grade school playing in the grade school 
orchestra, on into high school. The great thing then was 
playing in the high school band. I entered the state contest 
on snare drumming and I won the Ohio State championship 
along with a boy named Paul Dolby, who is now a 
percussionist in the Denver Orchestra. He and I were the two 
winners in the first position. Back then, it wasn't  classifica- 
tions; you played down to the wire, so to speak. Through 
this, I was offered a scholarship to be a counselor at the Ohio 
Band Camp at Ceda.~point, Ohio. There's where I met  Ned 
Alhright, who did a lot o f  excellent teaching. It  was 
rudimental drumming and fundamenteis, xylophone, and 
timpani. 

S: And where did you study after graduating f rom high school? 
D: Nobody had any money and there was no money to go away 

to school as it was the height of  the Depression. So I was 
told, "Why don ' t  you try out  for the Curtis Institute of  
Music?" And I said, "Curtis? Where's tha t?"  I had never 
heard of  the Curtis Institute of  Music. I was just a little kid 
from down on the river town you  know. They said, "Well, 
it 's one of  the big scholarship schools in the East to train 
orchestra musicians." I said, "Well, fine, that 's  a good idea." 
So I found out where it was and wrote a letter to them. AS 
luck would have it, auditions were going to be in three 
weeks. They sent me an application blank. That was the first 
opening they 'd  had on timpani and percussion in three years! 
I auditioned for the scholarship and got it. 

S: What did your folks think when you won this Curtis 
scholarship? 
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D: Oh, they were thrilled about it, of  course, as I was tooH 
After  a while, I realized what a great school it  was. 

So, I 've always wanted to play drums and just came up 
the line that  way; played xylophone etcetera, and came up 
through the grade school system into the high school system 
and then f'mally into Curtis. 

I heard my first symphony orchestra in Pittsburg, which 
was in the Detroit  Orchestra, playing on tour. Ossip 
Gahrilowitsch was the conductor  at that  particular t ime and 
I still remember, they played Scheherazade by Rimsky- 
Korsakow. Well, right then and there, watching the timpani 
player, I became very fascinated with him and I made up my 
mind, I was going to be a t impani player. I had always 
wanted to be a drummer and mallet man but I thought,"This 
is great; I 'm  going to be a timpani player." This bit  of  
inspiration goes on slightly before what I 've told you about 
Curtis, this is when I was at~fll in high school  

S: As far as the methods and the books at the t ime you  were in 
high school, were there any books or any pieces of  
instruction material that were outstanding? Was there a 
certain way that  you trained to be a drummer at that  time? 

D: We studied from The Straight Method, the Moeller Book, 
Mallets-Gardner Method, Timpani - Ludwig, Seitz Method for 
Timpani. As far as snare drumming was concerned, we went  
into rudimental drumming quite a bit. A lot of  things were 
not  available to us yet. I got into what was really meaningful 
when I went away to Curtis. 

S: At  Curtis, who was the head teacher of  percussion and 
timpani at that t ime? 

D: The timpanist o f  the Philadelphia Orchestra, Oscar Schwar, 
who was the grand o ld  man so to speak. He had been with 
the orchestra 42 years under Stokowski, et  cetra. And he was 
the principal timpanist of  the orchestra and very renowned at 
that time. That was quite a thrill for  me, and quite a treat. At 
that t ime you were expected to be fully proficient in 
percussion. Everything was directed towards timpani playing 
and I specifically studied timpani. However, in the first year 
or two, I played in the percussion section of  the orchestra 
and studied timpani all the time. Then in the third and 
fourth year, I was the timpanist. They had only three 
openings for student timpanists in those daya The orchestra 
was kept small  The percussion department was kept small as 
they sized the student body to the size of  the orchestra. It 
was quite an unusual school from the standpoint that you 
spent all the time specializing on your  particular instrument 
and orchestral study. This particular plan has been so 
successful that  in any orchestra in the country, you ' l l  always 
find many Curtis graduates. 

S: At  the time Oscar Schwar was the timpanist for the 
Philadelphia Orchestra, were there any other great timpanist 
who were models for you or people that you would listen to 
around the country? 

D: Of course. I listened to Saul Goodman play on the Sunday 
afternoon Philharmonic performances and Szulc from Boston 
was very exemplary at that time. Also Zedelman in Chicago. 

S: And as far as your interest in timpani, you started as a snare 
drummer but then realized you 'd  rather be a timpanist than a 
snare drummer? 

D: That 's  right. But all the  t ime I was in school, I was also 
working with dance bands of  course. I 'd play three or four 
nights a week, commercial dance band work, all around 
eastern Pennsylvania or outside of  Philadelphia, suburban 
Philadelphia. On weekends, we'd play vaudeville. It was one 
of  the last remnants of  vaudeville. I got lots of  experience in 
the pits as well as dance bands, practically every phase of  it. I 
mean, even square dances, round dances, way, way back 
when I first started. 

S: When you  left Curtis, what was your first professional job as 
a timpanist? 

D: My first professional job was playing in the Indianapolis 
Symphony. I was there for four  years from 1938 to 1942 
before going to Cleveland. 

S: What kind of instruments were you using in those years? 
D: I was using the original Dresden timpani and also Arthier 

cabIe timpani with the Dresden in the middle and two cable 
drums on the outside. 

S: Why did you choose those particular instruments? 
D: They were the best to be had at that  particniar time. 
S: Where would y o u  find instruments Hke that? 
D: Well, you  would f'md many duplicates of  them today but you 

wouldn ' t  find the original. 



S: Where did you find yours and purchase yours? 
D: I got mine f rom Dresden and f rom Bonn, Germany and this 

was upon the advise of  my teacher, Oscar Schwar. He said, 
" I f  you ' re  going to go into business, put  the extra amount  o f  
money into it  and buy the finest instruments because it 's  so 
much bet ter ,"  and how great that advice has been because 
I 'm still using them some in Severance Hall. 

S: What sizes are they? 
D: Starting from the low, that 's  32 inch diameter, 29, 26 and 

23. And I've got a 24 and 20 with many other  varied sizes 
that give you the extra in between... 

S: And you ' re  using those in your  concert  today at Blossom 
Festival? 

D: No, there's another set we have here. We keep the original set 
in Severance Hall. We keep them there and use calfskin heads 
on them. At  Severance Hall we also have and use a set of  four 
Walter Light - Denver Dresdens. Now, with the advent of  
plastic heads, and of  course, the vast amount  of  outdoor  
concerts we play here at Blossom, both performing and 
rehearsing in the rain, its necessary to go to plastic. That 's 
what we're using here on another set of  timpani made by 
Walter Light's American Drum Manufacturing Company in 
Denver. 

S: Cloyd, you are one of  the most respected veteran timpanists 
in the country.  When did you join the Cleveland Orchestra? 

D: I joined it  in 1942. 
S: If  you could play timpani with any other  orchestra in the 

world, do you have another favorite orchestra other  than the 
Cleveland Orchestra? 

D: Oh, I 've got a lot  of  favorite orchestras I enjoy. I don ' t  know 
if I 'd want to play in them or not. There'~ more to being in 
an orchestra than just performing in it. It 's  the city that  you  
have to live in, the surroundings and the type of  area in 
which you live. I appreciate living in Cleveland very much. 
It 's  a nice--wonderful place to live and the Cleveland 
Orchestra is a magnificent organization. 

S: When you joined the Cleveland Orchestra, who was the 
conductor? 

D :Ar tu r  Rodzinski and then we had a period of  guest 
conductors. Then Leinsdorf until the war came and took him 
away. Then we had guest conductors again for a period of  
t ime and then along came Szell. Szell was with us for 25 
years. He passed on a few years ago. We had guest conductors 

for that  particular period and now Lorin Maazel is our new 
musical director and he has been with us for 5 years. 

S: You've had Rodzinski, Leinsdorf, Szell, and Maazel. Which 
of  these would you ca r  the best conductor,  or the conductor  
that had a real grasp of  percussion and timpani? 

D: It is hard to say. They are all different. I would unhesitat- 
ingly say Georg Sze H was the ~rteatest orchestra builder. He 
was the man who brought this orchestra to its finest level of  
performance. It  was just really magnificent what he did over 
the years.He demanded and built a top-rate organization 
here. Lorin Mao~el, as his successor is carrying on these 
standards and although the orchestra sound has slightly 
changed, this is because each conductor  has his own pe r~na l  
style and manner. 

S: Are there any composers that you truly love to perform? 
D; Oh, yes. My favorites are Sibelius, and I particularly llke 

Shostakovich and I love Bach. Those are my three favorites. 
S: Do you have anything to say about  sticks? Do you make 

your  own sticks? Do you  believe in a certain kind of  stick? 
D: Yes, I make my own sticks. Every good timpanist, I think 

makes his own sticks and knows how to tuck and maintain 
his own timpani heads. The care of  the instrument is so 
important. The heads must give you good clear intonation. 
That 's  what it 's all about. But, of  course, the stick that you 
use and the touch that you use also go into producing good 
tone quality. So every timpanist makes his own variety of  
sticks. I use at least seven different pairs of  sticks and 
interchange them from soft to varying degrees of  hardness. 

S: Are there any really outstanding new timpanists emerging on 
the American scene today? 

D:Yes.  This is always exciting when you see how many 
wonderful talents are on the horizon today. I 've several good 
ones studying with me as do other  teachers. I have great 
hopes for them. Two former students that I could mention 
are outstanding timpanist today. One is Jack Moore, tim- 
panist with the Minnesota Orchestra. He's an outstanding 
talent, particularly musical, good touch, fine all around 
musician. This is very important for a timpanist. The other is 
Paul Yaneich, new young timpanist in Atlanta. 

S: We've been talking with Cloyd Duff, timpanist of  the 
Cleveland Orchestra here at the Blossom Festival this fine 
summer evening. Thank you, Cloyd. 

D: My pleasure, Dick. Thank you very much. 
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THE TABLA AS A CONTEMPORARY 
CHAMBER INSTRUMENT 

By Daniel Levitan 

Tabla heads are quite different in design from most other 
drum heads. They consist of a circle of goatskin laced between 
two goatskin rings. A disc called the ghab, made of layers of 
black paste, is permanently applied to the head, centered onthe 
daya and off-center on the baya. Thus each head has three 
playing zones: the ghab the intermediate area, or sur, and the 
upper goatskin ring, or kenar. The ghab gives the drums their 
distinctive ringing tone and has been a feature of various Indian 
drums for centuries. 

THE TABLA HEAD 

It is by now an accepted fact that one of  the most significant 
developments in the evolution of  western art music in the past 
century has been the expanded use of percussion instruments. 
From a limited battery used in spare, well-defined, and 
technically limited roles, the percussion family has grown into 
the present catalog of  hundreds o f  instruments employed in 
every conceivable ensemble and solo form. Composers and 
performers have met and overcome many problems in the 
course o f  this growth, one of  the most troublesome being the 
difficulty of  using standard percussion such as the snare drum 
and timpani, so long restricted to simple parts at high volume 
levels, in the intimate, sophisticated atmosphere o f  a chamber 
work. Developing equipment and techniques have solved some 
of these problems. In addition, many new instruments and 
exotic imports have become available to help percussionists 
achieve sounds of  a sensitivity appropriate to chamber music. 

One such import  which has yet  to be widely used in this 
context,  but  which promises well, is the tabla, the pair of  drums 
used in classical North Indian music. The tabla has a volume 
level designed precisely for small ensembles, a range of  tone 
qualities unmatched by any other  single percussion instrument, 
and a varied and complex body of  technique that has been 
evolving ~for thousands of  years. As such it is ideally suited to 
the contemporary chamber work. 

It is not  surprising that the musical culture of  India should 
have created a drum as sophisticated as the tabla. First of  all, 
drums are the royal instrument throughout most  of  southern 
Asia, and today over three hundred distinct types of  drums can 
be found in India, both  in the museums and in actual use. The 
tabla, which may have been perfected as late as the seventeenth 
century, is derived from drums mentioned in the most ancient 
Hindu texts. Notable among these is the mrdangam, a two- 
headed drum with one large head and one small which closely 
resemble the two tabla heads. 

Second, in the classical music of India tremendous emphasis 
is placed upon a highly complex system of rhythm. It is only 
natural that a percussion instrument such as the tabla would 
have evolved there, capable of  expressing rhythm with great 
subtlety and fluency. 

Last, the typical ensemble of  Indian music is small-com- 
monly three to five players. The tabla, used in this intimate 
context, must have an appropriate volume range and a wide and 
interesting variety of  tone since, once it enters during a concert,  
it may be played continuously for as long as two hours. 

The tabla consists o f  a low-pitched baya (bayam) and a 
higher daya (dayan, dahlna, or simply tabla). The baya is 
commonly made of  a metal such as bronze, sometimes of  clay, 
and rarely of  wood. It is slightly less than a foot  high and 
shaped something like a timpani. Its pitch ranges around one 
and a half octaves below middle C. The daya is a closed drum 
like the baya, as tall but  only five or six inches across the head, 
and ~lmost always made of  wood. One of  its two basic pitches 
is usually placed between A and C above middle C; the other 
follows consisteniy about a minor seventh lower. Besides these 
two notes, a clear set of  harmonic partials extends above the 
higher pitch. Tension must be carefully equalized around the 
daya head as beats are very distinct on a drum which is even 
slightly out  of  tune. The baya, on the other hand, is usually 
tuned more roughly as its pitch is not  so clear and is often 
modulated f rom moment  to moment  in the course o f  playing. 

Probably the most interesting and appealing aspect of  the 
tabla to the contemporary western musician is its technique, 
which is entirely different from that  of  western drums. Tabla 
drums are struck with the hands: sticks are never used. Except  
for rare occasions, each hand operates only one drum, the 
dominant hand playing the daya. This is not  surprising in light 
of  the great influence of  the two-headed mrdangam on tabla 
technique. The sounds and techniques of  the two drums are also 
entirely different from each other. The baya is struck with the 
fingers while the heel of  the hand modulates the pitch by its 
pressure and position on the sur or ghab. In playing the daya, on 
the other hand, the drummer shakes, pats, flicks, presses, slaps• 
and otherwise strikes various parts of his hand against the head. 
The hand, moving through a precise series o f  quick motions, 
produces a succession o f  different tone colors. The technique 
allows great rapidity in moving from one tone color to another. 
When the two drums are played together the resulting sound is 
highly idiomatic and can be very complex. 

A brief outline of  some of the basic strokes will further 
clarify the workings of  tabla technique. Each stroke is named by 
a syllable, in keeping with the Indian practice which enables the 
musician to recite a tabla composit ion by speaking the 
appropriate syllables in the correct rhythm. 

The most important  stroke, ta, is produced on the day~ The 
index finger strikes the kenar while the ring and last fingers 
dampen the ghab, sounding the higher of  the daya's two notes. 
Tin is produced similarly, but  the sur is struck instead of  the 
kenar, giving the note a less metallic quality. Tun is produced by 
lightly flicking the index finger on the last three fingers held 
together across the ghab to give the lower note. A similar sound 
can be produced by patting the drum with the full hand. Te is 
produced by hitting the ghab with the index finger or the last 
three fingers held together, in both  eases maintaining pressure to 
damp the sound. Te-re, a double stroke, is produced by the flat 
of  the hand, fn~t the outside, then the inside or base o f  the 
thumb slapping the drum. 

On the baya, the hand is usually positioned so that the heel 
rests on the sur just behind the ghab. Ga is then produced by 
striking the sur on the other  side of  the ghab with the index or 
the middle and ring fingers held together. Ka is produced by 
slapping the kenar with the fingers. These are the only two 
common baya strokes, though there are others,but a large part 
of  baya technique consists of  manipulating pitch by pressing 
down with the heel of  the hand, in its usual position on the sur 
or directly on the ghab, or in sliding between the two. A range 
of  over a fifth is available on these slides, and higher pitches can 
be obtained when the heel rests on the ghab. Also, the sound of  
the heel of  the hand striking the ghab or sur contributes to the 
rhythm being produced on the baya. 
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Other syllables are used when both  drums are struck 
simultaneously. For  example, ta + ga = dha. Many subtle 
variations are possible within the confines of  each stroke as well. 
Ta, for instance, may be produced anywhere from the extreme 
edge of  the kenar--a brittle sound with many overtones and little 
of  the fundamental p i tch- to  a spot near the sur which sounds 
almost like tin. 

Tabla playing, then, consists of  these basic strokes played 
consecutively in different ways. Instantaneous changes of  tone 
color are, of  course, an integral part of  the tabla sound. In 
addition, one finds in traditional tabla technique a large number 
of simple patterns composed of  various combinations of  strokes 
which fit well in the hands and can be played very quickly, as a 
unit. These patterns and their variations each have a distinctive 
sound which expands the basic vocabulary of  single strokes into 
a practically limitless range of  sounds. Clearly, the tabla player 
commands an unusally wide variety of  percussive tone colors. 

The variety of  its tone and dynamic and its developed and 
malleable technique make the tabla an ideal chamber music 
instrument. Also, a set of  tabla drums is not  expensive, a very 
good pair costing from a hundred and fifty to two hundred 
dollars. But in this country, tabla players are still relatively 
scarce and are of ten devoted to traditional forms. In addition, 

J 
many composers do not  ordinar~y write for tabla both becaule 
of  the lack of  instruments and players, and because good tabla 
writing requires some knowledge of  the drums. However,the 
tabla have already begun to be used, and with excellent results, 
in the field of  chamber music. For  composers it offers a 
sensitive and adaptable instrument;  for percussionists, a dif- 
ferent kind of  technical and musical challenge. In addition, 
palyers can benefit  f rom studying the ordered and precise 
system of rhythm which underlies the classic tabla composi- 
tions. The tabla has a great deal to offer if it is allowed to add 
its large expressive potential to the growing battery of  contemp- 
orary percussion instruments. 

THE AUTHOR 

Daniel Levitan, a percussionist with a B.A. degree recently 
moved to the West Coast. He has there been intensively engaged 
in the study of  tabla, the popular drum accompaniment to 
Hindustani, or northern Indian, music. With a personal orienta- 
t ion toward twentieth-century chamber music, he has sought to 
fit these drums into that context,  and has found they work 
surprisingly well. 

INTRODUCING 

! THE NEW SYMPHONIC CASTANET ! 

Castanets are hand made from imported grenadilla wood, mounted on 
a new and improved handle, and available in three different sizes: 
small, medium, and large. The small (/fS) castanets produce a high, 
bright, and cutting sound; the medium (//6), somewhat lower in pitch, 
produce a more mellow sound; the large (//7) are low in pitch and 
have proven particularly useful in softer passages as well as louder 
passages. The new improved handle allows for maximum control, 
rhythmic articulation, and beautiful tone. 

For farther information contact: Frank Epstein, c/o The Boston 
Symphony Orchestra, Symphony Hall, Boston, Massachusetts 02115, 
or your dealer. 
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PERCUSSION IN JAPAN: 

An Interview by  
Michael Ranta 

SUMIRE YOSHIHARA 

Born in Tokyo  in 1949. Graduated from Tokyo  Fine Ar ts  
University, EM and MA as a percussion major. S tudent  o f  S. 
Oyake, Makers  Aruga and Keiko Abe. Has given many solo 
recitals, both in Japan and Europe, and has won prizes at 
competi t ions in  Royan and Genera. She has appeared as soloist 
with major orchestras in Europe, playing compositions writ ten 
especially for  her. A t  present  she is one o f  Tokyo 's  busier 
free-lance percussionists and of ten  makes concert trips to 
Europe. 

Yasunori Yamaguchi and Sumire Yoshihara are two o f  Japan's 
leading percussionists. The following interview was made aboard 
Japan's bullet express train, the "Sh/nhansen," as the three 
participants were traveling from Tokyo to Osaka. 

Rants:  Can you say something about, your  percussion training? 
Yamaguchi: Yes. I s tudied at Tokyo Fine Arts University under 

Mr. Oyake (who has since died). Also I studied from my 
brother, some 20 years ago. 

Ranta: Elder brother? 
Yam: Yes, when I was just beginning, about 10 years old. 

During and after studying in Tokyo I played in  the American 
Wind Symphony in Pittsubrgh and later went to Tanglewood 
to study with Vie Firth. He didn ' t  give so many lessons. I just  
looked and we talked...the 3rd time I went to Europe, I met  
Caskel and the percussionist from the Concertgebau. 

Ranta: Did you study with them? 
Yam: Not really study, just a few days. I stayed at Caskel's 

house in Cologne, about one week. 
Ranta: What else did you do after graduation? 
Yam: I played in many orchestras in Tokyo. At that t ime I 

started to play contemporary things. Then I met Michael 
Ranta at Expo 70. Oh, before I gave a solo percussion recital 
in 1967. 

Ranta: The f'~rst one in Japan? 
Yam: Yes, I think so. 
Ranta: What was the program? Do you remember? 
Yam: Zyklus and one by Japanese Composer, Makoto Moroi, 

writ ten for me...also a piece by  Yoshiro Irino - I forgot the 
name -vibraphone & piano, a 12-tone piece.. 

Rante: How was that first percussion recital in Japan received? 
Yam: I don ' t  know so much about the people hut  many 

percussion players were very interested, like my students and 
Yoshlhsra. She was there, she told me, a high school 

student. 
Ranta: Sumlre, can you tell us a little about your  biography? 
Yosh: In  the beginning I started studying marimba at the age of 

6. 
Ranta: 6 years old? 
Yosh: Yes, then I began to study snare drum at 16. Then I 

entered Tokyo Fine Arts University and began to play all 
kinds of percussion. I studied under  Mr. Oyake, Mr. Makoto 
Axuga and .Also Keiko Abe. I graduated in 1972, then I 
worked for a masters degree and finished in 1975. 

Rante: You have also done a lot of travelling. Can you  tall us 
about some of your activities abroad? 

Yosh: Yes, I won the Geneva International Competition. 
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YASUNORI YAMAGUCHI 

Born in Tokyo  in 1941. Graduated from Tokyo  Fine Arts  
University. S tudent  o f  S. Oyake, also studied in Europe and the 
United States. One o f  the most  active percussionists for  new 
music in Japan. Founder o f  the Tokyo Percussion Ensemble. 
Gave the first native performance o f  a solo percussion recital in 
Japar~ Has made many recordings o f  the works o f  Takemitsu, 
Moro~ Ichiyanag~ etc. Most  recent recording "Black Hole". 
Principal percussionist o f  the New Japan Philharmonic since 
1970 and active in many new music groups bofh in Japan and 
Europe. Most  recently he is doing the percussion for the Tokk  
Ensemble on their second European tour. 

Ranta: Which piece did you play? 
Yosh: I played 7 pieces, beginning with studies for timpani, 

snare drum, xylophone, and vibraphone. Then we had to 
play a piece from our native country and the Milhaud 
Concerto. Then there was a llst of 7 or 8 to choose from - for 
example Miih~ud Marimba Concerto...then I played a new 
piece by a Swiss composer, Barisset, A Concerto for 
Percussion & Orchestra. 

Ranta: Didn' t  you play other competitions too? 
Yosh: Yes, 2 years' ago the Measian competit ion in France. 
Ranta: Was that for percusison only? 
Yosh: Yes, we had to play Bartok piano and percussion piece, 

Stockhausen Zyklus and Chan Dau (a Vietnamese composer) 
and Bario Circles. Also one by A/sina (Argentine) 

Ranta: Did you  win a prize there? 
Yosh: Yes, 4th prize. 
Ranta: YouXve also been active as a soloist haven't  you? 
Yosh: Yes, I played the Barisset and Milhaud Concertos and 

another Swiss composer, I forgot his name. Soon I will play 
the new Tom Takemitsu Marimba Concerto in Europe. 

Rante: Mr. Yamaguchi you have also writ ten some pieces, Can 
you tell something about them? 

Yam: Not composed really...I wrote for me...for a long time I 
p l a y e d  m a n y  improvisations. . .other composers like 
Takemitsu, Uyasa...I have to change for each one so its some 
trouble for me now...so I ask which is me? I don ' t  know. I 
cannot find myself, so I want to write for me...also last year I 
went on South-east Asia Tour  wi th  Tokk Ensemble and I 
found many instruments.so that helped me very much. 

Ranta: Can you tell us about the Tokk Ensemble a little? 
Yam: Yes, it  was started about 3 years' ago by  2 Japanese 

composers. There is shakuhachi, biwa, harp, perc. and other 
instruments - also we have dancers. 

Ranta: What kind of music? 
Yam: We go abroad for about  a month  each year...each time we 

do many new compositlons...often the composers are from 
the countries we are going to visit. 

Ranta: Any  interesting pieces come out of the SE-Asia tour? 
Yam: The music wasn't  so good but  many interesting instru- 

ments...I think Japanese composers have written many nice 
pieces for Tokk Ensemble... 

P~nta: How about  some of the records you have made here in 
Japan? 

Yam: Yes, I 've made 3 or 4...one percussion only. 
Ranta: I think you must have made more than 3 or 4 - we've 

made 3 together. 
Yarn: Yes, I meant only the percussion pieces.,. 



Ranta: How do you feel about improvised music in comparison 
to playing pieces from score? Which do you...well, we can ' t  
always do absolutely what we prefer...in your usual activities 
as percussionist, what percent is improvisation and what 
percent is reading from score? 

Yam: Well you know I 'm now member of Japan New Phil- 
harmonic...so maybe about half and half. 

Rante: do you llke it that way, or would you like to spend more 
time with improvised music? 

Yam: I like both. I think...I played many contemporary things. 
Its good for playing classical pieces - symphony orchestra. 

Rante: A kind of balance? 
Yam: Yes, its good for choosing instruments and mallets and... 
Ranta: To develop a good touch? 
Yam: Yes, to develop touch. 
Ranta: Do you (Yoshihara) also play improvised music? 
Yosh: Yes, sometimes. We made a tour  of Europe with piano, 

clarinet & percussion. Sometimes we played improvised 
music. 

Ranta: What about the training of European percussionists? 
You've been there many times. What about their training and 
technique? 

Yosh: I don ' t  know very well...I think they are only studying 
orchestra parts. 

Ranta: Let me see...I think you (Yamaguchi) have been in the 
U.S. more. What do you think about American permm- 
sionists? 

Yam: Oh, they have a fantastic thing...very important thing for 
us, I think. 

Ranta: Where was the most interesting place you visited in the 
US? 

Yam: For Percussion? New York. 
Ranta: Did you visit California? 
Yam: No, not  for music... 
Ranta: You also had the Tokyo percussion ensemble. Is that 

still going? 
Yam: No, I don ' t  think so. For  3 years now we haven' t  played 

together. 
Ranta: Did you play some percussion works from the U.S.? 
Yam: Yes. 
Ranta: What were the most interesting percussion ensemble 

works you remember from the U.S.? 
Yam: Cage & Cowall... 
Ranta: Miss Yoshihara, d idyou play percussion ensemble works 

from the U.S.? 
Yosh: Yes, but  very old style... 
Ranta: Did you ever play Varese Ionization? 
Yam: Yes, many times. 
Ranta: Ah yes, we recorded it together here. That was some 

years ago, I had forgotten about it...what about Carl Orff's 
works? 

Yam: Not so popular in Japan. 
Ranta: Yes, I feel that too. He hasn ' t  had many performances in 

Japan, I don ' t  think. 
Yosh: Yes, I only know the name. 
Ranta: How about Stockhausen, his works using percussion? 
Yam: I don ' t  know now, but... 
Ranta: Maybe we saturated Japan with Stockhausen in 19707 
Yam: Yes, I think so. Zyldus was writ ten in 19647 
Ranta: 1959 I think...I played it more than 200 times in the 

German pavilion. 
Yam: I played it  only about 30 times... 
Ranta: How about...eh, what 's your opinion of the "Le 

Percussion De Strasbourg?" 
Yosh: I like them but.. . they only always play 6 men ensemble, 

so its very narrow... 
Ranta: They don ' t  accept pieces for 4 or 5 players I 've heard. 
Yosh: No, never. Its a problem. 
Ranta: Do you like their playing, their sound? 
Yam: I can enjoy their music, but their playing is very straight, 

how do you  say? 
Ranta: Yes, very straight. 
Yam: Very crazy. (laughter) 
Ranta: Very what? 
Yam: Very...very fiat, very fiat, yes...each member never moves 
himself - just they play like a machine...they play very correct 

and very sharp. 
Ranta: Yes, I felt that  way" too. What about, eh...intercsting 

question for me also since he is a former student of mine 
when he was in high school - what do you think of 
Yarnashita Stomu? -37-  

Yam: He's an right, I like...good technique, but  he changed, I 
think I don ' t  know where he is now. 

Ranta: Is he quite famous or popular in Japan? 
Yam: Yes, a couple of years ago, everybody goes to hear him, I 

think - because he doesn't  answer now in Japan, nobody 
knows, where is he. 

Ranta: What is your  opinion of Yamashita Stomu (to Yoshi- 
hara)? 

Yosh: My thinking; I think he could find a new world about 
percussion...its, how do you  say, like a liberation about 
percussion world...its very important.. .its.. .but private opin- 
ion, I don ' t  like...because at first I listened his music - very 
fresh - I was very astonished - 2nd and 3rd time, not  so fresh, 
not  so good. 

Yam: Anyway he's a great showman. 
Yosh: Yes, I think he is. 
Ranta: But he was that even when he was in high school When 

he was studying with me, his biggest dream was to be a 
concert timpanist and he really didn ' t  like modern music 
very much at that time. And i think after he left Interlochen 
Arts Academy and went to New York he changed.. . .Well 
now we are in a train, speeding along very quickly, maybe 
the fastest train in the world - the so called bullet train, going 
to Osaka at 240 kin. per hour or something like that, to play 
our 2nd concert in this new series diaspora musica...eh, its 
kind of an unusual grouping, a recital for 2 percussion and 
bassoon, a triple recital. How do you feel after our 1st 
concert in Tokyo? 

Yam: Eceh. Its a good experience for me, especially for the 
cameraman things. (laughter)...to let the cameramen come up 
on the stage. They were close to me about 10 inches...but I 
like that... 

Ranta: In my piece you didn ' t  like so much? 
Yam: No, I liked it, I don ' t  mind. 
Ranta: But how about in your piece? 
Yam: Oh...its different. 
Ranta: I d idn ' t  mind them so much in my piece...only when I 

went to reach for a gong or something, suddenly there was a 
camera between my mallet and the gong (great laughter) 

Ranta: (To Yoshiham) What did you think of this 1st concert of 
Diaspora Mnsica? 

Yosh: I enjoyed it...looking very funny.  
N.B. (During this concert, photographers and sound enthusiasts 

were invited to wander about the stage and photograph and 
record freely. In a country that so lows  cameras and tape 
reeorder~ one can imagine the effect.) 

Ranta: ...the last piece on the concert was of course a theater 
piece. Of course we had many written out things to play, 
manet  instruments, hand instruments, etc...is anyone else 
besides Moroi (the composer) interested in combining percus- 
sion with theater and gestures here in Japan? 

Yam: Yes, Yoriyaka Matsndaira. 
Ranta: Oh, we played that together too...ah yes, my memory is 

so short sometimes...that piece with motorcycles and 
balloons... 

Yam: Yes, that 's  right. He likes theater pieces. 
Rauta: Do you think the percussion program in the music 

conservatories in Japan and in the United States is very 
similar? 

Yam: I think so. 
Ranta: One question I think many people will be interested in. 

Is your  percussion ensemble a credit course? Or is it only 
something for free time? 

Yam: I don ' t  know about my school now, but at the other 
music schools in Japan, the percussion ensemble performs 
twice each year. 

Ranta: So its a regular class? 
Yam: Yes. 
Ranta: That 's  a problem for many percussion teachers an over 

the world, I think...sometimes the schools don ' t  want  to give 
importance to the percussion ensemble. First and most 
important is the symphony orchestra, then the wind en- 
semble maybe.. . then if there are facilities, time and interest, 
maybe the percussion ensemble can get in as an credit course, 
or there can he a contemporary chamber ensemble...well, 
you said the systems are similar. I agree. The teaching is very 
similar. Do you think there should be any changes made? 
...like technique, or which instrument to study ftrst? 

Yam: (long silence)...its very difficult. 
Yosh: ...very difficult 



Ranta: Maybe that is a good question. Which instntment  should 
be started first? Snare drum, timpani, or mallets? Or isn' t  it 
an important question? 

Yosh: I think snare drum at beginning. 
Yam: I think timpani is not  so important,  for everybody...snare 

drum and then rn~llet instruments, 
Ranta: I like to begin with mallet instruments and snare drum at 

the very end...using the lower register of the mallet instru- 
ments at the beginning and then later going to the higher bars 
that require a faster speed for the tremolo...that 's why I like 
to begin snare drum later, after the w-zists have loosened up 
from learning the mallet instruments, esp. marimba and 
t impani tremolo. 

Yam: I think if a student can already play a melody instrumen~ 
on piano, its not  so important to start the percussion lessons 
on marimba... 

Ranta: How about various hand drums? 
Yam: Hand drums? We don ' t  use so many hand drums in Japan. 
Ranta: I haven't  yet  seen any compositions here in Japan that 

use traditional Japanese hand drums, such as the tsuzumi. 
Yarn: Oh yes, we use it. 
Ranta: Is it difficult to play? 
Yam: Yes, its very difficult, very difficult. 
Ranta: Hove you ever had experience to play tsuzumi? Did you 

study from a teacher? 
Yam: I studied by myself, but  I c~nnot use the arms for pressing 

the strings (portamento sound) so I put  it between my legs 
(laughter)...its easier...the technique for Japanese drums is 
much different from Westeru...especially the single stroke 
roli...very difficult.. .but I think its very total  to play 
something like that.. .that touch...I like it. 

Ranta: Have you heard some of the new percussion groups that 
have been formed in the U.S.? 

Yam: No. Eh...next month  John Wyre (Toronto) will come. I 
will play with their ensemble...Nexus. 

Ranta: Getting back to this free improvisation*..What instru- 
ments do you  most like to use when you do improvisation? 

Yam: I like gongs and...metal things. I can make so many 
things... 

Ranta: (to Yoshihara) How about  you, which do you  like to 
use? 

Yosh: I too like metal because they have many possibilities. 
Yam: Also I like deep skin sound so I can make many things. 
Ranta: Do you improvise on marimba? 
Yosh: I did before, now I don ' t  like so much. 
Ranta: Which instruments do you like to combine with? Or 

does that depend on which friends you  fred who are also 
interested in free improvisation? 

Yam: Yes, I like piano, especially on the inside, not  on the 
keyboard. 

Ranta: How about you, which instruments do you like to 
combine with? 

Yosh: I like low-tone instruments, like bass clarinet, kontrabass. 
Ranta: You are giving a duo recital next  month  with bass 

clarinet. Will there be free improvisation on the program? 
Yosh: No. 
Ranta: What about publishing of percussion music in Japan? Is 

there much published? 
Yam: No. 
Ranta: How about your  plans for the future? 
Yam: I can' t  tell you...eh, I live with my percussion instruments 

in  the same ruom.. .I  have many things, so... 
Ranta: You sleep in the same room with your instruments? 
Yam: Yes, between the instruments...the instruments are all 

around...I think its very good for me because I always look 
and think about something so I can find new things, at least 
1 or 2 each day...its very...I like...you can look...so if you 
want to play, you can play some lovely...that's what I 
mean*..I just look all the day... 

Rauta: do you build some instruments? 
Yam; I do, but  not  so much. 
Ranta: Speaking about building instruments, what do you think 

of Harry Parteh? 
Yam: All, I 'm so sorry, I d idn ' t  know before...if I knew...I 

must...eh. 
Ranta: Go to California? 
Yam: Yes, to meet him. I knew about 10 years ago... 
Ranta: IS Partch well known in Japan? 
Yam: Not the audience, only composers... 
Ranta: I've given rrmny lectures here on Harry Partch...and I 

thought it wasn't  too well rcceived...there are a few parallels 
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with Carl 0rff ' s  music...Harry would problably not  llke to 
hear me say that. . .but,  eh, Carl 0 f f f  is not  popular here in 
Japan - and I don ' t  th ink  Partch is either. 

Yam: Did he use some electric things? 
Ranta: No very rarely, only sometimes he amplified some 

instrument.. .for eT~mple the light bulb merimba...light bulbs 
of different slzee...they are so srrm|l and delicate sound he 
buil t  a microphone into it. That 's  about as far as we went in 
eleetronica. .0h,  in some of his compositions he used 
prerecorded tape - simple octave transpositions, bringing the 
pitch up or down... 

Ranta: How is life for a percussionist in Japan? Axe there many 
players here? 

Yam: Yes. 
Ranta: Many good ones now I think. 
Yam: Yes, I think so...but I don ' t  know the contemporary 

seene...almost nobody started before me...I think.. .I  believe I 
can accompany the things in the future...I don ' t  know if 
many young percussion players want to play modern pieces. 

Ranta: How about  our record we made ~ year, "The Black 
Hole"? 

Yam: Its completely improvisation. I still feel its too much 
sound. 

Ranta: Too much sound? Hmrn...it could have been more sparse 
maybe. 

Yam: How long was it? 
Ranta: About  10 minutes I think. 
Yam: Its too fast. If  we get 20 minutes its different. 
Ranta: Yes, I think so...do you  also teach? 
Yam: Yes, privately. 
Ranta: How many students? 
Yam: 7 or 8. 
Ranta: Do they come to you for learning normal technique? Or 

do they come to' you  for learning your  specialized repertoire 
of contemporary sounds? 

Yam: Both...one student wants to come from the states next  
year for studying with me. We met last year... 

Ranta: What about the quality of percussion insh~unents? Do 
you think its getting better, or getting worse, or staying 
about  the same? 

Yam: Its getting better. 
Ranta: I think its je t t ing better too... 
Yam: I believe you have to study to use your  finger, without 

mallat...very important.  
Ranta: This is how I begin my percussion classes in  talpal also. 
Yam: A.h, so. 
Ranta: I made a lot of hand drums there and we all sit in a circle 

and I give basic rhythms which they then imitate or do a 
variation on - some play an ostinato and others cart~y a 
solo...I think its important for the touch, before picking up a 
mallet, to use the hands first. What about the Indian tabla 
drumming? Is that popular here? 

Yam: Everyone knows, but not so many playecs...I know how 
to play it, but  I can ' t  play it...very difficult. 

Ranta: (To Yoshihara) What are your  plans for the future? Do 
you want  to teach? 

Yosh: I don ' t  like to teach so much. 
Ranta: Do you have students now? 
Yosh: Yes, only 2, for mallet instruments. 
Ranta: Mallet instruments are your  spec ia l~  aren' t  they? 
Yosh: No, no, not  really, I have to learn everything. 
Ranta: We've played many studio jobs together and I've noticed 

that you  always end up on  the mallet instruments. 
Yoah: Yes...if I play a solo piece I play everything, but  in studio 

or orchestra, they usually w~nt me to play the mallet 
instruments. 

Ranta: Regarding t impani technique, is the thumbs up method 
more popular, the so-called, "German" way I think? 

Yosh: Yes, its more popular. 
Ranta: What about the matched grip for snare drum. both hands 

holding the sticks the same way? What about that in Japan? 
Yosh: Not so popular. 
Ranta: Do you  have anything else to say, while we are speeding 

along, about percussion in the world? What is your  dream 
percussion music? And have you realized your  dream? 

Yam: Not my dream, but  I...I dream more percussionists are 
feeling artists in new music...like violinist, like a pianist...in 
orchestra...playing triangie..same, eh, very difficult to say. 

Ranta: Yesterday I was playing triangle so I th ink about 
that....(to Yoshihara) How about you? Do you have a dream? 

Yosh: Almost same now its difficult to understand for many 



people percussion music. We play much, bu t  they don ' t  
understand straightly...something disturb...if they under- 
stand, its very nice. 

Ranta: Do you have, outside your  own country, someplace in 
the world where there's something in percussion that really 
make you  excited? 

Yam: There are many...tablL..Asian instruments... 
YoJh: I don ' t  know so much...I only know European people. 

Last year I stayed in Denmark, in Copenhagen...there is one 
very good teacher...his playing I very much like. 

Ranta: If I had to name such a place, I think it would be the 
Tibetan Buddhist music, the huge cymbals, gongs, drums... 
did you  every hear it? 

Yam: No, I don ' t  think so. 
Ranta: Its a little hard for us, some of the newer multi-media 

type compositions where people should move around with 
their instrnment&.mnd we are stuck with a lot of heavy gongs 
and things, for our sound repertoire...wandering concerts. 

Yam: So we need some studio.. .many places in the world. 
Ranta: Its always a problem touring, hoping to be able to find 

something, then not  being able to find that instrument in 
that country anywhere at all. 

Yam: its the best in the U.S., to fred instruments. 
Ranta: I 'm  also going around Asia next year, 20 concerts or 

something...we are going to places where...we have to work 
in categories like metal, woods, skins...have to substitute 
things for gongs...substitute a military marching type glock- 
enspiel for a vibraphone, make due with that...this was the 
case when I had the concert of modern western music in 
Kabul, Afgbsnlgtan and also places like Dacca and many 
places in India...they will just have a tom tom, maybe a few 
cymbals and that 's  it...comlng to Japan is always such a 
pleasure...to just  forget about these problems of f'mding 
instruments. 

Yam: Its much easier than European cities, in Tokyo. 
Ranta: In European cities, the instruments are all locked up in 

the radio stations and if your  job on tour  isn' t  there, its hard 
to get them... 

Ranta: Any final thought? ...Thank you very much for this 
most interesting interview. 

THE INTERVIEWER 

MICHAEL RANTA was born in Minnesota in 1942, and studied 
music at the University of  Illinois. He later taught pereussion at 
the Interiochen Art  Academy in Michigan and played with 
several U.S. orchestras, including the New Orleans Philharmonic 
and the Chicago Little Symphony. 
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He constructed a multi-media environment room at the Munich 
1972 Olympic& In recent years he has been living in the Far 
East where he recorded and performed extensively in Japan, 
Taiwan, and the Philippines, 1975 multi-media concerts in 
Kabul and Karachi in collaboration with Hartmut Geerk#r~ 
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PERCUSSION RECITAL PROGRAMMING 
By Hoyt  F. L e C k y  

The planning and performance of  a percussion recital is an 
undertaking which entails much effort  and time on the part of 
those involved. Obviously, a reasonable amount  of  time should 
be spent in the planning stages. The following questions should 
aid in the preparation of  any percussion recital program: 

• If  the recital is to be given by a student, does it cover enough 
style periods and varying instruments to serve the educa- 
tional needs of  the students? 

• If it is to be a faculty recital, does it program new and 
unusual works which the students are unlikely to hear on the 
recitsls of  fellow students? 

• Is the program challenging to the performer? 

• Does it include at least one difficult, "s tandard" work? 

• Does it, on the other  hand, expand the musical horizons of  
performer and audience? 

• Is the program too difficult for the performer? 

• Will it require an inordinate amount  of  rehearsal time? 

• Does the amount  of  time required to prepare the program 
leave room for unexpected contingencies? 

• Will the performer have adequate time to give careful 
at tention to such matters as interpretation and phrasin'g? 

• How difficult are the piano or other accompanying par ts~  

• If  the pianist is accompanying more than one work, will 
there be time to adequately prepare everything? 

• Will the pianist and the solois~ have enough time together to 
fully comprehend the overall intent of  the composit ion? 

• Does the program contain sufficient contrasts and come to a 
suitable conclusion? 

• Time-wise, is the program too long to retain the active 
interest of  the audience? 

• Is the performer predominantly presenting standard works? 
If  not, and new or experimental works have been chosen, 
have they been carefully evaluated for their musical worth- 
whileness, both to performer and audience? 

• How does the proposed program compare to those presented 
by performers on other  instruments? 
Obviously, the above questions, while offaring broad, general 

thoughts about the preparation o f  percussion recitals, do not 
cover all contingencies. They do not, for eY*mple, cover the 
question of  the worth of  transcriptions for the keyboard 
percussion versus the new body of  literature. Although the 
worth of  much of  the new literature is unquestionable, we 
should not totally abandon older compositional styles. I t  is 
unfortunate that much of  the older literature for the instrument 
was associated with programs which often included emphasis on 
extra-musical presentations. While I certainly do not  favor a 
return to tap-dancing and the days of  the "one-armed xylo- 
phonist",  i t  does seem that there is much evidence in favor of  
retaining a body of  literature built on traditional compositional 
practice. Whether the student has professional or educational 
aspirations, most of  his future experiences will be with music 
which is basically oriented toward traditional concepts of  
musical composition. However, many percussion recitals seem 
to have developed into an exhibition of  twnetieth century 
avant-garde techniques which have little relationship to that  
which the student will face after graduation. While giving 
credence to twentieth century styles, we should continue to 
look to other  style periods for high-quality transcriptions. 

Perhaps "the mc~s~t important  facet of  the a t tempt  to solve 
such problems lies not  in the ultimate answer, which is (and 
probably should be) different for each person. Instead, perhaps 
the most important result lies in the organization of  a carefully 
thought-out system of  values. 
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university level  He is the author of  several publications dealing 
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adjudicator in the southeastern states. 



New Publications 
As a service to all publishers, composers, and arrangers PER- 
CUSSIVE NOTES MAGAZINE regularly reviews new materials. 
Send all material for review consideration to: PERCUSSIVE 
NOTES MAGAZINE, c/o Editor, 4433 Summi t  View Rd., 
Dublin, Ohio 43017. 

Reviewers in this issue - JB-John Beck, DG-Donald Gilbert, 
GH-Gary Hodges, AK-Alexander Lepak, JM-James Moore, 
LP-Linda Pimentel, WS-William Schinstine. 

SNARE DRUM METHOD BOOKS 

ARTIFICIAL TECHNIQUE - -  Joel  Rothman;  JR  Publications, 
3 Sheridan Square, New York, New York 10014; 24p. $3.50. 

The purpose of  this book is to give the learner experience in 
combining quintuplet  (five note) and septuplet (seven note) 
rhythmic patterns with standard groupings of  three, four and six 
notes to the beat. The book is divided into two parts. Part one 
consists of  exercises in which single groupings of  the various 
rhythmic patterns are presented. Part two illustrates doubled 
groupings of  the same patterns. Traditional notat ion is used and 
the exerckes are easy to read. It  gives the snare drummer many 
opportunities to practice quintuplet  and septuplet rhythmic 
figures. Such a book is a much needed addition to the snare 
drum literature. (DG) 

SNARE DRUM SOLOS 

THREE MEANS TO AN END - -  William J. Schinstine - -  Kendor 
Music Inc. - -  $1.75 

This snare drum solo which is written in three movements is 
definitely for the advanced high school or  college percuuionist .  
The composer uses various meter  signatures, different parts of  
the drum head and rim and complex rhythmic patterns in such a 
way as to give the performer a real challenge. Degrees of  roll 
"saturat ion" are effectively explored. The notat ion is traditional 
and easy to read. This solo should be a part  of the serious 
percussionist's library. (DG) 

EVOCATION NO. 1 - -  William J. Schln~tine - -  Kendor Music 
Inc. - -  $1.00 

In this two page solo, the composer uses complex rhythms 
which alternate between 7/8 and 9/8 meter  signatures. The 
entire drum head plus the r im are utilized and in some passages 
snares of f  is indicated. The notat ion is tradi~donal and the 
manuscript is easy to read. This solo would be valuable to the 
advanced high school or college percussionist. (DG) 

QUINTANCE - -  William J. Schinstine - -  Kendor Music Inc. - -  
$1.00 

This short snare drum solo presents the intermediate snare 
drummer with learning experiences in 5/4 m e t ~  signature and 
syncopated rhythmic patterns. The solo is welt written, uses 
traditional notat ion and is easy to read. For  students who have 
not had much experience in using odd meter signatures, this 
solo would be of  much value. (DO) 

ONE UP - -  Pat Brown - -  Seasun Experience, Box 41425, 
Jacksonville, FLA. 32203 - -  $.75 

This one page snare drum solo uses stick beats along with 
traditional rhythmic petterns. Although tha-e m'e a few short  
pauages which could be especially troublesome, this solo could 
be performed very well by the intermediate snare drummer. 
Traditional notat ion is used. The print is very clear and easy to 
read. (DG) 

SWISS REVEILLE - -  Allen C. Benson - -  Beneon Publications, 
10546 - 181st Avenue N.W., Elk River, Minnesota 55330 - -  $.75 

This composit ion is a short rudimental style snare drum 
solo. A one line staff is used with all right hand stickings writ ten 
above the line and all left hand stickings below. This solo could 
be handled very comfortably by a serious high school student at 
the advanced level. Hiztorically this type of sticking notation 
and the one line staff would be of  interest to the rudimental 
snare drummer. The notat ion is clear although somewhat 
compact. For  its modest price, it would make a good addition 
to the rudimental drummer's  repertoire. (DG) 

OLD HICKORY --  Allen C. Benson - -  Benson Publications, 
10546 - 181st Avenue N.W., Elk River, Mim~sota 55330 - -  $.75 

This snare drum solo in the rudimental style gives the 
performer an opportuni ty to  display his vemati~ty and tech- 
nique in handling the rudiments. The solo uses the historical one 
line staff notat ion with right hand stickings writ ten above the 
line and lef t  hand stickings below the line. The print is clear but  
cramped making it difficult to  read. However, for the advanced 
rudimental snare drummer, this solo would serve well as a 
contest piece. (DG) 

DRUM SET BOOKS 

THE RECORDING DRUMMER - Clyde Brooks - Award Music 
Co., 88 pages, $5.00 

This fine book is in two psr~.  The first ~ c t i o n  f aml lh r i z~  
the reader with studio terminology; explains studio sltuations 
and techniques and offers solutions to problems that may occur 
during a recording session. It also del~.s into the sounds of  your 
instruments and what to do to produce the particular recording 
sound you are looking for. The second section consista of  
written drum charts in most rock styIes and Brook's interpreta- 
t ion of  them. A practical aspect of  the book is a list of 
recordings that relate to the drum charts. 

For  anyone interested in recording, especially in the rock 
idiom, this book is a must. If  you never record, this book will 
still be a great aid in showing you how to doctor your 
instruments for sound and how to read and interpret charts. I 
recommend it for the student as well as the profe~ional.  (AL) 

SIMPLIFIED COORDINATION SYSTEM - -  Sam Ulano - -Pub .  
Sam Ulano, P.O. Box 1126 Radi City Station, N.Y., N.Y. 10019 
- -  72 p - -  $5.OO 

A most informative and practical hook divided into six 
sections: (1) Jazz, (2) Latin, (3) Rock, (4) Double Ba~  Drum, 
(5) Reading Two Lines, and (6) Poly-Rhythms. The layout is 
very clear manuscript with exten~ve explanations of  the 
techniques involved. The exerc is~  are clear and extremely 
useful in helping a student develop the necessary fundamentals 
o f  the working drummer. (WS) 

JAZZ-ROCK DRUMMING VoI. 1 - -  John A. Alberti, P.O. Box 
885, Havertown, Pa. 19083 - -  48 p. - -  $5.00 

This book consists of 48 pages o f  the following rhythm with 
suggested stickings: 

8 • 

R LRRT, R]~L " 

R RL]] R RLL " 

RRL RRIJ 
R~L RL~ 
RRR LLL 

The notes are placed in wa-ioms.g~ettpings on the tom-bo~as 
and snare drum. The author i ~ : ~  ~ follow with VoL 2 mdng 
12 different rhythms. (WS) 

MARIMBA & VIBE SOLOS 

CONCERT PIECE FOR MARIMBA AND WIND ENSEMBLE --  
Peter Tanner - January Hills, Rt.  8, Amherst, MA 01002, 1977 
- -  $3.00 

This delightful work makes use o f  both two and four manet 
techniques. The two mallet sectlon~ feature rapid melodic 
passages, sections in oetaves, and s o ~ e  two voice ~aneuve~.  
The four mallet material is o f  a smooth, chordal nature, 
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featuring a beautifully molded descending line. The piano 
accompaniment is comfortable and well constructed and tends 
to suggest the future scoring for a wind band. The composer 
makes good use of thematic, tempo, and dynamic contrast. The 
well-thought-out compositional structure emphasizes contra- 
puntal answering of short melodic ideas, chordal mirroring, 
subtle use of the tritone, and carefully prepared yet unusual 
harmonic transitions. Within the piano accompaniment, the 
combinations of moving chord structures, gliding past each 
other and then clashing in different registers, should eventually 
sound even more exciting when voiced for wind instruments. 
This composition is within the range of the careful high school 
marimbist and should add interest to the recital of the mature 
performer. Judging from the piano accompaniment, the wind 
ensemble scoring is well suited to the fine high school band and 
will be quickly accomplished by the college-level organization. 
(LP) 
MUSIC OF THE DAY - Bill Molenhof - Kendor Music - $3~50 
w/plastic sound sheet recording. 

This is a collection of six original compositions for vibraharp 
(i.e. vibraphone, vibes), listed as grade 5 level by the publisher. 
The sound sheet includes complete performances of the six 
solos, giving an insight into the composers performance of the 
works. 

Molenhof has studied vibes with Gary Burton who is quoted 
in the intro to the collection as sa~ng, "--this collection of 
vibraharp solos in the jazz style is excel lent"  The term "jazz" 
shouldn' t  be taken too restrictively, for these works are 
excellent examples of contemporary writing for the instrument, 
well suited for serious recital and study purposes; much needed 
additions to the still small body of literature for vibes. (JM) 

TAMBOURINE SOLOS 

TAM-BAS for Unaccompanied Solo Tambourine - James L. 
Moore - -  Permus Pub., P.O. Box 02033, Columbus, Ohio 43202 
- -  $1.50 

A suite of four very short movements, each in a specific style 
and using most of the important  techniques of playing the 
tambourine. 

I.' Jigger of Jazz, a 12/8 jazz piece with shake rolls, 
knuckles, and finger-tips 

II. Bit of Bolero, two hand finger technique on rim and 
head. 

HI. Minimal Mysterioso, all thumb rolls 
IV. Tiny Trepak, knee and fist, plus a surprise ending. (WS) 

PERCUSSION ENSEMBLES 

INTRODUCTION TO PERCUSSION --  by Frank L. McCarty, 
published by HalVIar Percussion Publications, Inc., 333 Spring 
Road, Huntington, NY 11743 - -  $7.50 

INTRODUCTION TO PERCUSSION is a 20:00 minute  
work written for narrator or narrator-conductor, four percus- 
sionists and a pianist-percussionist. It  consists of ten sections--- 
an introductory movement, repeated at the end, and nine 
demonstration pieces. The instruments needed are: 3 timpani, 
marimba, xylophone~ drum set, chimes, bells, bass drum, piano, 
temple blocks, 3 cow bells, field drum, klaxen horn, police 
whistle, guiro, triangle, suspended cymbal, snare drum, tam- 
bourine, whip, finger cymbals, 2 rocks, wind whistle, bulb horn, 
bell tree, jingling Johnny,  bongos, gong, hand cymbals, cas- 
tanets, wood blocks, slit drum, bird call, cuckoo, ratchet, claves, 
duck quack, 2 drum sticks, magacas, slide whistle, tam tam and 
conga drum--fifty instruments a~together when considering the 
doubling of some instruments. 

This is strictly a demonstration piece and would best fit into 
the context of a lecture-demonstration at a convention, a radio 
or T.V. show or wherever a percussion ensemble is attempting 
to explain what percussion is all about. Percussion is explained 
through different music cultures re: primitive, Buddhist, 
Turkish, rudimental, Spanish, popular and one section on 
instruments of definite pitch and one of the percussionists bag 
(sound effects). Mr. McCarty has done a good job of capturing 
the style of each culture. The individual parts are not  overly 
difficult; therefore, a good high school percussion ensemble 
could perform the work and do a good job. The greatest 
difficulty in performing a piece like this would be getting all the 
instruments together and then finding a suitable performance 
situation. (JB) 

BAYPORT SKETCH - -  Jared Spears, published by  C. L. 
Barnhouse Co., Oskaloosa, Iowa 52577 - -  $5.50. 

BAYPORT SKETCH is 2:30 minutes long and is writ ten for 
seven players. The instruments needed are: xylphone, bells, 
marimba I, (marimba H optional), chimes, vibes (or piano), 2 
timpani, suspended cymbal, 2 tom-toms, and snare drum. 

This is a short work for percussion ensemble, and would be 
good for the beginning of a percussion ensemble program. It is 
filled with rhythmic energy and has a sonorous quality that  has 
audience appeal. None of the parts are difficult; therefore most  
levels of percussion ensembles could perform the work and do it 
justice. (JB) 

BOSSA NOVA WITHOUT INSTRUMENTS and ROCK TRAP 
- -  winiam J. Schinstine - -  Delevan, N.Y.: Kendor Music, Inc. 
1977. Both are grade 3 and each cost $2.25. 

At the moment  we find the field rapidly expanding with 
"percussion ensembles without instruments." These composi- 
tions range from simple to difficult and from p ~ r l y  con- 
structed to exciting works. Both works being reviewed are 
relatively easy to perform, simply but  well-constructed, and are 
a delight to play and hear. The variety of sounds obtained is 
large. How to obtain each sound is clearly explained. Both 
works feature interlocking and layering of repeated ostinati 
within the typical Latin or rock rhythm structure. The writer 
observes that works such as these fit well within the non- 
European culture framework, reflecting our growing under- 
standing of societies which appreciate the musical subtleties of 
the human body. (LP) 

MARIMBA ENSEMBLES 
TRIO SONATA NO. I - - J o s e p h  Haydn - art. by M o o r e -  
Permus Pub., P.O. Box 02033, Columbus, Ohio 43202 - -  $2.50 

An unusually fine keyboard mallet trio adapted from a trio 
for two flutes and cello. This particular piece in three 
movements, printed front and back, lays extremely well for the 
keyboard players. A delightful Haydn work which needs to be 
heard to be appreciated. Individual parts only. (WS) 

MIXED ENSEMBLES WITH PERCUSSION 
KROMA H - Roger Harris - Composer's Autograph Publications, 
P.O. Box 7103, Cleveland, Ohio 

This work consists of two short pieces--NOT UNLIKE A 
COLD OCTOBER MORNING and REALIZATION from WIND- 
SOUND SCULPTURE NO. 1. Instrumentation is t rumpet  and 
percussion. The solo t rumpet  part which is sQmewhat pointil- 
listic is quite interesting and demanding. The percussion parts, 
which should be played by four musicians, consists of sus- 
pended cymbal, suspended tambourine, snare drum and tim- 
bales. These parts are quite easy except for an unmetered spatial 
section. 

A very effective part of SCULPTURE NO. 1 is a percussion 
ostinato while the t rumpet  is rhythmically free. The barred and 
unbarred notat ion is clear. A good trumpet recital work. (AL) 

MARCHING PERCUSSION 

CORPS STYLE MARCHING - Dale F. Hopper (with Percussion 
Chapter by Larry Snider) and (Color Guard, Rifles, and Silks by 
Joseph Roman). - C. L. Baruhouse, Oskaloosa, Iowa 52577 - 
119 pp - $12.00 

Corps Style Marching is a book designed to introduce the 
various fundamentals involved in the Drum Corps technique of 
show production. Various facets covered include: basic march- 
ing, show developement (selection of music to actual drill 
design), teaching techniques, implementation of the expanded 
percussion section (instruments, scoring, and tuning), drum 
major & color guard, and even sample score sheets used in 
contest situations. The print is very legible and contains many 
drawings, photographs, and drill/music examples. 

In general the book is a good introduction to all aspects 
involved in the modern drum and bugle eorpL One point to 
keep in mind, however, is that the drum corps environment is 
one of experimentation and therefore rapid development may 
be seen from year to year. Using the book as a starting point, 
you will want to supplement your  new knowledge with visual 
and aural samplings whenever possible. 

The chapter on corp style percussion would be particularly 
helpful to the band director or percussion specialist who is not  
too familiar with the present-day trends in the use of corps style 
percussion in the high school and college marching band. (GH) 
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TEXT AND REFERENCE BOOKS 

THE LOGIC OF IT ALL - Anthony J. Cirone and Joe Sinai - 
Cirone Publications, P.O. Box 612, Menlo Park, CA 94025 - 
136pp, $8.95 (soft cover edition). 

This is not  your  ordinary percussion method/reference book, 
but  rather a highly pictorial, personal sharing of "professional 
secrets applying imagination to percussion techniques," by  two 
experts in their field. 

The authors are both members of the percussion section of 
the San Francisco Symphony Orchestra - Cirone well known as 
the composer of fine ensemble works and method collections, 
and Sinai at the ever young age of 82 years a player with a 
record 55 years in a major symphony orchestra. 

They have combined their photogeniality and professional 
expertise to produce what may be one of the most valuable 
books on orchestral and concert band percussion techniques 
ever to be printed. 

The literally hundreds of photos of the two artists in actions 
and, their instruments illustrates the descriptive text, and is well 
worth the cost of the book alone ! 

The later part of the book contains the actual percussion 
music to numerous important orchestral works to refer to in 
conjunction with the "master lessons" comments given for each 
work. 

A highly recommended addition to the library of an aspiring 
orchestral percussionist, for therein is the kind of professional 
know-how that you won ' t  find in your  normal method books. 
(JM) 
UNDERSTANDING JAZZ - -  Leroy Ostransky - -  Prentice-Hail, 
Inc. Englewood Cliffs, N.J. 07632. - -  367 pp. (no price given) 

Any musician, and particularly a drummer, can benefit by 
developing a fuller understanding of the backgrounds of the 
various aspects of his/her art. While there is little specific 
percussion content  in this book, any player involved in 
performance of popular music will be a more knowledgable 
performer by having read a book of this sort. 

Ray Bauduc, Art  Blakey, Gary Burton, Cozy Cole, Lionel 
Hampton, Milt Jackson, Gene Krupa, - -  are but  a few of the 
percussionists mentioned in the book. 

Interesting, informative reading for both the serious musician 
and the lay person. A fine addition to any personal or school 
library. (JM) 

RHYTHMUDDLES! - -  Michael D. Bennet - -  Pop Hit Publica- 
tions, Memphis, Tennessee - -  1977, large edition $8.75; small 
edition $4.50. 

RHYTHMUDDLES! is a game, or actually two games in one: 
easy and more complex. The game can be played by a classroom 
divided into teams or by two to four people. The writer was 
sent the small version. The playing board and the game pieces 
are of good quality. The instructions are clear. The purpose of 
the game is best described in the instructions: "The object of 
RHYTHMUDDLES! is to form interlocking measures of 
rhythm, horizontally and vertically, in crossword fashion. 
RHYTHMUDDLES! can be used by children as early as the 
fourth grade as an aid in conceptualization and performance of 
rhythm patterns in various meters. High school students and 
adults will find RHYTHMUDDLES! to be a stimulating game of 
rhythmic wits. (LP) 

RECORDINGS 

GORDON STOUT: Music for Solo Marimba - Studio 4 
Productions $4) - R100, Box 266, Northridge, CA 91328 

Gordon Stout is rapidly becoming recognized as one of our  
finest young artists dedicated to serious performance of 
marimba music. Included on this album are the following 
works: Two Mexican Dances - G. Stout;  Etudes ~/1, 2, 3, 6, 9, 
11, 12 - G. Stout; Piece for Marimba - R. Stout; Suite for Solo 
Guitar - Wilder arr. G. Stout;  Prelude Op. 11, ~f3 and Etude Op. 
6, ~f2 - Musser; Sonata ~f6 in E Major - J. S. Bach; Tambourin 
Chinois - Kreisler, arr. Green~ 

This recording is a step in the right direction in filling the 
large void in professionally recorded literature for percussion 
instruments. It should provide inspiration and a fine model for 
aspiring performers and interested listeners alike, not  to 
mention being of value for percussion literature class listening 
and studies, etc. 

It  is hoped that the recording might be only a beginning in 
the process of recording the literature for marimba and other 
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percussion instruments. Concertos (Creston, Kurka, Milhaud, 
Basta,----) performed by professional soloists with orchestra 
accompaniment, not  to ment ion the many unaccompanied and 
smaller chamber music works are all out there waiting for the 
opportuni ty  to be recorded. Bravo Studio 4, Gordon Stout, et 
al: (J~) 

CONTEMPORARY MUSIC FROM JAPAN VOL0 I: WORKS 
FOR MARIMBA performed by Keiko Abe with various accom- 
panying groups. Candide/Vox Records - CE 31051 

The following works are included on this excellent recording: 
Concerto for Marimba and String Orchestra - Miyoahi; Quintet 
for Marimba, 3 Flutes and Contrabass; "Mattinata" - Noda; 
Concerto for Marimba and Orchestra (excerpts) - Miki; Torse IH 
and Conversations - Miyoshi; Marimba Piece with 2 Percus- 
sionists - Ishii. 

Keiko Abe is receiving just recognition today as one of the 
world's leading artist performers of the marimba. With a 
performance slated at the PASIC in October 1977 in Knoxville, 
Tennessee and a U.S. tour this fall, audiences in this country 
will now have an opportuni ty first hand to hear and evaluate her 
performance. Certainly one of the things most needed in the 
percussion field is professional quality performance and record- 
ing of literature. This recording will be of value for that 
purpose. It is only hoped that the literature performed can be 
readily obtained in the U.S. and other countries, since it is all by 
Japanese composers. (JM) 

SONIC BOOM --  Crystal Records Co., P.O. Box 65661, Los 
Angeles, Calif. 90065 

Music for percussion ensemble composed by Anthony J. 
Cirone, Ronald Keezer and Stephen Hanna. 

Personnel: Thomas Akins, Stephen Hanna, Jack Gilfoy, Paul 
Berns, Arthur Schildbach, Robin Kennedy, Miriam Ball and 
Thomas Reynolds, Bass. 

Triptych by Cirone is a work in three movements in which 
the number  3 is used in all sorts of ways. This is a long work 
taking about 16 minutes to play. 

For Fodr Percussionists by Keezer begins in G and each of 
the 4 movements moves to a key a 4th higher. Four note motifs 
are used extensively throughout. 

Double Concerto for percussionists and piano was originally 
premiered by the composer, Cirone with the San Francisco 
Orchestra. 

Sonic Sauce by Hanna and all parts were played by  the 
composer using multi-track overdubbing. (WS) 

"FOUR PRELUDES for Marimba --  William Penn - -  from 
AMERICAN CONTEMPORARY --  Performing marimbist: 
Leigh Howard Stevens --" New York - -  Composers Recordings, 
Inc. CRI SD 367. 

This record contains two works by  William Penn and one 
work each by two other composers. Appearing directly after 
Penn's fiery Fantasy for Harpischord the Four Preludes lack 
presence. This primarily may not  be the fault of Mr. Stevens: 
the whole thing sounds as if i t  were being performed from a 
distant stage. Mr. Steven's varied and free choice of mallets does 
manage to surface in spite of the poor record engineering 
techniques. The performance is flawlessly smooth, incorporating 
at times a fine pyrotechical display. Again, perhaps, due to the 
poor recording, the style appears coolly mannered, and non- 
satisfying in the emotional sphere, completely lacking the gutsy 
candor of the earlier Fantasy. (LP) 

POP HIT LISTENING GUIDE - -Michae l  D. Bennett, 3149 
Southern Ave., Memphis, TN 38111 - -  $23.90 

The package includes a 45 RPM record, s tudent listening 
guide quiz for each side, teachers' supplement explaining the 
proceedures, answers and picture guide. This is a detailed 
mini-lesson which would be very effective in Junior High school 
general music classes. These guides are published monthly.  The 
review issue in part deals with various cymbal techniques and 
includes cut-out pictures to aid in identification. Vol. 5, No. 7 

This same firm also makes available a game called 
RHYTHMUDDLES. The objective is to learn rhythm pattern 
manipulations by forming interlocking measures. Two sizes are 
available. For  more information write to the address above. 
(ws) 



PU B LICATIO NS 
and 

PRODUCTS 

Material Compiled 
by  

John J. Papastefan, University of  South Alabama 

NEW PUBLICATIONS 

CIRONE PUBLICATIONS, P.O. Box 612, Menlo Park, CA 
94025 has available a finely detailed brochure of  works for 
percussion solo and ensemble; also included are several books. 

M.M. COLE PUBLISHING CO., 251 E. Grand Ave., Chicago, 
ILL. 60611 has just published a book  on 6]8 t ime marching 
rhythms by  Haskell W. Hart. In  the near future they will also be 
publishing their  Contemporary Percussion Library Series 4. 

DOBLINGER, Wien I, Dorotheegasse 10, Postanschrift:  A-1011 
Wien, Postfach 882 is now publishing the well known series for 
percusssion "Wiener Schlagwerkschule." This series is wri t ten or 
edited by  Professor Hochrainer, a percussionist with the Vienna 
Philharmonic. 

HAMAR PERCUSSION PUBLICATIONS, INC., 333 Spring 
Road, Huntington, N.Y. 11743 has a detailed catalog of  their  
solo ensemble works. Write the  address above for your  free 
copy. 

KENDOR MUSIC, DELEVAN, N.Y. 14042 has released their 
1977-78 instrumental catalog which contains an extensive listing 
of  their  publications for percussion solo and ensemble. Write for 
your  copy to the address above. 

The new, enlarged 1977 Edit ion of  the PERCUSSIVE ARTS 
SOCIETY SOLO & ENSEMBLE LITERATURE FOR PERCUS- 
SION GUIDE is in the final stages of  preparat ion and will be 
available for purchase at  the  PASIC in Knoxville, Tenn. in 
October. This bookle t  is the  most complete listing of  percussion 
li terature available anywhere. Hundreds of hours of  preparat ion 
t ime have gone into the compilat ion of  this publicat ion by  F. 
Michael Combs, chairperson and his commit tee  members. I f  you  
are unable to  at tend the PASIC and purchase your  copy there, 
information on by  mail purchase of this valuable resource guide 
will be given in the Winter '77 issue of Percussive Notes 
Magazine. 

from FEREOL PUBLICATIONS 

TOCCATA op. 36 for Marimba Solo - Grade III . . . . . . .  $1,25 
by Serge de Gastyne 

THREE PRELUDES op. 73 for Vibraphone Solo - Grade V $2.00 
by Serge de Gastyne 

BALLATA, op. 63 for Vibraphone Solo - Grade IV . . . . .  $1.25 
by Serge de Gastyne 

ALBORADA, op. 69 for Vibraphone Solo - Grade IV . . . .  $1.50 
by Serge de Gastyne 

MOZART FANTASIA in D Minor, 
Vibraphone-Marimba Duet- Grade IV trans . . . . . . .  $3.00 
by Serge de Gastyne 

SUMI-E up. 74, Flute-Marimba Duet- Grade V . . . . . . .  $3.00 

FOR COMPLETE CATALOG WRITE: 

FEREOL PUBLICATIONS 
14351 Aden Road 

Nokesville, Va. 22123 
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STUDIO 4 PUBLICATIONS, Box 266, Northzidge, CA. 91328 
has a deseriptive brochure of  their  publications for solo 
rrmrimba and marimba ensembles. 

WIMBLEDON MUSIC INC., 1888 Century Park East, Century 
City, CA 90067 is the publisher of  a new work  for solo 
percussionist and orchestra by  Phillip Lambro. 

SOUTHERN MUSIC CO. 110 Broadway, San Antonio,  Texas 
78292 has announced the publicat ion of  Sonata No. 2 for 4 
Timpani and Sonata No. 3 for  5 t impani  by  William J. 
Schinatine. Each are three movement  works suitable for recitals 
and auditions. These are college level works demanding consid- 
erable pi tch changes and well developed technique. 

A special packet  of  information is available from the S & S 
SCHOOL OF MUSIC, N. Keim & Buchert Rd. Pot ts town Penna. 
19464 containing a complete listing of  Keyboard  Mallet 
ensembles and the percussion works of  William J. Schinstine, 
including special modern arrangements o f  Christmas music. 

TIP PUBLISHING COMPANY, Dept. P, 1163 Anchor  St., 
Philadelphia, Pa. 19124 has a recorded self-study course in 
playing conga drum. Ful l  information is available f rom the 
above address. 

Issue 83 of  the Sehner BANDWAGON is a special issue devoted 
entirely to percussion. Articles on a variety of  t imely percussion 
topics as well as photos  and information on Selmer/Premier 
percussion products  are included. Fo r  your  copy write to:  
SELMER, Box 310 Elkhart,  IN 46514. 

NEW PRODUCTS 

BRIKO, P.O. Box 10279, Phoenix, Arizona 85064 is the 
manufacturer  of  the  Magadini Power Rod bass drum pedal; 
write for full details. 

REMO, INC. 12804 Raymer  St., No. Hollywood,  CA 91605 
announces a separate marketing division for rototoms.  They 
have also introduced new sound reflector accessories for the  
ro to tom drum line. 

S & S SCHOOL OF MUSIC, N. Keim & Buchert  Rd., Pottstown, 
Pa, 19464 by  special arrangrnent with Planet Percussion, Inc. is 
abIe to  make the Exactone Timpani Tonal Indicators available 
at  a reduced cost;  write for further information. 

MIKE BALTER MALLETS 6515 N. Sealey Ave., Chicago, IlL 
60645 has recently made available a new line of  "Louis  Bellson 
Drum Set Mallets". Several of  these models are double-ended, 
making them very practical for many drum set and multi- 
percussion usem 

NEXUS RAGTIME CONCERT (Umbrella DD2). A recording 
featuring the six-man percussion ensemble, NEXUS, performing 
ragtime tunes scored for xylophone solo and four marimbas, 
plus percussive accents. Available from Audio-Technica, 33 
Shiawassee Ave., Fairlawn, Ohio 44313. 

HYER MARIMBA PRODUCTS, 354 N. Franklin St., Delaware, 
Ohio 43015, has developed a new mallet  for xylophone and 
bells. The special design eliminates most contact  sound while 
producing a full-bodied tone even on synthetic rosewood 
instruments. Fo r  more details, write to the  above addres~ 

WHEN ~ ADVERTISERS 

PLEASE MENTION THAT YOU SAW 1T IN 

"PERCUSSIVE NOTES" 

A N  O F F I C I A L  PUBLICATION OF 

THE PERCUSSIVE ARTS SOCIETY 



F U K  UUI(_.K. L M A N L J t b  

Tom Gauger/Percussionist Boston Symphony Orchestra 
For further information wl4te: Thomas Gauser , Boston Symphony Orchestra, Symphony Hall, Boston, Mass. 02115 / or contact your local dealer 

I 

NOW EXCLUSIVELY FROM: 

The PEaCUSSlOX CEXTE  

HARLAN F:~E)DUCTS 

Also Available for Immediate Delivery: 

HARLAN TEMPLE BLOCKS 
HARLAN CHINESE WOOD BLOCKS 

BARLAN TAM TAMS 

Coming Soon: 

HARLAN CONCERT BASS DRUMS 
HARLAN CONCERT SNARE DRUMS 

FOR DETAILS WRITE: 

FOR IMMEDIATE DELIVERY! 

HARLAN TAMBOURINES 

TAMBO SIZES: 8", 10", 12" 

PE];CU6SIOX CEXTE];  
221 F IFTH STREET • FORT WAYNE, INDIANA 46806 

P H O N E  219 / 422-6985 

PERCUSSION CENTER VIBRAFIBE: 

An exclusive process that custom 
installs fiberglass in the interior 
of the drum, giving amazing extra 
full body while eliminating unwanted 
high overtones. Submit details for 
prices. 
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THE MARIMBA BAR 

by Linda Pimentel 

You may direct your questions for this column to: Ms. Linda 
Pimentel, 1564 Arlington Ave., Columbus, Ohio 43212. 

MULTIPLE MALLET GRIPS 

Q: A former pupil of  Clair Om~r Musser, who studied with him 
during the Second World War, wrote to me asking about the 
different grips employed by marimbists. She had only 
recently become aware that  grips other  than the one 
attributed to Musser were being commonly  taught. Many of 
us may be unaware of  such basic differences; others are all 
too aware of the disagreements that  surround grip technical- 
ities; and some, including myself, find trends in mallet grips 
to be interesting and fun to explore. 

Below I have given my answer to this reader's letter. Some 
of you may have ideas to insert, disagreements to suggest, 
bits of  historical information to add, and so forth. If  you 
would Hke to contribute your  ideas about mallet grips to this 
column, I will be delighted to include excerpts f rom your  
letters, and short concise statements in a coming issue of  
Percussive Notes magazine. Now, on with my answer to a 
fine former student of  Clair Omar Musser: 

A: Your question about grips was most  interesting to me. We do 
need a lot  of  communication about commonalities and 
differences among all of  us. I more or less taught myself to 
play the marimba as I do today, and had no good models to 
copy. In my case this was just as well. Liking to explore, to 
dissect, and to not  be hemmed in by conventions gave me the 
freedom to try, to build, and to discard as I pleased. 

Originally I played marimba with what is generally termed 
a standard cross grip or a basic-V grip, employing primarily 
the index finger between the mallets. Now, having observed a 
number of  different performers, I note three basic dif- 
ferences in the way this grip is structured: 1) reversing which 
mallet lies next to the palm at the fulcrum, 2) including one 
or two fingers, as~vell as, momentarily,  the thumb within the 
V-expansion spread, and 3) various ways of  manipulating the 
mallets using this basic grip. The most common variation of  
manipulation o f  the mallets that possibly can be classified 
within the category of  the cross or basic-V grip, is the so 
called "Bur ton"  grip. Vibis~s, and some marimbists, emulat- 
ing Gary Burton, f'md his version of  the grip to be especially 
useful in obtaining the "k icky"  stroke action that creates the 
characteristic vibes sound. 

From my observations, i t  appears that  most of  this 
planet's marimbists employ this eross or basic-V grip, 
including the marimbists of  Africa and Central America when 
they use three or more mallets. The exception to this 
universality appears to be Clair Omar Musser, his students, 
and on through several generations of  persons influenced by 
his instruction. Musser's influence on our marimba scene in 
the United States has been enormous, and the "Musser 
Grip",  although perhaps not  as widely employed even in the 
United States, is used by many of our finest performers. As 
with the other grips, in the Musser grip there are a variety of  
positionings and usages in common practice. 

I feel a more comprehensive view of  grips is beginning to 
become accepted. This view, which I advocate, suggests that  
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both cross and "Musser" grips can be employed to advantage. 
The amount  of  t ime necessary ~o switch from one grip to 
another, any version of  either, is less than that  which the 
singer or wind instrumentalist uses to  catch a breath at  the 
end of  a phrase. Thus I switch to whatever combination suits 
a particular problem or that  best produces a sound which I 
want  to obtain. When performing with six mallets, I employ 
both types of grips simultaneously. 

The following articles may be of use to you in further 
exploring the subject: 
Glassock, Lynn. Four-Mallet Grips. Percussionist, Fall, 1973, 
2-11. 
Pimente~ Linda L. Mallet Coordination and Flexibility 
Exercises. Percussive Notes, 13, 1 (Fall, 1974), pp. 30,31. 

Q: What really are the differences between the marimba and the 
xylophone. 

A: The most important  consideration with all instruments is the 
characteristic sound of each individual instrument. The 
listener, the composer, and the performer all deal with the 
palette o f  coloration of  sounds produced by different 
instruments. The sounds that we hear are generally charac- 
terized by three parts: the initial attack, the after-ring, and, 
sometimes, the way the sound is ended. Research tells us that  
we primarily discern the differences in instruments by the 
initial attack of the tone. The xylophone attack sound is 
harsh and high in pitch and contains little after-ring, with no 
final ceasation of  tone. The characteristic marimba sound 
consists of  a mild at tack sound at a lower range of  pitch, 
with a mellow, glowing after-ring that quickly fades. The 
after-ring tends to be shorter on rosewood marimbas and 
longer on kelon marimbas. 

Just how these characteristic sounds are produced is an 
essential study for the astute performer. The chart below lists 
the basic differences: 
M A R I M B A  
Bars m u s t  b e  r e so n a t ed  
Bars are  th in  in  r e l a t ion  to 
l eng th  ( p r e d o m i n a n t  o v e r t o n e  
is 2 oc t aves  ab o v e  funda-  
m e n t a l )  
P layed  w i t h  sof t  ma l l e t s  
Has  a l o w  range  inc luding  
s o m e  n o t e s  t h a t  should  be  
n o t a t e d  in  t h e  bass  clef.  
No t e s  so u n d  as w r i t t e n  

X Y L O P H O N E  
R e s o n a t o r s  a re  o p t i o n a l  
Bars are  t h i ck  in  r e l a t ion  t o  l eng th  
( p r e d o m i n a n t  o v e r t o n e  in t e rva l  o f  
1 2 t h  a b o v e  t h e  f u n d a m e n t a l )  

P layed  w i t h  ha rd  ma l l e t s  
Has  a h igh  r ange  encompamdng  
ro u g h ly  t h e  u p p e r  ha l f  of  t he  
p i ano  k e y b o a r d  
No te s  s o u n d  one  oc t ave  h igher  
t h a n  w r i t t e n  

Q: What are some of the important considerations in playing 
techniques of these instruments. 

A. Continuing on from .my answer to the above question, 
I must remind the reader that  both the xylophone and 
marimba can be struck in different ways in order to 
emphasize different characteristics of  their individual qual- 
ities. By striking the bar at the nodal point, a more muted 
and dull tone can be produced. The tone obtained by striking 
the bar exactly in the center contains an opt imum amount  of 
after-ring. The sound of the bar being struck slightly off  
center or  at the tip of  the bar contains about 70% as much 
after-ring. The angle f rom which the bar is struck appears to  
influence the tone quality. When the bar is struck in the 
center, a stroke from a 90 degree angle tends to produce 
more ringing of  the partials than does a glancing blow from a 
150 degree angle. 

The beginning bar percussion student is carefully taught to 
strike the bar in the center and to quickly lift the mallet head 
off  the bar so as to produce the opt imum of after-ring. 
Shortly thereafter he is usually introduced to playing 
scale-type passages and learns to  use the tips of  the upper 
bars for smoother movements. I find that  few students have 
been made aware of  the potential of striking the bar at 
different spots for different effects. If, during the fast scale 
and chromatic-type passages, the student strikes the tips of 
the upper bars, he should, to balance the sound, strike the 
lower bar between the center and the node. By careful 
listening he will soon learn just where to strike the bars to  
obtain an accur~tte balance. For  a clean sound during such 
fast passages this readjusting is preferable, particularly on 
fine rosewood and on all kelon marimbas. It takes practice to 
strike directly on the nodes and to  get a balanced sound, ye t  
the effort  is worthwhile as more composers begin to call for 
this lovely, delicate sound. 



Generally each voice in four part chordal or contrapuntal 
writing should be struck in the same area o f  the the bar. 
Intermediate students struggle to learn to control the bar 
placement in all four  voices. The improvement in balanced 
sound is again well worth the effort. However, as  a more 
advanced player I of ten choose to unbalance things a bit. A 
good example of  a common situtation to  make such 
adjustments is a widely voiced chord. Most bar percussion 
instruments tend to  ring more at the lower pitch register of 
the instrument and less at the top end. Thus I of ten perform 
open-voiced chords so that the top voice is struck directly in 
the center of  the bar, with each remaining voice placed a 
little further from the center so that  the bo t tom voice is 
almost on the node. This technique creates about  the same 
balance of  sound that four voice-balanced mallets provides 
when I must, because of  juxapositioning, etc. in the rest of 
the composition, employ four equally balanced rnRllets. 

Another  example of using the different areas of  the bar 
stems from dynamic control. Marimbists, and to some extent  
xylophonists can create a a type of sound that  is a favorite of  
many orchestra conductors. This is the illusionof the sound 
appearing from nowhere at the beginning of  a passage or 
fading to nothing at the end of  a passage. The marimbist can 
begin the roll striking directly on the node, with wrists raised 
to an exaggerated height, so that the mallet tip strikes the 
bar very gently from an angle. If yarn covered mallets are 
employed, an area where the yarn is less worn is coming in 
contact with the bar. In order to build the dynamic level, the 
marimbist gradually moves the striking point toward the 
center of  the bar and slowly lowers the wrists to a normal 
playing position. The opposite procedure can be employed 
at the end of a phrase. A warning: overuse of  this technique 
reduces its dramatic impact on the listener. 

Learning to use different areas of  the bar in order to better  
shape a phrase is a technique that I strongly recommend to 
xylophonists. Particularly on the large ensemble situation, 
most of us tend to produce one or, at most  two levels of  
volume and never change our tone quality. As long as we 
keep one pair o f  xylophone mallets in our bag and can play 
the right notes we feel we have done our job. Learning to 
change and control  the different striking points on the bar, as 
well as employing a little variety of  mallet types, will add 
interest and subtleness to our performance. 

At this point I appear to have traveled far f rom my initial 
question and answer. Yet, the potential  uses o f  the sounding 
properties of  any given bar is an area that none of  us, I feel, 
are exploring enough. The situation is becoming particularly 
crucial as more kelon marimbas, and particularly including 
the new magnificent 4½ octave ke lon  marimbas, are being 
purchased. Only a few of us are just now beginning to find 

out how to play the large kelon marimba. Our composers do 
not  know how to write for it. J u ~  how to unleash the full 
power of  the large kelon marimba without  loosing control  of  
delicacy and clarity is a challenging new study. I believe that  
the tools for such control are quite similar to those that  we 
have discussed in this answer. 

Q: Should the fermatas in the Musser Etude in B Major, Op. 6, 
~/9, (Pub. Studio 4 Productions) Be interpreted as slight 
pauses? 

A: I interpret them as such. Just  how long to make each pause is 
one of  those individual matters that  tends to reflect the 
performer 's  maturity. Some performers tend to contor t  the 
relationship here of  half and quarter notes. The fermatas do 
not, as I view them, in any way give the performers leeway to 
distort the values of  these notes. 

Q: In the above mentioned work, four measures from the end, 
how do I achieve the fast octave transition accurately while 
still controlling the dynamics? 

A: Imagine pulling your  torso back slightly just as you strike the 
first soft chord. This tends to reduce the stroke power 
created by the momentum of the leap. 

Q: In this same passage, does the right hand have to jump 
rapidly f rom an inner swing position to a frontal position one 
octave higher? 

A: Yes, and if this seems difficult to do, try practicing it 
WITHOUT a marimba, concentrating on making the neces- 
sary body movements and refining them. 

Q: I am having some difficulties performing a passage from the 
Toccata in D Minor, J. S. Bach, arranged by J.  L. Moore, 
(pub. Kendor) The problems center around the triplets at 
letters B and C, the broken chords at letter F, and the 
descending broken third at letter E. W~nen I at tempt to rotate 
my wrist in a "Rockers ty le"  fashion, the mallets have a 
tendency to wobble, causing me to lose accuracy: I tree the 
Musser grip. 

A: Many performers do not  a t tempt  to use an independent or 
" rocking"  technic in such passages, choosing rather to 
employ the inner mallets only with each hand. I use an 
independent technique. To build up the coordination for 
such passages, I practice the section slowly and loudly, 
combining a forearm rotation motion with a wrist flex 
mot ion in a flowing, almost simultaneous fashion. Also, if [ 
cannot achieve the power I desire when employing- ;  the .  
Musser grip, I simply slip the tip of  the inner mallet behind 
the outer one, back into a cross grip. The switch from the 
Musser grip to the cross grip or vice versus can be 
accomplished quickly between phrases. 

SPECIAL F A L L  SALE 
l im i ted  t i m e  on l y  

38 Musical Cards & Aid Sheets 
(with scales 8¢ Rhythmic Transpositions) 

$2.00 

Dido's Lament 
Vibes - 2 Violins - Viola - Cello - Bass 

$2.00 

One Up - S.D. 
$.50 

Sonatina 
Marimba - Clarinet - Bass Clarinet 

$7.OO 
Libra Dance 

Percussion Trio & Dancer (photo copy) 
$3.0o 

ADD $.50 HANDLING 

SEASUN EXPERIENCE 
BOX 41425 

JACKSONVILLE, FLORIOA 32203 
r 
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N e w !  . . . . . . . .  PERMUS PUBLICATIONS 

=CONTEMPLATION - Murray Houl l i f  $2.50 
for Solo Vibraphone 

=FOUR SEA FRAGMENTS-Theodore Frazeur 
DUO for Bb C L A R I N E T  & (1) PERCUSSION $7.50 

=SABRE DANCE- Khachatur ian/arr ,  Moore $7.50 
for  3 to 7 (or more) players score & parts 

=PURSUIT for SOLO MARIMBA & $7.50 
Percussion Ensemble- Jack Jenny ~oro & parts 

Older direct or through your local dealer 

PERMUS P U B L I C A T I O N S  
p .o .  B o x  02033"Co lumbus ,Oh io  4 3 2 0 2 .  



THE PERFECT COMBINATION 

Hyer mallets bridge the gap between 
performer and instrument producing sounds 
to delight the ear, for all mallet keyboard 
instruments. 

Designed by performers for performers. Long, straight 
natural shafts of uniform stiffness - -  WILL NOT WARP. 

Exclusive design features high quality, absolute 
uniformity, giving the perfomer controlled 
articulation and extended interval coverage. 

Available in 13 models including the unique RUEBAN. 

For free catalog write: 

I N T O R  I N I I R I I I I B I H I  
I P N O D U C T S  

354 N. Franklin, Delaware, Ohio 43015 

Look for our exhibit at the PASIC-Knoxville. 

"You ' re  doing a great job and service in putt ing out  such an 
interesting publicat ion for the Percussive Arts  Society. 

Best regards, 
Cloyd Duff  

Timpanist - Cleveland Orchestra 

PLAN NOW TO ATTEND: 
The PERCUSSIVE ARTS SOCIETY 1977 INTERNATIONAL 
CONVENTION begins on Friday evening October 28th with an 
8:00 P.M. concert, continues through Saturday, and concludes 
on Sunday ~.vening October 30th. 

FROSTBURG (MD.) STATE COLLEGE PERCUSSION EN- 
SEMBLE (1976-77), David Eyler, Directon 

-48- 



ON THE T E C H N I C A L  SIDE GR 'v.. GR, 

Materials Compiled By 
Gene J. Pollart 

University of Rhode TIl~nd 

RHYTHMIC PRECISION 

b y  Murray Ho]dllf 
Asst. Prof. of  Pe~ession 

North Texas State University 
Denton, Texas 

This article, in general, deals with a subject which has, no 
doubt, been discussed hundreds of times in the past and will 
probably be discussed hundreds of times in the future. The 
point is extremely important and whatever it takes to emphasize 
it is necessary - I will a t tempt to do my part. 

Pereussionists (and other instrumentalists even more so) are, 
many times, guilty of rhythmic lasinms, i .~, imprecision in 
rehearsal and, ultimately, in performance. There is no  reason for 
this in either situation, for lethargic rehearsals will breed 
lethargic, sloppy, ineffective performances - leaving both audi- 
ence and performer " turned off". How will this help the cause 
of music or musicians? 

By rhythmic laziness, I mean, simply an atti tude that 
counting and subdivision of rhythmic figures is unnecessary - 
guessing is better (or shall I say easier?). What is the result? The 
piece is performed in a manner which is approximate, inaccur- 
ate, and ineffective because it is simply incorrect. The composer 
and the audience are done an injustice. Musically, the performer 
has committed a crime. 

As an instructor in elementary school through college, I have 
observed rhythmic inaccuracy to be the most b la tant  weakness 
of music students. Giving the teacher the benefit o f  the doubt. 
we assume that the student has been told to tap the foot, count  
aloud, subdivide beats (for example: saying "1 and 2 and 3 and 
4 and"), and clap the rhythms of music exercise& Yet we fred 
that in rehearsal or performAr~ce the student seems to be very 
inaccurate and merely guessing at the rhythms on the page. 
Naturally, it is the instructors'  respons~il i ty to reinforce what 
has been said so that it is not  only "heard" by the student, but  
"learned"! It must also be pointed out  that the approach to 
teaching rhythms to an elementary school student or to a 
college student is basically the same - TAP, COUNT, and 
SUBDIVIDE. The metronome is an invaluable device in the 
achievement of this goal  

Here are a few obvious (and, maybe, not-so-obvious) sugges- 
tions for improving rhythmic accuracy. (+ = and; T = Trip; L = 
Let) 

~" T° PzaY; ~t J;....~ J 

r r r r  
C o u n t =  s z 3 ¢- 

25. 

5 .  

t t+4  2e.~t 

.rnr'rfrO 

u 
/ + 2 ~  3+ 

3 J ~ 3 
I T L + T I .  2TLY ' " rL  

by  Roy C. Knapp 
Member PAS Hail of  Fame 

I have received many inquiries in correspondence or in 
person asking my opinion on which is the correct method of 
gripping the drum sticks. ((~uestion)-Should I grip my drum 
sticks the NEW Matched Grip or the OLD Conventional Grip? 
My answer is: I did not  know of any NEW Matched Grip 
method of any kind. 

The Matched Grip has been used by drummers long before I 
started my career some 70 years ago. The difference now is that 
the Matched Grip is used more today than in the past. When the 
Rock form of music came into being that is the t ime the 
Matched Grip became widely used, and rightfully so over the 
Conventional Grip. 

My teacher taught me both stick grips and I have used them 
for over 60 years in my playing, and incorporated both grips 
into my teaching methods. 

At the turn  of the century we used tom toms, cowbells, 
wood blocks and traps, etc., on which we would employ the 
Matched Grip the same as we are doing today. 

There were many shows in Theatre, Radio= Pictures, Tele- 
vision, etc. t that I performed in in which i W compelled to Use 
the Xylophone Mallet or but t  end of the t impani stick for the 
complete performance while changing from one instrument to 
the other. There was no time to change sticks. The arrangement 
did not  give me time to change sticks. The Matched Grip was 
used at this time of playing using the drum sticks with either 
grip when the opportuni ty came along. 

I t  is MYTH (having no foundation of fact) that the Matched 
Grip was invented or discovered only recently by  a my~erious 
self-appointed ambassador ! ! ! 

In  my opinion both grips, the Conventional Grip and the 
Matched Grip are mandatory in the production of clean 
technique for a super performance in all types of engagements. 

PLAN NOW TO ATTEND: 

1977 PERCUSSIVE ARTS SOCIETY 
INTERNATIONAL CONVENTION 

OCTOBER 28-30, 1977 
at 

University of Tennessee 
Knoxville, Tennessee 

Mike Combs, Host 

The reader can see that, in counting, we try to reduce the 
rhythmic figures to a co.mmon denominator. At first, speed is 
not important--accurecy is. If possible, try to relate new 
rhythms to rhythms already known. Most important - Don' t  be 
lazy; don ' t  guesa THINK and COUNT. 
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By: Jim Piekarczyk 
Community Professor of Applied Percussion Studies a t  

G o v e r n o r s  State University, P a r k  F o r e s t  S o u t h ,  I l l i n o i s  

STUDIES [}i-ajl  SET . .  

In past issues of Percussive Notes my articles focused on 
melodic drum set playing, equipment set-up, hi hat endurance, 
bass drum endurance, and practical application of the above, to 
drum set solos. I would like to introduce more excerpts from 
my book titled, "Drum Set Endurance'; to be published come 
September, 1977 by Opus Music Publishers, Inc. of Chicago. 

The book is geared for all beginners, advanced players and 
professionals. The aim of these endurance exercises is to give the 
drum set player a good functional background, with which 
he/she can develop his/her own individuality and creativity with 
the drum set. 

,I ,,JT~ ).__~j_rZIj_J]l._l_~ 

I . . . . . . . . .  I" 

, , ~ J  ~ _ ~ + ~ _ ~  ~ ~ , ,  
I "" " - -  . . . . . . .  It 

INTERPRETATION OF THE CYMBAL BEAT 

Much confusion is often caused by the dotted eighth and 
sixteenth note ( = J ~  ). The cymbal beat can be broken 

down into four basic notations, as applied to jazz drumming. 

 l-J J 

#3 ~ . . . . .  

,1 J a_a I .U!. 
1. Extremely Slow/2. Medium Slow/3. Medium Fast/4. Very Fast 

CYMBAL ENDURANCE EXERCISES 

Practice at different tempos, without the bass drum and hi 
hat. Then add the bass drum and hi hat. Also work with all 
dynamic levels and try to achieve new sounds, with tip and 
shank of the stick. 

~,J J_Z:J J ~J ,!_iT.. J .,, 
I "" " . . . .  I i  

Continued Next Column 

PRACTICAL APPLICATION 

Also practice and improvise on the above cymbal endurance 
exercises. Try them in two and four bar patterns. In addition, 
work with tonal possibilities from the cymbals, playing near 
the edge, middle, dome or (bell). 

EXAMPLES IN FOUR BAR PHRASES 

¢~.J J , , ~  J , • 

rr ~ ,, J ¢ ~  .... v '--, ...... > I 
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CONCLUSION 

Use your entire cymbal set-up to practice all the different 
sounds. Develop your fingers and wrists to a degree where 
you have speed and flexibility. 

Remember, that as you gain flexibility, the ideas that you 
have stored in your mind will eventually speak out through 
your cymbal playing. 



AMERICA'S OLDEST AND LARGEST 

our: 

EXCLUSIVE PERCUSSION CENTER 
3g ~ NOW IN ITS YEAR AT THE SAME LOCATION 

ANNOUNCES 

S II Pl] IP,%ussion Products Line 
MAURIE LISHON 

Pres. 
MARTY LISHON 
V.P. & Gen. Mgr. 

226 South Wabash Ave.  

Chicago, Illinois 60604 

312-922-8761 
312-922-1300 

TILE: HOME OF QUALITY NAME BRANDS -3~ 
in percussion instruments, accessories and literature 

EXCLUSIVE DISTRIBUTORS OF: 
PERCUSSION & MARIMBA ENSEMBLES 
From the Library of GORDON PETERS 

PERCUSSION ENSEMBLE 
SWORDS OF MODA-LING- G. Peters 

7/8 players plus piano (timps, Mallets, Perc.) 
MARIMBA ENSEMBLE 

LENTO-Schlenk 
PRELUDE IN Bb MINOR-J. S. Bach 
GREENSLEEVES 
GALOPING COMEDIANS-Kabelevsky 
MATONA MIA CARA-Di Lassus 
BALLET OF THE UNHATCHED CHICKS (Pics at 

Exh.)-Moussorgsky 
CHORALE-Resseger 
POLKA from "Golden Age"-Shostakovich 
SCHERZO-Symphony ~4-Tchaikovsky 
KANON-Pachelbel 
WALTZ (Serenade for Strings)-Tchaikovsky 
FARANDOLE-( L'Arlesienne)-Bizet 

All ensembles have full scores & parts. 
7 players required (including 1 string bass) 4 
marimbas, 1 xylophone needed 

PAYl CASES 
FDS CUSTOM TAMBOURINES 
VITRO UTILITY MALLETS 
CONCERT SLAPSTICKS 
METAL RUTE (CYMBAL CLAW) 
STOESSEL JINGLES 
STOESSEL TRIANGLE BEATERS 
BETHANCOURT MALLETS 

VITTO TYMP SOLOS (2) 
w/piano accompaniment 

4 MALLET TRADITIONAL KEYBOARD 
(unaccomp) 

ED STRAIGHT - Snare Drum System 

SOLOS 

THE ONE-STOP ANSWER FOR EVERYTHING AND 
ANYTHING IN PERCUSSION INCLUDING THE 
MOST COMPREHENSIVE LIBRARY OF PERCUS- 
SION MUSIC AVAILABLE IN THE U.S.A. 

FRANKS DRUM SHOP 
-51- 



FIX IT - -  BUILD IT CORNER 

SNARE DRUM MAINTENANCE 

1 

4 

2 

fig. 1 

by  Rich Macar 
University o f  South Florida 

Tampa, Florida 

From my  experience in 'pop '  and ' jazz'  music, I have been 
confronted with the problems of  maintaining a consistant snare 
drum sound. Despite acoustic and personal playing considera- 
tions in these styles of  music, the snare drum can take quite a 
beating; thus increasing the possibilities of  sound inconsis- 
tancies. I would like to pass on an approach to  eliminating some 
of these inconsistancies to fellow players. 

The obvious subject to begin with is the condit ion of  the 
snare drum. It  is a worthwhile project to dissassemble your  
snare drum completely. First, I suggest checking visually the 
rims and shell for roundness. You may have difficulty seeing if 
the shell is out  of round. You can try using a ruler, measuring 
from opposing lug points. The rims can be seen more easily and 
can be remedied carefully with a little muscle in the precise 
spot. Otherwise, replacement is the final resort. Before you 
dissassemble the tuning lug apparatuses from the shell, take a 
moment  in silence and strike the shell with your  hand and listen 
for spring noise from the tuning lugs. Some drums make more 
noise than others. If  this noise bothers you, I suggest stuffing 
the inside of  the tuning lugs with anything of  your preference. 
Next,  check to see if any parts of  the snare switch are bent. 
Sometimes the tension screw bends, which keeps the tension 
screw from pulling consistantly vertically, wobbling sideways as 
you tighten or loosen the screw. The only solution to this is 
replacement of  the screw. Last to consider are the snares and 
drum heads. Of course, you can' t  expect  to get a consistant 
sound from bent snares. I 've never had much success in bending 
the snares back to normal. Therefore, I would keep a fresh set 
of snares available. I also have avoided the problem of bent 
snares by not using wire snares at all, rather using 20-50 lb. test 
fishing leader line strung on an ordinary nylon or gut snare 
strainer. Leader line gets a good snap without any mush. I also 
find that light test leader line lasts longer than string to hang the 
snare strainer. 

The drum heads are the parts o f  the snare drum most 
vulnerable to wear. The problem of  gradual sound change can be 
narrowed to the points of  pressure which affect the tuning and 
general wear of  the heads. The snare head receives pressure from 
the snare strainer and from internal air pressure when the batter 
head is struck. Unless the snare head is physically injured, it 
should last much longer than the batter head. I do suggest not  
tuning and re-tuning the snare head frequently because I have 
noticed that this exercising o f  the head shortens the life of  the 
head. Primarily this exists because it is much thinner than the 
batter head. The wear of  the batter head pret ty much depends 
on one's individual playing style. I do feel there are similarities 
of  approach which enable one to generally assume a few major 
points of  wear on the batter head. Every drummer has a 
standard striking area on the batter head that naturally feels 
comfortable. Usually this area is somewhere between the center 
and the edge on the oppsoing half of  the head. Another  wear 
point is the place the player plays rim shots. The number and 
the intensity of rim shots will contribute to altering the tuning 
of the drums. This problem will never be eliminated. I do feel 
that an awareness of  the instrument may help aid a player in 
developing and acquiring k good ear for determining the sound 
he wants. 
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In conclusion, I would like to guide the reader through some 
helpful hints in tuning the snare drum. First check the 
mechanical aspects of  the drum as stated earlier in this article. 
Then begin with new drum heads and tightening the lugs with 
the fingers in the order shown. (fig. 1) This establishes a good 
starting point. Using the same order (fig. 1) tighten the lugs in 
half turns, then quarter turns until the head gains a tone. You 
will fmd that  the tone is very loose, but  it still resonates. After  
both heads are to this point, check the tone o f  both heads, 
dampening the opposite head. Usually the snare head is higher 
in tone, mainly because it is thinner. A desirable snare head is 
higher in tone, mainly because it  is thinner. A desirable snare 
drum tone is a matter  of  personal taste, but  the point  I 'd like to 
make is that  the closeness of  the individual tones will help 
establlgh a clear, clean, combined tone. I tend to keep my snare 
and batter heads no more than approximately one step in pitch 
apart, keeping the snare head the high one; even though I have 
tightened, physically, the batter head much more than the snare 
head. I find that keeping this balance in mind allows the heads 
to compliment each other, thus creating a clear, responsive snare 
drum sound. 

Two aids available in New Zealand for cutting the felt circles 
for timpani sticks are: 

(1) An implement just released here called "Snips"  are much 
better  than scissors for cutting the circles. Designed by a New 
Zealander, these are ,sold as kitchen aids for halving chickens, 
and most kitchen cutting. They will cut wire and even thin 
copper sheet, but I find them ideal for cutting felt. These cost 
about $3.00. 

(2) To cut the small nicks around the cut discs~ A punch for 
branding sheep by putting nicks in their ears will make regular 
and neat semi-cireles. Although costing about $15.00 a pair, for 
anyone making a lot of  sticks, these punches are a good 
investment. It takes about 30 seconds to go around a felt disc 
making very regular cuts. 

Norman Gadd 
5 Hollies Crescent 

Johnsonville 
Wellington 

New Zealand 



it a l l , . ,  
complete ~election in percu:~ion ir~rumentl 

includinq top narne~ in 

xylophone  == vibe  ¢¢ rnarirnba  

218 S. WABASH AVE. DOWNTOWN, CHGO 8th FL. 312o427o8480 

Kastuck Percussion 
Studio 
Discount Catalog 

Largest Growing Discount 
Catalog in the World! 

Comprehensive listings of Solos, 
Ensembles, Methods. 

Fast, intelligent service by profes- 
sional authorities of percussion lit- 
erature. 
--Discount Available to All-- 

Send =1.00 for publishing, postage 
& handling to: 

Kastuck Percussion Studio 
25 Brookside Road 
Ridgefield, Conn. 06877 
(203) 438-2910 
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NEW PERCUSSION MUSIC for 1977-78 
By William J. Schinstine 

SONATA NO. 1 for Timpani and Piano . . . . . . . .  3.75 
A three movement work using 4 pedal timpani. 
Published by Southern Music Co. MD 
Special percusion Ensemble arrangement of the 
accompaniment available from us . . . . . . . . .  15.00 

METALLIC MYSTIQUE for Parcu=Kion Sextet . . . .  5.00 
2 Triangles, Bells, Finger Cymbals, 5 Brake Drums, 
Susp. Cym., and Tamb. 4/4, 3/4, 4/4 (M) 

ACOUSTIC SUITE for Percussion Sextet MD . . . . .  6.50 
Part I -- S.D., F.D, Rote Toms, Susp. Cym., B.D., 

Timp. 
Part II -- Xylo., Mar., Cast., Bongos & Vibes, Vibra 

Slaps Cuica 
Part III -- 2 Tri. Tam., 2 Susp. Cym., Vibra Slaps, 

3 S.D., Rote Toms, Timp. 
THE GENTLE METAL MONSTER for Percuxion 

Quintet . . . . . . . . . . . . . . . . . . . . . . . . .  2.25 
Brake Drums, 4 T.T., 3 S.D., Bells, 4 Timps.(M) 

QUADRUM for Percussion Trio . . . . . . . . . . . . .  2.00 
4 S.D., 4 Tuned Drums, 4 Timps. MD 

BOSSA N O V A  WITHOUT INSTRUMENTS . . . . . .  2.25 
ROCK TRAP for  players without instruments . . . .  2.25 

Both of these are show stoppers yet easy to perform. 
Especially good with large groups. 

EVOCATION NO. 1 . . . . . . . . . . . . . . . . . . .  1.00 
QUINTANCE . . . . . . . . . . . . . . . . . . . . . . .  1.00 
THREE MEANS TO A N  END (Three Mvt.) . . . . . .  1.75 

New and very diff icult snare drum solos for recital 

performances. ( ~ O F  
ORDER FROM 

S & S SCHOOL MUSIC 
Keirn & Buchert Road 

Pottstown, Pennsylvania 19464 
Phone 326-6211 



PROGRAMS compiled by  
WILBER 2". ENGLAND 

Indiana University, Bloomington, Indiana 

ATrENTION - ONLY PROGRAMS THAT GIVE 
PU~LISIIER INFORMATION ARE PRINTED IN 
PERCU~IVE NOTES. Alwsys write thk tnformzttoa in 
oa your I~Olgamg b4ffore I*ndi~g ~tmu. By doing io it will 
make tim Programs u-flag mech mot* v ~ u ~ e  ss a 
mmat~* fo~ lo~tth~ t ad  ot~edag fitetamr* by  ~1 o f ~ r  
medea. 

ALABAMA 

ALABAMA STATE UNIVERSITY 

Ftc~Ity R*dtal 4/27]77 
Von Tony Fee ,  Pexcusdon 

Octaw Etudwi~'~ - h r m u s  
Rhythndc-Bozzs-Ix~c 
Prelude Op 11 No 7-Mumer-Stud[o4 
Etude in C Ms~or-Mtu~ - Studio 4 
Etude In B l*~Jor -Mu,m~ - Studio 4 

Pemtmlon & Mathn~t Erectable 5/12177 
Tony Free, D k e ~  

M,t pie Lesf R~-Joplln - Mtau 
Tl~r*e Puerto Rkan Songs-I.ang - 
Gvteadeeve~Darig - Ledw tg  
Commtlno for Tlmpmfl-colgra~-MFP 
A ~ of  B ~ v ~ u r p h y  - Msnu 
Theme from S.W.A.TA~eVor~on - Manu 
Senior RecittI-R~gm Rndtdph $/21177 
h ~ a m b n  

F~mtany-Scherzo-Neak - MFP 
for Madmba-Shebate (Fhe Jal~m Feckration of  

Composers 
Theme & VathtionvPetets - Pe t . s  
Reflectlon-Kmck - Lang 
Blue-Note*Aebenold - Manu 

Senk~ Recital -NdlUp ,Pugh 3/23166 
P~cunlon 

Tu:hecm for Four Tlm~mt and Pkno-Gme~Te - MFP 
Duo for Vlbnphone and ~ b a  - MFP 
Rondo for Ma:hnba-Frtut:r - bflFP 
Fantasy for Ttmpenl and Piano - Wucbokl -MFP 
Adventttr~ for One-Stem - MFP 
Concerth~o for Marimba and Piano Op 2l-CreKon - 

Schhnu~ 

AUBURN UNIVERSITY 

Pefcuttlon Ens~nb~ 3/10/77 

Marimba Suite-SUler- Bt l f ~ t  Star 
The K~g of Denm~k-Fcldmta * Peters 
O~obef Mounta~-Ho~tness- Peters 
Thum Etude4-Mtn~ * C,*mble I ~ e d  
l t ~ l ~  D a n c e - I ~  - Avtnt 
Konzert Fur Faukm und OrdwJter-Thaflchen - B~te and 

Bock 

U ~ V E  I ~ T Y  OF SO UTH ALABAMA 

l~-cusdon Emembia 4/21177 John Pap~tefaa, Dkeetor 

Fm4oso and Vahe In d mlnor-Hatch - Hatch 
Somta for TimpenLBeck * Boston 
Vahe Trbque-Dav~- Bamhowe  

A:chak: Daace~Rtmell- Bourne 
V ~ t l o n g  for ~ o n  Q u~'tet-Youha.~ - Cole 
TI~N Dm~ee~McKem, k - MFP 
Untitled Piece No I for Jazz Trio-Brown* HtMzr 

Pacul ton  Erectable 5/19/77 
John Papt~efan, Dkec~or 

Sabre Daw~Khachmturkn - Pennu~ 
Zulu-F'mk - S ~  
PurmR for Solo Marimba ~ d  P e r ~ n  Ensemble - 

Jenny - P~mus  
A I .a  Samb t *Pe tm  - Peters 
Con f l k t  o f  Imes~ t .De lp  - Ke~o r  

' I ~e : I ~e * -  Downbea t  
Take F l~Demm nd - Newlon~ 
gomlng Glo~-De/p * IOmdor 
Uraqu~e Dtnce-Bmbeck - Nevaone 

ARKANSAS STAT~ UNIVF.~W~ 

Percua~o aht  4/12/66 
Don R. B*kw 

XOE for 4 Timpmi tad  Satre D~am-Z~m - Media 
Canto Inflmo for Flute t ad  VIbraphone-Kop~t  * 

Edition 14.nd~n 
Poem*Sndth - Media 
Tone IIIoMiyo ~ - O ~  
Four B~atal~m fur solo VIbrsphone-St d n ~  * Soemw 
Duettio Concertanta for Flute and l'~-cusLon-Dohl - 

B r o k e  

O~.JFOKNIA 

OJ . IFORI~A STAT~ UhqVERSITY-FRE~NO 

Pe~gu.~oa Erectable gec~1312~ ]77  
Bud Walter, Director 

Ftaf:ze for Percu~on-Hehn* MFP 
Symphony No 1 for P c t ' c u ~ o ~ o n e  - (:3rune 
Three l~y - Ervin - KSM 
E ~  Suite - Knfft Award 
Hmtemnt Do:um-lka o Cole 
Fancy That-D~vk - Creative 

Reci ta l  411/77 

Toccata without lmtnuuent~-M~yer - Keador 
G~ographt~d F~e~-Toch * K*ndor 

W i n d / P e r c ~ n  e t . ~  11/4/76 

~ e e  P~y-El~la- KSM 

12/2176 

I'~ht ~ fur P~rx~lon-$tmx -M l l ,  

5 / t  

Romp-Gotdmbem - C ~ p p a l  
Tormdo-Merkovkh - Crm tire 
Two Um¢¢omptnled Solos for Store 
Drum-Colgra~ - Schkra~ 

CONNEC-WICUT 

W. POST C~HT~R OF I .LU.  

Pe~cu.~on Ensemble 12/15/76 
Steven Ka~tuck, DireCtOr 

P~custion on the ProwFAmllng~ - Pro-Art 
PercusMon M ~ l S x a s s  - MFP 
Two Pdtoal* for Percu.a~on-Miller - MI~P 

Bmthers-Celgrass - MFP 

Pc~u~don Ensemble 3/20]77 
S~cve~ Kasmck, Dkector 

Blue Rhyt~an Quintet-Kor f -  PIP 
HUle Sulto-Krau~e - ~=P  
~he Song of Qta~t~ottet-Htnimn - MFP 
tloe Down-ldimd - bIFP 
Toccata-~tvez * Belwin 

FLORIDA 

UNIVERSITY OF SOUTH FLORIDA - TAMPA 

Percussion Ememble 1/26177 
Robart McCormkk. Conductor 

The Song of  Queztece*tl-14tnlmn - MFP 
Concerto for Four V I o l o i ~ s - T ~  
String Quartet Op 33*Haydn 

GEORGIA 

AGNES SCOT~ COLLEGE 

• Peecusd~nkt 11/14176 
Scott Douglas 

Um~omlmnied Somta No l-Bach- Intermfloml 
bkrknba S~Re-Slfler * WIM 
Suite for I ~ b e - F I m ~ g e ~  - Pete. A r t s  
Prelude Op I I  No 3 - M ~ -  Studio 4 
Eludes Op 6 No 8-10-Mm~r * Studio 4 
Songs-Burton]Con~t -Cr~t lye - Htha Mu,dc 

F~ORY UNIVERSITY 

Pe t . cu~ak t  4117/77 
Scott Douglas 

Adwnturor for O~e-Stem- MFp 
Toree nI-~b-o~d- O n ~ l ~  
Co nw.rs~don-Mb, osM - 1,hnu 
Sure for ] , l t ~mba -Fh~e r  - Perc..tats 
Sorest for 'I~mlmn~Bec, k - MFP 
From 8 Pieces for "fYmpmd-C~er - Asoc .  

Two Mo~menu for bh_,imb*-M~tm Tamka - Ongaku 
SomRa In g mlnet~Bach - Intematbnsl  

F r e s h  Chambe~ gmic  6/21/77 

Coocerto for Madmb~ and Vibraphone-Mt]l~md - Enoch 
for F I~e  and lff~no & Bus Drum-Boll~g - Han~.n 

I0 th ~ M,,-~ l~mttvM 6/22177 

Concerto for Vtolk~ and l ' ~ e m ~ a  ~ H t r f i t o n  - 
I~ta~ 

IDAHO 

BOISE STA'I~ UNIVERSITY 

Concert C k ~  10/1176 

Tudd*h 14Ju~Beethowm - Msnu 
Kl=m Itom~ k m e ~  Tune - I, b a u  
GnmosJeeve~-Trad. - Manu 

Concert 10/29177 

Sot=~e* ID-Bt~rge - Beu~l* 

Con~zt ~ m  11-19-76 

Ands~me-Pes*tul - MJmu 
A Time for Jazz-Spea~ - Southern 

Senl~ R~ci~l i 1/19/76 
Pat~kk Fhh~y  

S o ~  IlI-Burge - Bronde 
J-21557 ,~lo for Sr~re D,zum-Bugger t 
Coace~o for Five Keel* Drums - ~ - P~ters 
Etude for Tape R e c o ~  and l ~ u ~  - Cshn 

F~,dt7 R~cRa111/20176 
John B~ldwin 

Bra~het-Chlbm~ - l ' n t o m / H ~  
Cymtm lkm-Moese  * Studio PR 
Sul~ for X y l o ~ r  - Cohxy 
XL Plus One-~tlar * South4m 

C o n ~ t  ~hs* 12/10176 

Wi~tt O~Hd h " l h~ -~  - Manu 
.roll}, O ld  St .  N i ck  Wkh~  You • Mary  O~*¢ma~am 

B~Idwin - Ran~ 

Concert C~us I[21177 

Bz~',chm-Qd~am * P r a t o n c / I ~  

Concur C k ~  

Six Du~ts-Leonud - Leon~d 
Dnette fur Trommlet SuR@Hochmlx~ * Dobllnll~ 

K e y b o ~  ~ u l t l o n  . ~ b l e  and ~J~t'~u~doa EaJonthle 
3/6/77 

John Btldwtn Director 

A ~ B a l d w t n  - Hane 
Three Cor~ert l ' k ~ I ~ r t c h  - Id*Amb~ UnfimRed 
Two Moveaw~ts for Mal~t~-St0taort * 
The Ent e~ta kw.~-yopl~aylo~ - Manu 
Q~e i '~m-R~mo/B~dwtn - I~tae 
Fip Fop Fuppe~pivack - I~mg 
( ~ ' * t t l * - ) ~Emu~-a l ndez  - 
Galmbom ugh-~ulgw - Southern 
Two Min~tm~-Miml - Crmt lye 

Concert ~ 3/11177 

C o ~  fo~ Marimba and ~ B u t a  - FDS 

l~t t  Fkhe~ t y  3/I$/77 

Concerto for Mtrimba and Coc?eatra-B~tt - FDS 
Elude for Tape Recold~r and ~ o ~ - C a h a -  Cahn 

Keyboard Percumlon ~memble 4]5[77 
John Baldwin, Dkector 

Octet for Keybmrd Pet~'m~on-Snoeck. MFP 
~ B * l d w I a .  M~mu 
~ - t ~ - l ~ n ~  - FDS 

Concert Nece~lhtch - K ~ n b ~  UMimited 
Two Mownent~ for I, b a e t ~ S ~  * Lang 
Que Pa~a-Ronmo - Manu 

Kcybom'd and ~ n  Emembles 419177 
John Baldwin, D ~  

African Tr~ogy-Ditmo nd-  Plophe¢ 

IDAHO STATE UNIVERSITY 

Junior Recital 5/2/77 
Domkl Ikchmek t~  

8 Pieces for Ttmptai-Ca~: - Amodated 
Etudes Op 6-Mtm~ - Studio 4 
Optiom l-Schwar tz - Medk 

Pe~ut~on Erectable 
I . m y  Snklzr, Dkector 

MENC Northw~t Rq#ond Conv~tlon-Smttte, WA 
RIUnka 5 and 6-gokhn - Se~he ra  
Mettl Comefl.Dmw - Paul P~ce 
Mudc for Ma~eU and Pe~u~/on-Bavkchi * Oxford 

Percus~on Era*ruble 4/20]77 
SnJder, Dkector 

A Taste of  Bmhnu-Dt'ds - Crmtive 
Panda Paum-I~vk - Crmtive 
El Rac~ Do La Cammown-D~v~ - ~ t i v e  
RRraka 5 and ~-Roldan - So t ~ t ' a  

Stud io  Pm~-~don  ~To  

Two  K~caa  D*nem.S toe t  - S tud io  4 
Y d o w  Aft~ the Rskt-l**tws - l**tm's 
Scherm a Du*-Krtft - WIM 
S ~  l~il*ctiom-?*t*rs - l**t~n 
"Ikm* ~ for Solo Sm~e D~m~-Bor~on. C ~ p p ~  

2040's Sortia-Abd - I.xdwk 
for ML, kaba-Dtmu~ - 

m u &  Op 6 No 9-Murat - Stodlo 4 
Etude Op 6 No 8 - M m ~  - S tud io  4 
Soatta AI3*zm-~t~  - l ' * tm 
Lfa'a Ip pout Maz'm~ba-Soeyo~d- O~a l cu  
Coacwto-Mlhtud - Un. Ed. 
Cone t t t hm  f o r  Ma rkaba -C t~ ton  - Schkme t  
RecRa t i ve -Ca~ r  - A t t oc .  

I L I . INO IS  

EASTERN ILL INOIS  UN IVERSITY  

"l~e Un fv~L t y  Pexcw~on Jazz-Rock Ensemble 3114177 
Johnny Lee Lane, D,hocto:  

A r e  Y o u  Map. Eaough? -L tmbe~ /~ t t e r / I , , ~e -Maau  
rove Trah*thrahk4Huff - l~hnu 
lh:etta's "rlmq~Gr t~h - l~mu 
You A.'e The Sunmhia* of My LIth-Wond~ - Mtau 
For t im  Love of  Momy~3amble - ) ~ tm t  
Eyl Wn~-Hemy - 

A IWth of Bmthowe-Me~hy - Idanu 
C~bo grid tha Maa-Feachao - I/amt 
Don't Go B, raking ~ ~ - B h n e h e / O n o a -  I,~nu 
CYmat~o~tkaeoek - lthau 
Thenm fxom S.W.A.T, - D4~ormn - M~mu 

C, w m  ~ m  3 /1S ]77  
J tm~  

Contm- t  ~md~Go ld *ob~ l  - C~pp~  

l t u o ~ t d m b a t  - C l t ~pd  

l ~ t r zmmmd Anm ~ 3 ]29 /77  
Jon Forllttch, Grog 

Warm for Nhvkab*-l~t~- lb~*tn 
Y~llow Aflw tho Rsln-Pstws - P,,t ws 

Junior R~fital 4/15177 
Jeff l~gaton 

Mod~  f o r  MLrknba -Smi th  - ~ raw  
hnprovkatlon for F o ~  Tlmpm,tEtrter - Auoc .  

Nd~le lphh  Compost's Forem 4/26/77 

lnd*ct~oa-AmRbeia - ElU 
Pl~z ~Wo-Bv0oks - Wyatt 

Uvol-Fosd - ElU 

ltm'ctm~on and Nm'tmba Eammble 5-2-77 
Johnny Lain, Dkeetor 

fo: PercusMon Em*mbl*-Rau~hqmbat~ - Tly 
I , [ y s t~om l lmm B~ 'om t im  G~ t * -Hovbam~  - l ~ tm  

G a m b ~  ~ for Perc--mlon Qulotet-~oll~z~ - 
~ n u s  Ik l - l ' tka f im - l '~me* 
Even~g Pnyer-Hump~diaek - l~cmor 

from Symphony No-4 Tschtlkowsky. Fnmk's 
E n t e r t a ~  Rqt-Joplia- l*mnua 
Toc~t ta for PercusMon lmt~ummtt-(~wem: - M i l l s  
Deaee o f  B~ . k -Haked  Mot~tal~ Sto rm- I l ovh~L~ -  

Pet*t'~ 

GOVERHO RS STAT~  U I~VERSITY  

Pa'cu...Zo n Ensemble 4/17/77 
Jim 15~u~,yk.  Dk~tor  

~ketchm from th* Fa~ E u t - l ~ k  - J.B. Pub. 
G o o ' e  From thn French SuJt~ ~ 5 - Ik~h - Sot~ha.a 
Fantssia in o minot ' - ]~u:h - Southm'~ 
'Dtmue and Vsx~tJons-F~sR * WIM 
Two Movements for Mm'imbi*Ttatka - NAF Pub. 
F . ~  Dm~ce Tloup~-Mid East wn M u ~  and Dan0~. A H 

& A  

ILLINOIS STATE UNIVERSITY 

M E ~  Confumac* 3/19177 
Ekyphony, Op 56-H~emrtamm - 14ram 

M d e t  Enmmble Ad Ho~ Trio 4/27[77 

Percu~ion M ~  for 3 Fiayer~Stm~ - MF~ 
El Gate Ui~e-Ma~om/l~ulu - 
Fkst ' l ln~ Ev~ I S~w You~ Faa,-Maccol - ~ n u  
Horn Stacorto-Dtnku~htch - Hatch 
Imag i sm-Ba t ch  - I ~ t t ch  
Tho ~ Ftme-Moum/Hatch. I~tch 
Lahby-Kl~w.lmturhn]H~tch. Hatch 
The Ida~r~g* of  F ~ l d o ~ g r t / H a t e h  - I~teh 

l ~  X e c ~ l  5[6/77 
Tmmthy L Morrow 

Pr~edo Fet-~ et FLmb-W*ber -I.*D ee 
Concerto G~otm Op 3 Ro 1 l-Vlv~dt. F i ~ h ~  
Sixty-Five Ymr~ from T o m o r r o w - ~  - Opus 
From E ~  Pleeee for Fotw T t m l ~  - .~MP 
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SOUTHERN ILLINOIS U N I V E R S I T Y ~ N D A L E  

Sot~of iU~ta l  Keybo~d P~cumlon 

C t w k e  Vtbant-GuNm - Fi~he~ 
Fly* F a ~ t  o f  an  Attkt-Keity - I~tau 
Fant t ty  on  Japtmese Wood~rint~-Ho vhene,~ - Peters 
TWo Moym'am u for MJ~tmba-Ttmka - O ~ t l m  
( 3 ~ d r m ' s  Sonz-Lithe Mink 
D m  Mlmt tu~-Tannec* MFP 
Send in the aowm-sondhe im - Revehtio. 
No Mystwy-Come- Lithe 

WIIEATOH COLLEGE CONSERVATORY OF MUSIC 

Recital 2114177 
K*n Wolf 

Adommus Te-pulearina]Dutton - P~.  Arts 
Somta  for ~/mpanl-Beck - Boston 
~ l t e  f~ M a r i a b t - F ~ n g ~  - l ~  Arts 
l ~ h t d e  Op 37 No 4 & 6-de G~tyne-Fereol  
Advo~ture* for One-Stem - MFP 

F a m h 7  l~tcumion Redta13111/77 
I ~ t h t e m  lf imner 

Wet" N ~  Dan Lleben Gott  L twt  WldtewLS. Bach - Holt, 
gk~eh~t, W'mst on 

XOE For  Four T/ml~nl and Snare Drum-P~ul Zom~ - 
}4edit 

Markn~  Suite-Paul Steer - VIM 
Suite fog Marlmba-Fia~ngeg- ~ Arts 
S o m t h ~  fog Thnptnl-Alan ~ o u r  - ~ooley & Hawkes 
('lose~-Vk'tot Feidman - Gwyn 
Dtnny Boy-Folk tune try, V. Feidmtn - Gwyn 

Marimba and Per~uulon Ensemble Conce~t 3/2S/77 

CoCo Gro~o, Op 3 No 6-Viva]dl/W. ErCknd - lho Art  
Klelne Duelte Op 38 NO I*F. Maz~ - S ~ h ~  
Ak and C-tin Re-J~S. Bach - F~eoZ 
A ] ~ ' o  and Menuett*Beethoven 

- C. F. Pet=s 
Sonata No I for T d m ~ e  Trio-F. Santhy - Idanu 
l~-cu ~do n Suhe-Armand Rumen * MFP 

for I'e~cu~inn-W. Kraft - MCA 
Wes(e~n S~etches for Marimba Trio-Robert ]~cutz  -PUrc 

Arts 
Bokro*Rondes - Fon te :  

Senior Recital 512177 
Sumn ~ ,~he th  Heely 

O llaupt Von ~/ut Und Wunder-J.S. Bach - Holt, 
Tetnhert, Winston 

In~phetlens Dkbolklue-R. Tapwa  - WIM 
Coaog~to for Madmba and V'~rtphone-Mlthand - Enoch, 

Pads 
l~gude Op 11 No 3-Ckk Omar Mmm~ - Studle 4 Prod. 
O~tve  Etude-Lorraine G o o d ~ h  Ewle- Peonus 
Conoerto for Timpmi and Bra,-Pet e: Tanner - Manu 
Concogto-LS. Bach - Schh'm= 

INDIANA 

BALL STATE UNIVERSITY 

Sophomore Petcum(on Recl~l 3/19/77 
I f ' h a  C. Lackey and Suam M. Martin 

Four M s  for Unaccompanied gettledrumI-Wi~km 
Yo~tlum - MM. Cok 

Sulta f ~  Marlmhe-Alf~ed F i ~ I n ~ -  Drums Unlimited 
Coac~'to fog Marimba and Orchmh-a.Robert Kurka - 

Welatraub 
Somta  No I for Timpani and Fwno-Anthony C~one - 

C~one 
Soch Inveatlens-Bach]Lang- I ~  Adle: 
$omta  No 2 for Trumpet and I 'w~selowAmheny CLone 

- C~one 
de Lune-Dchu~y]petecton - E k k n  Vogel Co. 

Conc4~tino fee Xylephone-Tothl*o Msyuzumi - C. F. 
PUt~'s 

Con~ctino fog Marimba and Orch~tra-Patd Cres ton-  
Schkmeg 

FNtbal  o f  New Music 3/2.5-28/77 

I ~ l e  Ca:',om-Wm. B~gmut  - G ~ a y  Pub. 
I '~lht of  the Four MoontC,.aozge ~rumb - Maau 
Purtraita o f  Thtee-Ladiet-Edwk London - C F. Peters 

Co no.t.go Night 4/4/77 

Colw*rttao for }&uimhe-C:e~tto n - Schkme~ 
DochI* Concecto for Two 1~'c~ udon-C~ ne - C ~ n e  

Junior RKHa14123177 
Vwdi G. Huffman 

Concerto for Marimba and Orchestm-Ktuka = Weh~traub 
Krachen-Ha~M Oliver - Manu 

" / ~  M u ~  Etudes O p  6 - C . O .  Mumez - S t u d i o  4 P r o d .  

Notturno E Due Schegz~Davtd ~- Lang 
Conc*fto Pot~ Battazie et Petit Orchestm-Darhs Mithaud 

- ~ E d .  

Jm~i~ RecOil 4]30)77 
Wayne Stubbs 

Cortce;'tino Fur VibraphoreSigfded Fh~k - Otto W~ede 

R q i m  V m a g  
Con~ecto for Timpanl-Htmid F t the rmtn  - Fr tnko 

Cohmbo 
Mu.e :  Etude*-C.O. Mute r  - Franks Drum 

"I~o-Da~e Grek - Ma.qu 
Concar tino fee TM~peal with Bras~ and 
Cokmss - I~ 'P  

INDIANA UNIVERSITY 

Ua~ven~y Bard 4[5[77 
W~ber T. England, Conductor 

Concettino for Marimba and Band Op 21-hv]  Creston - 
G. Schirmer 

Pe~u~len  Erectable 4]25]77 
G*orle Gtber,  Dkectog 

Fanfax~Rohert Appl*¢aan - M ~ u  
Inflcxalut-Mkheel ~ b m c h -  Hanu 
Kvadmtsplll II-Ohw Anton Tholm-a4n~en - Manu 
Canon la D. ~ jot~/ohetm Pecheibd -Marm 
Coac~t Pl~e fog ~ a~ l  ~ PUp* - M u u  
I ~  h t ~ - C a r o l  Jtnt4~ - 
lnt~odt~'tlen and Caprkcio-P*ter DaY.one - ~ h e w n ~  
Sahte-Geoq;e Gibe" * Manu 

UNIVERSITY OF NOTRE DAME 

Graduate P e ~  Recittl 5/1/77 
James Catalano 

Etude kt C Mt]o: Op 6 No 10- CO.  Mtk~0~ - Gtlable 
l ' . ~ e  

Concerto pour B a r t o k  et l ~ t a o - l k ~  lfi'Umud - 
U r d w m l  

Fqla-J.S. Bach - S c h k n ~  
Rltmo Jondo-Qz~s Sux~,-..ch - AMI" 
Concm'tino for Mafimhe and Pl*no Op 21-PUul C ~ o n  - 

Sohkra~ 
Canules-Elliott ~ - AMP 
C~,staI Sile~:*-Ofi~ Corm - bfimu 

KENTUCXY 

WESTERN KENTUCKY UNIVERSITY 

Mtrche Mi~tke-Fra~z Sohubart-Rub~nk 

Student Recital 2/18177 

Comnte-Bach  - Bach foc Bars * Unlve~sity Mi~m~I Mus~ 
Pub. 

to Go-S4ndy Feldstein * Intmmudl*te Pe~c. Soles - 
MiMs Mmlc 

" l ~ p h m - S a ~  Goodman-Mills 
The Mocki~kd-Al ice  Hawthorne - Carl Fisher, Pub. 
I.stle Rosume -Thomas I.. Davis- Cn~ttive 

Student Recital 3]25]77 

Set R e f n c t i o n s - M l ~  PUt gcs- Mitchell Peters 

OWENSBORO SYMPHONY ORCHESTRA 

Emery Alfogd, WKU l~,cu~on Inmucto~ 
Tom Van Azatel, Murray U ~ y  3/28/77 

C o n c e r t o  fog Two P ianos ,  Pazcuss ion  a n d  
Ogche~tre-~4utok - Bomcy & Hawhes 

Gtudutta Re~ta14115177 
Dave 14. I ~ ,  h r c u ~ o a ~ t  

Evefg__.l~le~Ead Hatch - Hatch 
3 Mowmeat s for S$9-1kgg~ty - Manu 
I&uimhe Suite-S~le~- Wettwn Internattoml 
Vt~l*tions pour  Percumion et  Phne-B4h-mh~ - ~ e n d ~ e  

l 're~er 
Coace~o pour Ma:kab~-Mtlhnd - Encoh et CHI, Pads 
Myths and Lqleuds of gJag Arthur and the Kn~lht s of  tho 

Round Thbte-Hm~ey- bhmu 

Student l~gttal  4/22/77 

Prayer-Riche~ Gipson - South=m 

s t = ~ t  R e d t ~  5/3/?7 

Con~mino for M~imhe-Geogle Fzock - Southern 

Percoudon and Msltse Ensembles 515177 

l'ercus~on Oa the PmwI-W~er  A m l k ~ r  - ?to-Art 
Los Dimes Azte~s-Gtuin~ Rend - bL~L Cole 
Suite fc~ Sideman and l t ~ k p p e r s - J a c k  McKenzie - 

Mudh 
Mazch from "The Love of  T h e e  Om~ges"-~g|e 

INOho fieff* Manu 
Suite o f  Lu]labk~-t:L Matt Wttd * Mann 
Latin Remme'  - Thorms I .  D a r k -  Crmt be  
The F l ~ t  o f  the Bumble BeeN. ~ - g o r s e k o w  * 

Cx~tive 
Sarahende in d mlnor-Vamdel - Manu 
Pulka from '*I'he Golden Age"-Dmltfl 
Shogtkovlch - Frank's Drum Shop 
Ballet o f  the Unhatched ( ~ k s  fgom '?ICtU:eS at  an  

Exhibition" - 
Modest Mou~,ogg~y - Frank's Drum Shop 
C o ~  G d o p - D m ] ~  Kab~dev~ - Dntms UnRmttad 
Jap~a~e I n ~ r e ~ i o m ~ ' o  ne -Ckone PUb. 
C~unher Piece for l~ ' cmdon  Qulntet-colgrase -MFP 
~Uflo  Joud o-~a:los S m ~ c h  - AUO¢. 
Myths and Legends of K ~  Arthur and the Krdzht s o f  the 

Round Table-Wakemen - Manu 
Lady o f  the Lake - Mann 
Sk I~ncelet  and the Black K n ~ t  - Manu 

Bob Kidder, Percussion 5]6]77 

Theme et Variatlont-Yvonne I)ezpone~ - Luduc: Park 

J~U~RYL~ND 

I ~ O S T B U g G  STATE COLLEGE 

Sonior l~tdtal 3/11/77 
Randy L Ruth  

Somta  for 3 Umcmmp~ml*d ~ P h i l l i p  ROm~ - 

Flute Sonata VI  I~ E Majog-J.S, B~w.h - G. Schkm~ 
Concerto Pour Botterid ~ Otche*tra-Dadus MIthand - 

J o ~ p h  Bolmin Mu~c It~b. 
I~mg~y 21.5-Edlar Var~e - Colbrmnc Mmt¢ PUb. Corp. 
d ~  by Bolwi~ 

Sqmior R*g~tal 3/20/?7 
David P. Ey l~ ,  Pet'cuminakt 

bichxly Op 35 No l-RaZnhold Gliere * Iamds Musk: 
Trios DaMes Peknaes-Secl~ Bando - Alphonse L ~ o c :  

Paris 
Toccata in d minor - J.S. B*ch - Kendor Music 

for ~rapani  and Pkno-Didi~ Grmffe - ]dFP 
Conce~tino fog Mm-]mbn and Pkno Op 21-had C ~ o n  - 

G. S c h ~  

lq~cta~on En~mble  Spring 1977 
David P. Eyl*r, Dkettog 

Muchache-Akn Abel - Ludwig 
]htChafltCh M a d l e y - ~ c h ] D t v i d  atr. ~ Johnson 

-M~um 
lanark-Chuck Maagiom art. James Roder-b~.nu 
Ctmpt own Racer-Jerry Bih'k - Ludwig 
Ev i  Wtya-Sormy Bu:ke ant. David Eyidf - Mamu 
Goht" Out o f  My I ~ t d - R a n d a z z o ] W ~  tar. David 

Ey l~  - Manu 
~ t  Cruah Colfi~o n M~ch-S. Joplin tar  Jo~ph  CA~twel~ 

- Mann 
Hoe-Down fog INncuaflot't-Joth ua Mheal - MF~ 
MacAtthur ~a~k-James Wchb are D. Eyleg - M~nu 
M o o n l ~ t  Feel* Right-Bruce Blackman t r :  D. Eyler - 

Manu 
One Fire  Mornlng-I .khtho~e g r .  D. Ey]er - Manu 
gikki  Don't  Loose That Number- B¢cl~t/Fagen art. 

DuWane Sandiin - M~mu 
Sabre Dar, ce-Axam Khecheturkn-  P~mus 
S r a i t ~  Phases -Y~vood~ .4q~ l /Wood  an'. D. Eyl~  - 

b h n u  
Splnnk~ Whe*l-Davld C. Thomas Art. B. Johnson-  Manu 
Sword of M o d a - ~ r d o n  Peters - G. h t egs  Pub. 
Turn the Befit Around-Gerald algl Peter Jacloon an" D. 

Eyle~ - Manu 
You Made Me So Very I~py-Hol low~y/Go:dy/Wibon 

ar~ D. Eyk~-  Manu 

MASSACHUSETTS 

UNIVERSITY OF MASSACHUSETI'S 

Student Recital 4]8/77 
David Wien~, P~cundon 

Throe Mov~nents for five tkalmnI-Taymond Iklble - 
Manu 

Dive~hn*mto fog w~rtmhe and alto atx-Akim Yuyama- 
Yuyanut 
Two Songs on  Tanka Pueras~Se:le do G4~yne - Fe:aoZ 

PUb. 

Pacumtoa En~mble  4/14/77 
l~tte: tL  Tanner, Dk*cto~ 

Evolat ioa~Lmatrd - Laoatrd 
Toccata fog M a r ~  and l~cu.udon Era. - Kelly - ACA 
CecemorJ~-Cretton - Schhr~r  
CO reed k m  Colop-g~,~d*v~cy - FDS 
Two Pieces from "peer Gynt'-Gfleg - V ~ m t  

~ D ta~ 'S .  J o p l i n - ~ n t  
Ye*te~lays-K=rn - h is  
B4dkt de Tres Pkrms-Da|p - ~ k l * e  
Eaoore kt  Jazz-Fkth - Fbhef  

lq~cumion E m e m b k  4]14f l7  
l~te~ H. Tmaer .  Dkecto: 

A I . t  Haa~o-Pete~s -KLM 
Bm-nlng Dome Ov~ture-Hovlmnem - Peters 
Bokl~Romlet-Fofster 
~ T d m l ~ o ' n k y  - F ~  
Lento-Sdde~k - 
Dmue Macatne-sotnt-Stem - V'mcent 
Xyidm.I .mmM -Lmnard  
Sonatin~Tult - B & H 
M~ozo~c Ftntasy-Baueraghmidt - M~P 

P e f c ~ n  Erectable 4/27]77 
Peter H. Tanner. Dkector 

Cymbal* and t o n e ,  Peter Ttnne~-Manu 
Somtim-Tell  - B&I! 
lento fog Marimb~ Ememble-Schlenk - F:tt~k~ Dram 

Shop 
Toccata for Magtmhe and l~r~m~on Era~mble-gelb" - 

ACA 
Symphony re :  P = c m d e w l . m m : d  - Laomrd 

~ H I G A N  

cEWrRAL MICHIGAN UNIVERSITY 

Studeut Recital 3/31/77 
~ k  GoV~ 

Vt~ t f lom for Sole g0¢tlnd:ums-Jtn Y E ~ s  - MFP 
Divis ion for Flu~e and Madmhe-Petat Tmw,~ - MPP 

Conch-to for P l ~ u  ~oa-D~' .us  M l l ~ n d .  U ;.'.~i =~' 
F r m d t  &,rite-Win. graf t  - Wmt*m l a C K m t ~ m l  Mnde 
2 INektd~ Op 11 No 1 S ~ k r b b ~  - Fe~tei 

MICHIGAN STATE ~ R ~ T Y  

A , t w i n  4/7/77 

2 Acts for 3 Plnyus-Rou l .m F t n m y  - Ps tan  Edition 
~ pL~-Jme Hutehuon-tinpub. 

M -.b for • S u m m ~  E v ~  Crumb-haws 
Edition 

CENTRAL MICHIGAN UNIVERSITY 

z2/gp6 

Theme & VarktinswWm. graf t  - Wmt. Lqt 'al  

Ou tmb~ Mmlc Conc*vt 2/22/77 

Sutte for l '~cutdoa-Wm. Ks'aft • Hms 

Faculty Rodta112]$]76 

L ' E ~ t o ~  Du S o u - t - S t n v l m ~ -  J.W. C~*¢w LTD 

EASTERN MICHIGAN UNIVERSITY 

Stnd*at ~ 9 / 2 t / ~  
Ruth M ~ r m k k  

Rhapsody for Madmb*, FIu*i*I - Rondar 

Pe:cuMon Enmmble 11]'21/76 
M.khud Jammon, Conduc~r 

Pacticlet-Brown - SMC 
Oc~ber Mountah~Hovhanem - C.F, l~tars 
E~m~ Ct~Mmquk~ Jmam - Y~au 

J ~ l ~ s  - Crunch* 
Cantic ~. No 1 - lqmrho n - f.chtmt I m  
Ch*niah-ar g Thralit la - Soh:~uttkw 
Days o f  ~ and Ro~*s-l,6mclel - 5ch/mth~ 

Conc*cto Comp*tttlen 11/24/76 
Ruth 

Fantasy on  J s p t m m  Woodpdats-llovhemm- C. F ,  l~tt~s 

Wind and Pwcumion C ~  Day - 1214176 Faettlty g ~ a l  

Jammon, Conductor 
Mm~nbat o-Bxown - gea~k~ 
lmqu  seBmwn - Roader 
Tornado-l&ukovkh - Qmtfv* 
Somta  for T h : N  'rr, mptnl-Bcw.k - Frank 

Wind and Pe~cumk, n ~ Day 12/4176 
l ~ ' u n d o n  .Enmmbl~ ~ J ~ a ,  Conth:¢tog 

Pact]elm-Brown - SMC 
Octob~ M o ~ B o v h e m ~  * C.F, P e t m  
E~pani Canl.)~,:qulmileanm. ~ u  
] ~ . k~ck l ag  Tdo for ~ D n u a - ~ l e - ~ u  
Gmticle No l - H ~ r k o n  - MFP 
C~erbh-tn. ' l 'h~lthia - Schlmtin* 
Days of  Wk~ sad gome-Matwtal - ~ . h b ~  bm 

NACWPI Mklw~t~rn C o a f m m m  
Facuay 
Redmy HI~  Flute & Mldmel Jammon, Pwcumlon 

Div~a~om fog Fluta aad M a r ~ - D ~  * MFP 

Student R0cBa1211/77 
M~k h : k w ,  Bob lqnl*, Eric Al*xkss, Pm~uMon 

~-fem Y m n  From T o m o ~ o w - E ~ m  

~ n d m t  R~chel 2/22/77 
Ruth McConakk,  l~-cu -,~,n 

Jtn-gr~us-Haogy Adk~ 

Pet'cum~n E a m m b k  
/ammon, Conductor 

Partk.kt-Bmwn - SMC 
Fou:  Times TMm-B~owa - g m S o r  
Gt t raborongh-Gwi~ - SMC 
Days of  W ~  and Roses - ~mdnl - ~Znstlne 

P~cuadon Enmmble 2/22/77 
M k h m l  J ~ ,  Conductor 

Partleks-Brown - SMC 
Symphony fog Pextum~n-Pa:chraan - Ellmn Vog "~ 
Ctlmbomugk-G~ng~ - SM~ 
Four "l'Imet 'I 'hu~]k'own - gendor  
Qt~mt- t r r .  ~ . l ~ t m  - ~ J d m t i m  

State PAS H ~ h ~ g  2/26/77 
Mkha~ J a m m o ~  Conductor 

Perflc4m-Bmwn - SMC 
Gdmhe~nsh.G*ulm - St~ 
I ~ s  of  Wk~ and Roms-Haachd - Schlmtlm 

Facelty ~ 3115/77 
I/dched J ~ n ,  Ps~cutdon 
~ r ~ r t  Etud4~o4d~he]Jammon - Muu 
Toccata for Marknhe-Dl*m~ - 
Four Solo ~ fo! Tlmpm~Frock - So~h~ 'n  
T o r m & ~ M ~ k o v i ~ -  Qmth,  e 
Hogs D ' O ~ u ~ ' e - ~ 0 t i l .  I ~  Due 
Mat'k~mto-Browa - Kt~dog 
Imqua-Bmwn - Kmsdot 

-55- 



Ruth McCormick, Paxcumlon 3/21/77 

Etude No 2 for Mazimbe-Stout- Studio 4 
Fis~on-Ltn~ - Hertry Aider 
Ftntaay on Jlplu~..~e Woodpfints-Hovhaness - C. F. Pet e.n 
F r e s h  SuRe-Kraft-WIM 
~ i o  - Omdve  
Solo Impt~u/on for T h e e  Ttmpani-Firt h - (3tfl Fibber 
Jan-l~raus - Hemy Adler 

Fe~umion Ememble 3/22/'/7 
Michael Jameson. Conductor 

Ga]mbemugh-Cmugez - SMC 

Phi Mu Alpha Symphorda Annual Ameflc~n Mu~c 
3/28/77 
Michael Jameson, Petcumlonbt 

Yellow After the Rain-paten - C.F. Peters 
Somta for Tunpanl- eck- Fnmk 
Fandtngo-Bemon - C~ppell  
Robert Pede, Petcumlon 
Hora Staccata-Heffe ~/Gold e nberg - Fitbe~ 

Pareusaion Enterable 3]29/77 
Michael Jameson. Conductor 

Fon:tt Rahl-De~onte - 
Concerto for Tuba and Pe~ctu~on Orchestra- Hartley - J. 

Boonln 
Canticle No 3 - t h n i ~ n  - MF~ 
Double Trio for Bt ck~tlcket~-Co ~eBo-Manu 
Shadow of Yore Sm]k-tn. Schimtine - SchL~tine 

Student Union Perform re'ices 
Ruth McCormkk, Pe~um~on 

Koke No. Nlwa-Hovhtne~ - C.F. Patert 
Lt Sl~tgnoh-Onarl/Jo;~f f - Rubenk 
La Paloma-Yradier/Jo~- Rubenk 
L~ CumptrtRa-Rndrlquez/Joliff - Rub~nk 
hm-Kraus-  Heury Adler 

Student Re~tal 4/12/77 
Mug hxker,  Pe~-umlon 

Suite Mnd~n-Smlth- Kendor 
Bob Pale, Pa~cusdon 
Ho~ Staccato-Helle ~z/Go Ide nberg - Cad Fbher 

GROSSE POINTE NORTH H.S. 

s1117~ 

Concerto for 2 Percmsbn]st..-Cimne - Ckone Pub. 

NORTHERN MICHIGAN UNIVERSITY 

P~cu~on  Ememble 
Je=roH M. Michaehon, Dkector 

Three Epbod~t for l'e~-u=len Erectable-John O. Rellly - 
~ e r  

BalLDavid Gordon - MFP 
October Mountain-Hovhaneu - Peters 
Toc~ta  for Parcu~ton Instruments-O.a~-z - Belw~ Mills 
Three B ruth ors-Co l(D-~s - MFP 

Pa~umJon Ensemble 4[6]77 
lermld M. M ~ n ,  Conductor 

Scherzo from Symphony No 4-T~chaJkowsky - Frank's 
D~um Shop 

lem,  Joy of Man's Des~-J.S, Bach - Ma~nbes 
UnIImltnd 

G r e e n ~ e e v e ~  G o . o n  Peters - Frtnk's Drum Shop 
Toccata Without Instrurncnts-lV~tmon Meyer-Kendof 
Mtuka Battuta-Ha~old Schlffman - ~ Music 
Obamber Piece for Pacumion Qu~tet-colf~u~ - MFP 
Prdude for Percus~o n-I&dloy M~llef - MFP 
Jazz Vadauts-Beck - Boston 

Junler Recital 4/12/77 

D~ugles FL G~li~nd, Tony Lehot sky, Pezc,,.~oulsts 
Somta for VioSn-Handel - Schk-mer 
Four Plec~ for Ttmpanbl. Bergtmo.MF~ 
Somta for Unaccomlmfied TtmF~n!-lenet-MFP 
Etude in C Major Op No IO-C.O. M~tmble I~ed 

M u ~  
Concertlac-Geo~e Fm~k-Southem 
Fantasy On Japanem Wood ~duts for XYlophone and 

O~hestr~-Hovhane~?ete:s 

Senior Re~tal 4/18/77 
N. Lyme Koski 

Concerto in A minor * J.S. Bach - C~appell 
Theme ut Variations-De,pot t es-Led uc 

UNIVERSITY OF MICHIGAN 

James Jacobson, Pafcus~on 4/7/77 

Orfeo SuRe-Montevexd[ - Michigan Marimba O~che~t~t 
Sonata In D Major K. 49 l-sondatti - Poblic Domain 
Sontta tn G Major K. 4SS-Scadatti- Public Domain 
Timz for It~utmbe-Mlnoru Miki - Onlaku No Tomo Sire 

Corp. 
Two Mexk~n Dtnc~s for 14Ju'hnbe-G. Stout-Stndlo 4 

l"md. 
y~low ~ the ltaln-patex-Pat=s 
Concerto for Marimba Op 34- Kurka- We~traub 

MINNESOTA 

ST. CLOUD UNIVERSITY 

Pe~cugion Ensemble 414/77 

Hunprisn Dance No $ - B ~ M ~ n u  
Toccsta for Perctm~on ~ m t r e C ~ a v e z - B e l w l n  
October Mountain-Hovlume~ - C. F. Peters 
Concerto for Pex'cu ~ o n  EpJemble-Bnmd* Bramom 
Ruu~tn Parcu mlon-Stot e#,'eay -Bramora 

Mo~ri~ Alan Brand, Pa~uudon 4/18/77 

Somta Ho. I in g minur- J.S. Beeh - IutnL 
C.tlm-C~-tt on - Schkmer 
Dive~omt for Flute and Marimbe-Ta nn~  - Tanner 
Somfine-Hindemith * Schot t 
Sonata for Marimba and Piano-Tanner - Tanner 

MISSOURI 

CT~ITRAL MISSOURI STAT~ UHIVERSITY 

Faculty Re~ht14112fl7 
Thomas R. Horst, Pe~u~o  n 

E~f, ht  Pieces for Four T'~npanbcer t ex-Aw, o¢. 
Ad~ntures for One-S~rn-~ 
Throe Pieces for Vibraphone SoIo*$teine~-See~w 
Concertino for I, farknb~-C~eston - Schkraer 

SOUTH STOKES HIGH SCHOOL 

Percu skim Ensemble 5/1/77 
Steve Soelton, Conductor 

Mucbecho-Abel - Ludwtns 
Oc¢ober Mountaln-Hovbene~ - C.F. Patens 
Ho~tsy Spec~-Abe~ - i .~wig 
Variations on Amerka-C~odmtn - MiSs 
Sabre Dtnce-Kbetcbemdm~/B~ier - blanu 
Imlno for Patcu~on-Mei~ter 
SuRe for Sideman and Ha~khppe~McKlezie - Media 
Maple Leaf Ra~-/oplin/Banle~.Manu 

WEI~TER GROVES HIGH SCHOOL 

P=~u~on Ensemble 12/2Ifl7 
Pat H~mley, Dkect or 
Crestwood Plaza Concert 

M.P. Int~o-Webb/Hanky.Manu 
~thy Face-Davls/Akst ]Hanky-Manu 
Gmendmv~-I~vis - Cxeative 
Mand y-Englith/Kerr/Hanley-Manu 
N~dle's Theme-But kle/l~nley-M~nu 
Jesus C ~ t t  Supers~z-Weber/Rkefl~nley - Manu 
The ~ u  Song-Torme]Hanley-Manu 

Fercumlon Ensemble 118/77 
Southeast MLmouti School Band 

M.P. Intro-Webb~Jmley - ~ixnu 
Baby Fac~Dtviz/Akst/lhnk'y - Manu 
Intm to Pa~ctmiowMccezty - H a n ~  
Greemk~e~Davts - C~eat ire 
Mandy-Enf, Itth/Kerr/Hanley - Manu 
Fast Archaic I ) m ~ c e - R u m e ~ e y  - Bourne Mu~ 
Nadk's Tberne-Bo t kin/Han..L.'y - Mona 
Jesus ~ Super~ta~Webber]R[oe]Hanley - Manu 

Parceu~on Ensemble 5/19/77 

Sabre Dance-IGmchatutian - Parmus 
Bou~xee-Handel - Permu~ 
Song of QtmtzcoatbHarrilon - MFP 
Fast Archaic Dunce-Rumel - Botur, e 
Swox'ds of Modt I.~g-G. Peters - Frank's Drum Shop 
Yes Sk That's My Baby-Kahn/Hauley - Manu 
Where Is the Lo re-Salt er/Mc, Do nakl/Hank-y - Manu 
Broadway Medley-Air. Htnley-M~nu 
C~amda-Larallhnk7 - Manu 
B*ny ldannllew Medley-arc Hanlcy - bhnu 

NEW JERSEY 

TE~AFLY MIDDLE SCHOOL 

l'e~'cu s.~on Ensemble 5119177 and 5]26[77 
Walter C. Sdm¢ide:, Cond=ctor 

Overture for Percuttlon-B.~k - gendor 
Fanfare for i~cu~on-Heim - MFP 
Hoe Down-Mi.tl - MFe 
Affict n Wekome Piece-M. Udow - Sun Fox 

NEW YORK 

BROOKLYN COLLEGE 

l~'c u ~ o a  En~mble 2/27]/7 
Morris Long, Dkeetot 

Sideral~Marta PtM~ynska 

Graduate Pa~ctmlon Re~tal 5/27/77 

Fanfare and Allel~o-Leonard - Simm~k 
Cemput~ Mta~ for Pazcusadon And Tape-I~sxcn 

l ~ e r l G .  Allan O'Connor - "l~endure P~mer 
Etudes for Ms/imb~Gozdon Stout - Paul ~ Pub. 
Psappha-Ttn~s Xemkis - Central 5ahbert Music Pub. 
Caxicatur~ for Solo Pat~uulon and Chamber 
Quiutet-I,ndm~ Ulehls - Manu 

UNIVERSITY OF ROCHESTER 

Eastman School of Mmi¢ 3118fl7 
Pa~u~on  Enlemble 
John Beck, Dkector 

Blue Rhytlun Quh~tat-Korf - Pa'al Price 
Mom~tur~Wra. KmR -Southern 
CWstaWA. Molimex - I/aHa~ 
Lift Off-R. Pack- R. Pack 
COi~ shot ow, h-Gau~e~-sout bern 
Synch~onkms No S - Dtvldov~cy - Belwin Mills 
Afdcan Tn~IY-P. Cende&t - Manu 

Fatamtn School of Music 3]23177 
S~uleut Recital 
W d y  U~ty lak i  and Kris BanTJuff, Pe~-ussion 

YeBow A-qe¢ the Rtin-pat~s - Peters 
Book of Rhythmic Ar ttcululion-Bona- Sohirmer 
Re*fion-Ki~pe~ - Manu 
5 Etudes for Marimbe-G. Stout - Paul Price 
The Methodhtt Hyranal - R. Jackson - The Method~t Pub. 
Sonata in g raL~o~-J.S. ~tch -A~oc. Mtuic Pub 
Duo in e minor Op 11 No 4-Cambin/- Asm~ Mm/c Pub 

ESM 4/25/77 
F, dwa~d Moore, l~¢uulon 

Sokol Fan~re-Leos lanacek-Univetml Ed. 
Irapmvimtion for F o ~  Tymp4ni-Esrt e~ - A~oc. Pub 
"v-udo m Fw, Rives-Prokoviev - Manu 
Time for Mm-knba-Minom Mild- Onpku  no tomo sha 
Do~ble Mu/oC~e.  Harrlson- Pcte~s 
Origir*Wett~ia - Mona 

E~M 4/2~/77 
R k h u d  Alb*l~i and Mkbeel C~mey, l ' ~ .u / lo  n~t 

Co nvermtioa-Akint Miyoshi- Ongoku no tomo sha 
(3"ystal Slknce-C. Cox~t - Mtnu 
The Gkm Reviaitnd-C.uney - Manu 
Scherzo from "A Midmmmex Night's Dream" - 

Mendelssohn - Manu 

ESM 5121/77 
Parcumlon Recital 

C~a nges-B ta'ns/Feldstekt - Adler 
A P k n k  in the Woods-Schlmtlne - South4n'n 
Two Timer Su~pemlen-Schimtlne-sout bern 
Su~emion-Burns/Fickl st e'm-Adk~r 
Sugar and Cre~m-ScMn~ine-sout hem 
Fancy l~mt s-Schlmtfne-Sout hem 
Come to P~t-Schtn~fne - Southern 

to Go-Burm~eid~t d n -  Adler 
Colonhl Cepers-Beck - MCA 
Etude in C MaJo~-Mu~e~ - Franks 
Mar~h-certer - Asm¢. gm/¢  Pub 
French SuRe-Kraft - WIM 
Four Pi*ve~ for TImpal~B@rgamo o 
Horn S~ac~t t ~ D  k~u/H*ifeta/Cah n - Manu 
H t u ~  D a ~ e  ~ / $ - ~ n  - 1,hml 
COliopinZ Ce mndhur-Kab~lewky/Cnlm - Ksnu 
Noh-Amdt/cohn - Mum 
Statements for 1%r~ua~ot~-Mu~yntld - Schirmez 
Sketch for P~cus~on-Lo l ~ t l  - M I ~  

STATE U~RSITY C O ~ E - G E N E ~ E O ,  NY 

Faculty Recital 
David Arable,  l'~:rctmloa 

Amoret-ce~ - C. F. ~et=s 
Suite for Marknba-Ameele - Manu 
Two Cadenus for Tfmp*nI-Ameek * M~mu 
No My*tety-C. Coren/arr. Ameele* I&mu 

STATE UNIVERSITY COJ.LEGE-POTSDAM, NY 

Crtne Sdlool of  Mm/c 
Sonk~ Recital 3/15/77 
Morro G~etano, l'=cusa[on 

Suite for M~i~b~t-S~k~ - Bdf, ht  Star 
Song of the Librt-G*etano - Manu 
SO~e I)nm~ Solo 1-HoulIfff - I, hmu 
Concertlno for Xylophone and Orche~tra-Mayazuml - 

Peters 
Etnde Op 6 No 10-Mtmeg - Stodio 4 Pare. 

CSM 5/3/7 

Dance* for Sole Sm~e D~um-Bemon - 
yellow Af t~  the Ralo-M. Peters - Peters 
Sonata for Xylophone Solo-Pitfietl - Paten 
French Suite-Win. Kraft - Amo¢. 

CSM MM77 
Pe¢ctu~on E, memble 
Jay Wammaker, I#.trd D ~ d ,  
Jim Patexcmk, Conductors 

Ritmac~s No ~-Roldan- Sombem 
Ritm~c~s No 6-RokLt n - Southern 
G~em Spectmm-I~.e~ - Opus 
Two Movements for M=drdm-St etr~or t -  L a ~  

CSM 5/6]77 
SO~Ur ROCkal 
Jsy Wanamck~, Pa~cussion 

Sources HI.D~vld Bulge - Term M " . ~  Corp 
Mexkan D,mce No 1 - S~out - Prke 
Fiddle-F/ddle-Anderlon - 
Ritmo Iondo-Suxte.w.h 

HORTII CAROHNA 

EAST CAROLINA UNIVERSITY 

~ 1114/77 
Lewis Latham, l~ctmion 

C o n c e r t i n o  f o r  T i m p a n i  w i th  Bzlss and 
?erca~oa-co~'am - 

Andante tad ~ for Mt rknd t  snd P laao~out  - Mtau 
EleU-L ROsn - ~ T  
I~vertlem On • M o ~ I f . n m  - MF? 
Berbobly bLatbem - Mine 
Who's To ~4y !oLathtm - I&mu 

C.r~ust e R~ital  3/14/77 
:tree* lhv~d Mon~,  ~ncem/on 

Torm HI fur Sob I, fmbn~-M~osM - 
Var~tlom for Solo Thnp,mLWISian~ - MFe 
DiS l ' kkd  Rag - C. Johmon - Manu 
Three ~ for Solo Vibraphom-Sm~w 
Senour MouN-P~ Corm- Mtau 
L'llktoke du SoIdat - K~mus 

Jack Stamp. 1~rcu~on 3/16f l7 

Converntlom for Mm'Imba-Mb, o*hl - Mona 
SOm'cN HI fo¢ Ckrleet & l~-cu~on-13t rid Bur~ 
Three Muu~ Etndet-C.O. Mume~ - Studio 4 
Ntm-Wm. Cehn - Ceha 
Celebration Suite for TlmFul and PianoS. Gerber - 

Debonh l'~b. 

Senk~ Recttsl 4]3/77 
Ksy Sloppy, Parcu.~on 

Prelude for Madmbe-E. Uklch - Pannus 
E n ~  SuRe-Win. Kraft - Awed  Mu~c 
Free Etude~ for Maxknbe-Stout - Prke 
Four lqeces for Umccompa~,nd KeRledrums-Yoelmu - 

Cole 

Jur6~ Recital 4/4/77 
l~tvii F. Dawson, i ~ c u s ~ n  

NUt tm' l~ d ue Schetzl-D. I.oed - I~u~ 
4 Pieces for ~ / m l ~ - C u t ~  - Auo¢. 
I.a Mm~-ta y La Dor.u,~-R. Ge~htrd - Manu 
I.a I+ob~ta-G<m'ua'd - Manu 
Gymnopedle-Satie/l~tmon - Manu 
llelks Ro~Tradttloml/D*twmn - Manu 

Suite For Marknbe-W. WaUon - MFI' 
Lift Off-Rvatel Pack ~ Manu 

SOn~ Recital 
James Law'z~mce ~ ' 4 e ,  J r .  l'~'cttt~on 

Maximb~ St~te-S~/le~ - WIM 
Three Concoct Studies for Solo P a ~ t m i ~ - M o ~ m a m k a  

Naz~ - PWM 
Theme and Varhtlens fo~ Four Tlmlxtnl-John Floyd - 

Studio 4 
Concerto for Marimba and O~che.'txa-Ku~ka o Wttntraeb 

Senle~ Rocttal S ~ 7  
Keut E. I.ove, ~ c u m b n  

The Jo~Jney-D~ckwor t h - COle 
Somta for MJukabe snd Pfano-Tannex- Cole 
Five ~ for Ckr t~ t  tnd Dmlm - Hodktmon - MI~ 
Somta No l.Ctmne - C&'om 

Fk~t A tempt-Lo~e - bL, mu 

S*r~or Recital 5115/77 
R o b ~ . D k U e ,  l%'ce~xm 

~ e n z ~ I q ~ z y m  .t~. - L t ~  
R~p No l-cehn - Celm 
Mo Boidhmeh Fmoch-Sckurmn/I)/c.k~ - Mtau 
SuRe foz Solo Vlbraphone-I.q~tk-Windm r 

WESTERN CAROLINA UNIVERSITY 

/~t'cm,ion Recital 
IUm Rsmszy and },~tt  Kinchloe 

March, for Two ~ of Kottledmm~-Ph~dor - McGlani* 

Ditlogue. for Sa~e  Dram snd "l~nl~tnbWh~y - l~ddur 
L u d u s  A r a e r l c a n u s ,  for  lq l r I l tOr  & SOIO 

P=cus~ton -sohnfidt - WIM 
Somta, for Three ~mpm~-D. Jurm - C F. Pat ers 
'I1"lo, For 31 '~ 'cu"~n L.u,trumeau- Kntft - MCA 
Toccata without In~mne~t~-gayez - Manu 
Concegtno, for Xylophor, e-Rtyuzml - C, F. 
Eve~s~g PrWet~Htmlp~fdlnck - Pe4m us 
Prelude in • mloox-(3~opin - Ruth Jmnne 
Inte~ne~o-Mas:ag~ - Vlecent 
Trio for l',...rcu~io n-Benton - 

OHIO 

CAPITAL UNIVERSITY PERCUSSION ENSEMBLE 

Ltnda PLmentzl, Conductor 4/27/77 

~ m u l h - G t t ~ r  - Southern 
/spane~ l m ~ n t ~ k o n e  - Ckone 
~ m t o - N .  ~ - MFP 
Dtmtttno Com:~gta~te-l~lf Dahl - .*de~mdef Broude 
Som~-.s HI - I)*vtd Bm~e - A Bmnde 
Panda Pture - T. Dtv~ - C~mtive 
A Flight of Vkt.oaity for Six Ibadckpp~tGreg  StWa,k~ 
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DEN]SON UN]VE RSITY-G ranviIIe, Ohio 

Denlso n P e ~ n i o n  Erectable 5/5/ ' /7 
Lind• ].or~en Pimentel 

Sabre Dtnce-Khstchat udan - P e r m u s  
Three Asktt~ Dances-G. Frock - S o u t  hewn 
Somt ln t  for "lImpani and O r c b a s t r a - A .  Tchexcpnin - 

BOOZy & HAwke~ 
Gteendeevef~trL T, Dtvi~ - Creative 
Moduktion-R. Blount * Fillmore, 
Entemblolero-T, Brown - Keudor 
Blue P e r c u . ~ o m T d l e s  - C:eative 

KENT STATE UN]VERSITY 

Urdve~|y Pe,~u u lon  Ensemble 2/27/77 
Jeffrey W, Ftdcy ,  Coudu~or 

Cefemonhl, Op 103-C:eston - S c h k n ~  
Three E p i ~ u d e t 4 .  O '  Really * Schkmer 
~ h o  SOng~E. J. Miller * MFP 
Toccate.4~vez * Ikheln Mills 
A Pretty Dirt y.Letvitt]Delp - B e r k l e e  

OBERLLN COLLEGE 

Guest Recital 10111176 
Karen Egvm, i%a'~uWion 

Toccata for Maxfmbaphone-Badingt * D~nemu$ 
M u ~  of the Spheres-solomon - Manu 
In te~uneuts  I-D. g e u n e :  * l~mu 
Mu*Ic for Marimba by O~e ~layef - "Boku" - Malyoshi  

Sng;ura - On~ku 
Sonatas-Sc~datti - Schkmer 

Encounters l*KraR- K r a f t  

Pe:cuulon Group 3]7]77 
Michael Rosen, Conductor 

Soun&cape-DJ~ Mteelle- Manu 
March fog Pe~cusslon-J.I~L Iky¢:  - Flekc he• 

Song of  Q~zteeoafl - lh~.son *MFP 
SGent Signah-Duckwort h*  Manu 
Oloun ~4td~Roum ~ ACA 

Senior Rechal 4]7]77 
Roll  Thunander, Peecuaion 

S o n a t a  No 15-Oqe-Pcten 
Rbap~odle~-Kad g o h n  * Manu 
Dlvm'*ions for Trombone and Pexcu* Ion  * Manu 
Zyklus No 9-K St ockhousen * Unlverml 
Two M o v e m e n t s  for Mtflmba*Ttnaka * Ongaku 
Meta-M. Manlon ~ Mtnu 
Sonata No 12-C~e * Peters  

George Crnmb 4/16177 

Music for • S ~  Evenlng.G. Crumb - Pe~ ' s  
Madr~It-G. Cturab * Peters 

Senior ge~itid $114177 
James Ce]Icy, Pe~cumlon 

Ptr~on'$ Piece In two h r t  ~Hibbamd * Manu 
Trio-He:bert Bran - I~mu 
D~k Mu&~.Bak'om - Seemw 
Varhflons for Two Percuminn-Lombardo-Manu 
Mirage pour n u r ~ b a - Y a m l  Sueyothi * Ongaku 

Blecketrth Percussion Group 5114177 
S ta~y  Bowers, Garry gr is t •d ,  David Johnson, Allen Otte 

Wake ,  f o r  Charles Ives-J. Termey - Blacketrth 

Ftgue-lhrdson-MFP 
Ghost Tangente-Drmnmoud = Bhckearth 
Mtflmbtrtucke-Maki I th i / -  ongaky 
M * m  Study f 2 . B o w e r e  - Bleckmrth 
2 Kanons-A. Schoenber~ - Bhckmr th  
Mudm Trtdeat i in.Ftnen-BZackmrth 
Four Movements for Pe~cumlon Qutrtet-Udow =Bkckmrth 
"Dtkd Conttrnction-Cnge - Peters 

OHIO STATE UNIVERSITY 

~ercu%ion Studio Recitals 
Winter 1977 1125177 

Punctut~ty*V~rner ~ pcrmus 
Concord Bt~dge-Varne~ - Manu 

2/1177 

Yelow At'let the Rain = Pc te : s  
Komm Sub,e: Tod-Bach- Keudor 

218177 

Trio Somta  NoHTaydn- Pcrmus 
Coonhoeud Johnny-Flot cba:~loegel - HaMar 
Sprlog-WloteW; Marimba Duet-Sopp * Mane 
PtmmR for Solo Marimba and Pe~cuminn Ensemble Jenny 

. Pegmu$ 
A BLttt - B hm for Dram Set aud 

M a ~ e t e - s o h ~  - Southern 
Woodpile Po~-C'ht :kovsky- Manu 

211s]77 

Etudes Op 6 No 9 A Op I I  NO 4-Muuer - Studio 4 
Theme end Variations for Solo Kettindmms-W-dlkms - 

M F P  

Mtahe t t tn  After D~k.Feklmtn * Gwyn 
Scratch My Back-BadffNemMpplemen - I~tnu 
Crystal Sile~ce.Coxealtrr. Smith - MLnU 
Reflection-SmRh - l~mu 
A Look to My Heart*L~us~ar~. Sm~h-Manu 

2/22/77 

Toccata• for Madmba-deGastyne - Gtgeo 
Does Anyone KnOW What Time I t  ls-Chioa_go - Manu 
Etudes No 26 & 21*Wludey * Jr. Pub. 
Rain in the Country-Smlth - Pe'~nus 
Powder Paff.Bteue~ * Manu 
Tomadc-I~ukovi~h-  ( ~ t t i v e  
Etude No 1 from Solo ~ m p t n k t - F i r t h  * F ighez  
Etude No 24-Friedman * Beddee 
Cofi~mte-Kraft - Adle~ 

311177 

La Fle*ta-corea/SmRh - Mtnu 
Recital Suite-Warren * M F P  

Colg~to  for ~ p t r d - T b a r e c h l o -  Bore & Book 
Coa~ertino for Marlmbt-Qe~on - Schkmer 
Aml~tito Roca*Te~doc - 
Q u u d l i b a t  O n  A m e r i c a n  Folk T ~ D a ~ J e n n y  - Manu 
C o m e d i a n ' s  G d o p K t b a l e ~ k y R e t  ~ -FDS 
Etudes No 26 & No 21-Wbaky * Jr  Pub 

Gngluttt~g Reci~ut 
Robert C,  gumbe~gee, Jr., l~-cus~on 

M e l o d y * I G m t c b u t  u r k n  * Permus 
l~elude-Ultkh * Pexm~ 
Study No 17 Op 60-Ca~a.~* l ~ u s  
Variations for Multiple Pe~uu~on and Hute-Ftock - 

Southern 
Konzert fur Pauken UUd O:chester, Op 34*Thaukhen - 

Bote & Bock 
A Touch of-Rumbe~ger - Manu 

Graduating Recital $]6]77 
Sharon Kaye Tabor•c, Pcrcusslon 

Etude No 2 7 - F r k ~ a n -  Beddee 
Prelude in C Major-Bach/Behreud - Manu 
Siciiam-Bach/sohreud - Manu 
English Suite-Kraft - Award 
Song of  the Evergreens-Kath * Mtnu 
Monlonucloo dS-penkOw/Lr~. Taboret = M~nu 

Peg6umion Ensemble $116/77 
J a m e s  L Moore, D i r e c t o r  

Overture fog Percu~ion * Beck * Keudor 
Symphony No 2 III-C~one - Cuone 
Symphony for Pe~eu-aon, IH-Applemtn - Manu 
Gaometrk~Bend:kk - Manu 
Stb:e 13mce-Khacbat uriah - P e r m u s  

Ptmmit-Jeruw * Permus 
Woudpi~e Polka-Omrkov~- Manu 

Pe :cu~on  Ensemble 5123177 
James L Moo:e~ Dkector 

Texture~Davld C o n g o  - Manu 
Symphony No I for l~r~ttlon-C~t'o fie - C l~one  

Ceremonies of  Old MereLa~'-Opus 
Echoes Beyond the Foreve~ for p e r c u ~  and electxonk 

tapo-Jetl~y - Mltnu 
Ye" sk T b a t ~ t  M y  Baby-Art. Htnley = Manu 
C h ~ k s l  Dn~Boope :  * M~nu 

Graduating Recital 5 / 3 1 / 7 7  

J. Craig L i l l y ,  ~ u ~ o n  

Iymzare-Lilly * Manu 
yellow After the Ralo-Pete~s- Peters 
Etude No 25-Fxledman - Be~k lee  
The Due lL~  Banjot-Weis~¢rg~£gly * Mann 
~ e  Holy Cit y-Adams/Lmy = M a r i a  

Concerto fog Marimba and Or~hottm Op 34-Kmba - 

Weiutmub 
The Woffled IMumtn~- Sc~'eh3eg * ~ s  
Long Train Runr~n'-Dobble Brothers - Mtnu 
Story in Your Eyes-Moudy Bluet]Lilly- Manu 

Marimba Engmble  $131177 
James I.. Moore., Dke~og 

Rondo from String Quartet in Op 33 No 3-Haydn - 

J m t m e  

Rhapsody In  Blue Tbame-Gegahwh~Manu 
l ~ e  Gre~t C~uth C o a k l o n - J o l d k ~  - Manu 
Bomfee f r o m  Partita No.*BacWOlmsted - Studio 4 
P:elude fog Marimbas-Loonard -Vo Ik'wein 
Fnga I I  in C mine¢-Bt ~h]Fink * Fink 
Scherzo from Symphony No 4- T~baikow~'y/Pet er~ 

FDS 

Percussion Studio Recitah 
S p r ~  1977 

Concerto In c minor Op 6 No3-@o:elli/Klopfenstein - 
M*nu 

"I~vo Movements for Mtlk*t s-Stelohore - I,m*,g Pe~c. Pub 
Sweet Caxoltne-Dlemo nd/Mooxe- MJmu 
Eine Kletne N~cht mmik-Mo z t r  t-Manu 
Rag-Fra~kenpool - Piedmont 
Concerto for Mazimba-gua~ka * Wlotmub 
Danny Boy-Folk S o t ~ t r r  F e k h m n  - Gywn 
Etude No 1 for T'traptn~Figth- Farther 
Scarbotough Fah~Folk S O n J ~ .  Feldrmm-Manu 
"/he Winnex-Ma~kovitch * Manu 
" I ~ m z a r e :  Duet fog Tiropanland Sna:e Dfum-LLUF- Manu 
Tluce Mimture~ for Maximb~SifleP Fredo nia 
Sprlqg]Wintery-Doet for Marimba~-sopp - Manu 

No Mo:e Oranges-Jenny- Manu 
Bass Drum & Oymbal Duet.pey~on - Payson 
Etudes No 7 ,11  21 -Friedman - Berldee 
The Unsettled Cuckoo-StR[logs * Manu 
Theme & Va:ixtions for Three Tom Tom~-R. Be rn t~  - 

P e t e ~ s  

The M~l-Raff - Jeanne 

OHIO UNIVERSITY 

Junior Recital 413177 
Arthur Jttvlnen, Pezcusdon 

R.DJL * Gipson- Southern 
Pockets - land - Mtnu 
'Round Midn~ht - Monk - Monu 
The Golden Flute - Lateef - /&mu 

Junior Recital 5/26]77 
Daryl S. gunc~h, Pereuu~n  

Sonata for (~trlout and Pkno-HindemRh- Manu 
The King of  Denmuk-Feldmtn - I'ete~s 
l~tr~-Towne: - Manu 

Senior Recital 6]7]77 
Brad Shell, ~er~u~on 

Pawnee for • Dmd Princess-!~t vel/arr F~hfl - Mznu 
~ d v e n t u r e s  fog O n e - S t e r n  * MFP 
In~pkatlons DitholJque-Tagawa - WIM 
Sonata for "P/mpm~B eck - Boston 

Graduate recRal 6]9]7 7 
Rickard D. Pond, Percuuion 

T'umpanl Concerto for Five Timpani and O:cbastra- 
R ~ p l ~ g  * MFP 

E~ght Pieces for Four  Timi~ml-C~rter = Aasoclated 
EngIkh SuRe for Multiple Pe~cu~ion-Kraft - Award 
Marimba Suit e-S~er - Bright star 
The D:um Also Walt zes-RoachRond - M~mu 

OTI~RBEIN COLLEGE 

Junior Recital 
Thomas McLekh, Percu~on 

Sonata for TRnpan~Beck- Boston 
Sonata-Pit fiekt - CF .  Pete:s 
Te~nary-Bugtu and Feldstelo = A d l e :  
Sea~c.ape-Hat ch - Hatch 
Somfine for Two Flu• es-Hindemlth = Schort 

OKLAHOMA 

CAMERON UNIVERSITY 

l ~ - c u ~ o n  Ensemble 3/19177 
James Lambert, Conductor 

Suite for Pe~cuuion-Krafl - Belwin-MRIs 
S o m t i m - T u n  - B & . H  

Sonata-Pittfiekl = Pe~e~ 

Siwe'$ Tweed .E~lJones  - (Edtgatlonld Idms) 
Just Flippin'-Kraus = A d l e r  
Trio for Pe:cusdon.Be~son- MFP 
Qusrterlon-Delp * Southern 
Vartutlont on  a Handclappers-Bemon * Fischer 
Eutertainet P, tpJopll~]Moore - Pel'mus 

Percmt~on Erectable 4126177 
James Lambert, Conductor 

Somtloa for Pe~ut~on Ernemble-Tull * BacH 
Trio fog Pexcu sd~opeBemon - M F P  
S o r m t a - A l ~ P c t e x s  - Peters 
Tmi~ Dames Palesmes-Baudo * L e d u ¢  
Rondo-Frazeut - M F ~  
Just Flippin'-Krtus - A d l e r  
Q o * m e t r ~ o r ~ D e ~ p  - SO u t  b a r n  

The Entertain~ Rng-Mooxe - Pen-aus 
Variations on  • Handmade 11wine-Benton - F ighez  

SOUTHWEffI~RN STATE UNIVERSITY 
Wethzgtogd, O g ~ o m a  

R e c i t a l  3/2177 

h P a l o  ma-Yrndler/Jo lift - Rubank 

Senior Recital 3/8177 J o h n  End*Icy, Pe~cusdon 

Sonata for Timt~ml-Be~- Boston 
Saagape-Hatch - I~ t ch  
~ o r ~  for Flute and Pe~eumlon-McKenzle- M1~ 
Six Little Pieces fo~ Madmba-Kuzell * MitchoU l~,w~ 
Ludas A m e ~ c a n u s ~ i d t  = WIM 

P e ~ u ~ o n  Emzmble Concert 3/19177 
R o g e r  J tmkon ,  Director 

Symphony fog F t~cu tdon-h tchmtn-  Elk• n-Vol~  
E e c e  f o r  l ~ l o r v ~ e t e n  (Pete~$) 
Blue l'et'cu~/on-T~li~ * Cgeutive 
Sabre Dance-Kbacbatutian/Go]de nbarglJ tmhon * Manu 

Facut W Recital 3 / 3 0 ] 7 7  
Roge: Jamhon,  Pe~ut~on 

Prelude, 0 p  I I  No 3 G Major-Musse:- Gamble Hinged 
Etude, Op 6 No I0 C MajoPM~- Gamble Hinged 
Concerto for Ma6mba and O:cba faa-Bafta - Bast• 
In.oR for Solo O t i m e s  and Organ * Neh~ybel * E.C. Ke:by 

LTD. Toronto Mu~c Jo~epR B o o n ] n ,  Ine 
S o n a t a  N o  2 - C ~ o n e  - C a ' o n e  

Mudogene~l-Delp]WelM * Saemw 
Ritrno Jondo-St~imtch - Am0c. 

P e n t a g o n  Ensemble Concert 4/5177 
Roger hudson .  Dkector 

Symphony for Pegcuulon-lhrchratn- E*Volel 
Piece fo:  l e ~ ' c u ~ d o n - l ~  t ~ s  ~ P e t . s  
Ftnfitre-Frnck - ShutJw~ 
L * t ' $  G i v e  T b a m  A H a l F .  M ~ l t  I ~h  • M a a u  

Blue Pe~cuulon-Tl~lb - C rmt i~  
Statements for P*reusslon-Muczyndd - S c h h ' m * r  

Take 5-Childs - TfRone Parts 
A La Ntnigo-Pet e n -  Petus  
Sabre D e l ~ e - ~ c h a t  u l ~  n J G o l d ~ n b 4 t l ~ J I t ~ l  - ~ t n n  

Faculty g*dta l  4/19/77 
Roger Jamkon~ M~knba 

Meditatlon-Cmslon - S c l t k ~ e f  

D e p ~ t m e ~ t a l  R e c i t a l  4 / 2 0 1 7 7  

h n o r a  ma-c..-oudman - Belwin MBII 

(~amber  Concert 4/20]77 

Asnus DeLPalestrloa/Moote - l 'wmus 
T h e  E n t  e l i  a l nePJ  o p l t n / M o o r  e • P l c m u s  

Mysho-L. Thmd - MFP 
Diver ttment o-P~ncba:t - MFP 

D q ~ ' t  frontal Recital 4/27177 

Sorata No 1.Moore - L u d w ~  

Deptrtmont R ~ t e l  $14177 

Duet fog 'nmpani  and Store Dx'u n*,*T. Sire • MFP 
Sonata for Timpani-Beck * BOston 

OREGON 

UNIVERSITY OF OREGON 

5/14177 
Lavaence J. Wek Percussion 

Solo Imprmions  for F o ~  Timl~rnl-Firth- F h e h ~  
Four Portr~ts in Rhythm.Ckom - Belwtn MtUs 
An~nte from Soma• No 2 for Solo Vlollo-Bach- luttt'~ 

(Due to ~ c e  Ikn#mtlo~, ~ s  from tke rem4~tg 
ttatez ar~l counrrlel wm appear In the n ~ t  It~e o f  
PERCUSSIVE NOTI~j 

A 

v 

v 

JOIN 

the 

Pmmim Ads 

Member sh ip  A p p U c s t t o m  
available f r o m :  

P E R C U S S I V E  A R T S  S O C I E T Y  
1 3 0  C a r o l  D r . ,  

T e r r e  H a u L ,  I n d i a n a  4 7 8 0 5  
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FROM THE DESK OF: 
WALDO HITTUMFURST THINKUMLATER 

SUBJECT: NEW PUBLICATIONS 

Following is a list of  new publications that are a must for the 
thinking percussionist! Don ' t  miss these exciting new books that 
can do so much for you. 

FANFARES FOR ALL OCCASIONS FOR 1, 2, 3, 4, 5, & 6 
BASS DRUMS - by Evil Rodriquiz - B.A.D. Editions 

VIBRASLAP RHYTHMS: AN EXHAUSTIVE COLLECTION 
OF BEATS FOR THIS BRILLANT INSTRUMENT - by Willard 
Hackrnaster - T.R.LP.E. Publications. 

WHY I BELIEVE ANYTHING OTHER THAN THE OPEN 
ROLL IS FUNDAMENTALLY IMMORAL - by Anita Bryilant - 
G.A.Y. Press, Inc. 

HOW TO GROW YOUR OWN ROSEWOOD TREES FOR FUN 
AND PROFIT IN THE YUKON - by Phil Fhastbuk - G.R.O.S.S. 
Productions, Ltd. 

STUDENT IN CRITICAL CONDITION 
AFTER MULTIPLE PERCUSSION SESSION 

(UPI) - -  United Percuuionist  International Wire Service 
Percussion major student Wally Hacker was rushed to 

University hosptial yesterday suffering f rom a severely pulled 
groin muscle. A friend who witnessed the accident said Wally 
sustained the injury when his foot  became entangled between 
the vibraphone pedal and the "a l to"  brake drum as he 
at tempted a 180 ° pivot during a rehearsal session of XL Plus 
One for Multiple Percussion by Alvin Etler. 

To complicate matters, young Hacker was suffering from a 
flu virus at the time of  the incident and upon admittance to the 
hospital was running a fever of  103 ° .  Convinced that the 
combination of  high fever and severe groin pain were symptoms 
of  serious male disease, Hacker was detained and exhaustively 
questioned and examined by attending physicians for more than 
five hours in the examination room. 

Hacker's pleas that  the two problems were unrelated went  
unheeded by the examing doctors. " I t  was only BAD VIBES", 
Hacker was heard to say repeatedly, to which one of  the 
attending doctors was said to have replied, " I  haven't  been 
getting any "good vibes" lateiy either young man, now lie down 
and shut up. You have a serious problem that  we must solve. !" 

Some hours later Hacker was released with the instructions 
to " take two asprin, rest your  groin, and stay away from the 
"vibes" for a few days. At last report  Wally had resumed 
practice on XL Plus One, but  with a slightly different setup 
arrangement between the vibe pedal and the "a l to"  brake drum! 

(Editor's Note -~ Truth is in reality stranger than fictior~ only 
the name has been changed in the above account to protect  the 
embarrassed) 

" I  feel like the picture below when my director hands out  
parts and expects me to play at least three of them!"  

Pam Carter 
Davisou, MI. 

Vr 
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Ads 

CLASSIFIED AD RATE - Please note effective 9/1/77 new 
classified ad rate is - -  254 PER WORD - -  Payment must be 
encloaed with ad. Checks are to be made out to: PERCUSSIVE 
ARTS SOCIETY. Mall to Classified Ads, PERCUSSIVE NOTES, 
4433 Summit View Rd., Dublin, Ohio 43017. (In figuring costs, 
words with only i or 2 letters - -  no charge for these words). 

PUBLICATIONS 

A MAJOR RECITAL PIECE FOR SNARE DRUM, tom-tom, or 
remo pad with vibraphone and marimba accompaniment - 
Lahara, by Bob Ecker - is based on the rhythms and 
compositional forms of North Indian tabla drumming, which in 
the context of this piece have been translated into traditional 
rudimental snare drum techniques. Lahara lasts approximately 
20 minutes and contains 29 pages of music and 5 pages of 
introductory explanation. It  is a virtuoso piece, challenging 
technical and rhythmic abilities. $20.00. NEXUS, 6 Church 
Street, Toronto, Ontario, Canada M5E 1M1. 

PERCUSSION METHOD BOOKS & ENSEMBLES, Piano & 
violin books, song folios. All new @ 50% off list prices. Send 
for free llst, Also, new double tom mount  with diamond plates, 
new @ $15, Better Percussion, 132 Pleasant Ave., Englewood, 
N.Y. 07631. 

DRUMMERS AND DRUMSET TEACHERS. Subscribe to 
DRUMCHARTS MAGAZINE. We publish the only source of 
drum music to selected top 40 songs. DRUMCHARTS are great 
supplemental material to any drumset teaching program. The 
student reads and plays along to the 45 record of the chart. 
There are 8 to 10 charts per edition. $15 for 6 issue 
subscription, or receive the February, May, July or October 
issue at $3.00 each. Send check/M.O, to: DRUMCHARTS 
MAGAZINE, 631 ~fD SHALIMAR, COSTA MESA, CA. 92627. 

THE FINEST SOLO MARIMBA RECORDING IN DECADES: 
Gordon Stout: MUSIC FOR SOLO MARIMBA. Features his 
own TWO MEXICAN DANCES and Etudes plus the music of 
Clair Musser, J.S. Bach, Alec Wilder, Fritz Kreisler and Richard 
Stout. $6.95 plus 65¢ shipping = $7.60. Studio 4 Productions; 
Box 266; Northridge, Ca. 91328. 

LEIGH HOWARD STEVENS, concert marimbist, features the 
music of composer Raymond Helble. Studio 4 Productions, 
(Box 266; Northridge, Ca. 91328), publishes this music. Write 
for a free catalog. 

MONOGRAPH IV by  Richard Gipson is a superb composition 
for marimba featuring the most recent mallet techniques in a 
fine musical setting. $4.50 from Studio 4 Productions; Box 266; 
Northridge, Ca. 91328. 

SPECIAL PUBLISHER'S PRICE on PRELUDE, a snare drum 
solo by Chuck Elledge - only $.30 per copy. CRE publications, 
6025 Ashcroft Ave., Edina, Minnesota 55424. 

KAREN ERVIN'S new LP recording: A MARIlVIBA RECITAL 
includes works by Fissinger, Miki, Solomon, Scarlatti and 
Musser. This outstanding record is a MUST for every profes- 
sional and serious student of the marimba. $6.95 + 65¢ postage 
= $7.60. Studio 4 Productions; box 266; Northridge, Ca. 91328. 

PRODUCTS 

WANTED FOUR OCTAVE MARIMBA: Contact me before you 
advertise. Lawrence Fried, 1067 Cedhr Drive South, New Hyde 
Park, New York 11040 (513) 746-0553. 

NEEDED--USED MARIMBAS: We are a resale agent for used 
keyboard instruments. We have many more buyers than 
avaflable instruments. Top dollar can be obtained for your  old 
instrument. Write: Hyer Marimba Products, 354 N. Franklin, 
Delaware, Ohio 43015. 

FOR SALF_c-USED KEYBOARD INSTRUMENTS: Four  4 
octave marimbas, several xylophones, and one set of helM. Hyar 
Marimba Products, 354 N. Franklin, Delaware, Ohio 43015. 

HAND CRAFTED PERCUSSION PRODUCTS now has a 
complete supply of professional bamboo tympani  sticks. Many 
jointless handles. Write or call for complete information: 
Andrew Feldman, Hand Crafted Percussion Products, 82 Fair- 
mount  Ave., Clifton, N.J. 07011, (201) 772-3875. 

WANTED TO BUY: Symphonic quality tambourine and tri- 
angle. David Metzger, 4629 Bayard, Pittsburgh, PA 15213. 

FOR SALE: Antique Leedy Octa-rimba; excellent performance 
condition; new frame-two toned inlaid wood. Phyllis Sembroski, 
RD#I,  Box 137-B, Indiana, Pa. 15701, (412) 479-8691. 

ADVERTISERS IN THIS ISSUE 

All Percussion Studio . . . . . . . . . . . . . . . . . . . .  40 
American Drum Manuf. Co . . . . . . . . . . . . . . . . . .  23 
Mike Baiter Mallets . . . . . . . . . . . . . . . . . . . . . .  2 
Mel Bay Publications . . . . . . . . . . . . . . . . . . . .  25 
Bramora Publications . . . . . . . . . . . . . . . . . . . .  18 
Carroll Sound . . . . . . . . . . . . . . . . . . . . . . . .  4 
Drums . . . . . . . . . . . . . . . . . . . . . . . . . . . .  28 
Drums Ltd . . . . . . . . . . . . . . . . . . . . . . . . . .  53 
Drums Unlimited . . . . . . . . . . . . . . . . . . . . . .  11 
Epstein Castanets . . . . . . . . . . . . . . . . . . . . . .  35 
Fereol Publications . . . . . . . . . . . . . . . . . . . . .  44 
Vie Firth Enterprises . . . . . . . . . . . . . . . . . . . .  35 
Franks Drum Shop . . . . . . . . . . . . . . . . . . . . .  51 
Gauger Mallets . . . . . . . . . . . . . . . . . . . . . . .  45 
Hinger Custom Percussion Products . . . . . . . . . . . . .  39 
Hyer Marimba Products . . . . . . . . . . . . . . . . . . .  49 
Jeff's Drum Shop . . . . . . . . . . . . . . . . . . . . . .  24 
Kastuck Percussion Studio . . . . . . . . . . . . . . . . .  53 
Latin Percussion, Inc . . . . . . . . . . . . . . . . . . . .  OBC 
Ludwig Industries . . . . . . . . . . . . . . . . . . . . . . .  3 
McCormick Percussion Enterprises . . . . . . . . . . . . .  IBC 
National Association of College Wind & 

Percussion Instructors . . . . . . . . . . . . . . . . . . .  6 
Northern Music . . . . . . . . . . . . . . . . . . . . . . .  19 
The Percussion Center . . . . . . . . . . . . . . . . . . .  45 
Permns Publications . . . . . . . . . . . . . . . . . . . . .  47 
Premier Percussion . . . . . . . . . . . . . . . . . . . . . .  7 
Paul Price Publications . . . . . . . . . . . . . . . . . . .  23 
Pro-Mark Corp ........................ II 
Remo, Inc. . . . . . . . . . . . . . . . . . . . . . . . . . .  5 
Rogers Drums . . . . . . . . . . . . . . . . . . . . . . . .  IFC 
S & S School of Music . . . . . . . . . . . . . . . . . . .  53 
Seasun Experience . . . . . . . . . . . . . . . . . . . . . .  47 
Studio 4 Productions . . . . . . . . . . . . . . . . . . .  20,40 
TRE Music . . . . . . . . . . . . . . . . . . . . . . . . .  19 
Windsor Music . . . . . . . . . . . . . . . . . . . . . . .  20 
Avedis Zildjian Cymbals . . . . . . . . . . . . . . . . . .  33 
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SUSTAINING MEMBERS OF THE PERCUSSIVE ARTS SOCIETY 
We would like to express our appreciation to these outstanding organizations in the music industry for 
their support of Percussive Arts soc/ety, Inc. and hope they will continue to consider PAS as a 
worthwhile and stimulating force in the percussion world. 

M A N U F A C T U R E R S  

J. C. DEAGAN, INC. PREMIER PERCUSSION 
LUDWIG DRUM CO. REMO, INC. 
MUSSER DIVISION OF LUDWIG ROGERS DRUMS 
M. M. PAISTE & SOHN K.G. SLINGERLAND DRUM CO. 

AVEDIS ZILDJIAN CO. 

DISTRIBUTOR/WHOLESALER 

Charles Alden Music Co., Inc./Sonor Drums 
Magnamusic Baton, In~ 

Norlin Music, Inc./Pearl Drums 

P R O D U C T  S P E C I A L I S T S  

America Drum Manf. CO., Denver, CO. 
Mike Balter Mallets, Chicago, IL 
Blocks, Memphis, IN 
Danmar Percussion Products, Studio City, CA 
Frank Epstein, Boston, MA 
Evans Products, Inc.-Rober~ C. Beals, Dodge City, KS 
Vic Firth Enterprises, Dover, MA 
Tom Gauger, Brookline, MA 

Gon Bops of California, Vernon, CA 
Hinge~ Touch Tone (Custom Percussion), Leonia, MJ 
Hyer Marimba Products, Delaware, OH 
Latin Percussion, Palisades Park, NJ 
McCormick's Enterprises, Inc., Elk Grove, IL 
Planet Percussion, Inc., Las Vegas, NE 
Pro-Mark Drum Sticks, Houston, TX 
Regal Tip Products, Niagara Fails, NY 

DRUM SHOPS, TEACHING STUDIOS, AND OTHER RETAILERS 

B & S Percussion Center, D~11~% TX 
Birka Music, Stockholm, Sweden 
Carroll Musical Instrument Service, Inc., New York, NY 
Coyle Music Centers, Inc., Columbus, OH 
The Drum Shop, Dearborn Hrs., MI 
The Drum Shop, Las Vegas, NE 
Drums, Pittsburgh, PA 
Drums Limited, Inc., Chicago, IL 
Drums Only, Vancouver, BC 
Drams Unlimited, Inc. Bethesda, MD 
Fabrizi Dram Shop & Studio, Pittsburg, PA 
John Fo~AgTewski Dram Shop, Granite City, IL 

Franks Drum Shop, Inc., Chicago, IL 
John Hartwig, Copenhagen, Denmark 
Jeff's Drum Shop, Normal, IL 
Kastuck Percusdon Studio, Ridgefield, CT 
May & Duncan Music Co., Midland, TX 
Northern Music Co., Potsdam, NY 
Paul-Muelier Percussion Studio, Indianapolis, IN 
The Percussion Center, Ft. Wayne, IN 
Professional Drum Shop, Hollywood, CA 
Professional Percussion Center, Inc., New York, NY 
S & S School of Music, Pottstown, PA 
Schmitt Music Co. - Ward Kxatzer, St. Paul, MN 

Joe Voda's Drum City, Omaha, NE 

PUBLISHERS 

Alfred Music CO., Inc. 
C. L. Barnhouse 
Mel Bay Publications 
Boosey & Hawkes, Inc. 
Bramora Percussion Publications 
M. M. Cole Pub. Co. 
Columbia Picture Publications 
Deborah Productions 
Dodge Music Co. 
Editions, Salabert, Inc. 
Fereol Publications 
Galaxy Music Corp. 
Great Inhnd Timpanist 
HaMaR Percussion Pubs., Inc. 
The Instrumentalist Co. 
Kendor Music, Inc. 
Gerald C. Kent Co. 

Lang Percussion Co. 
Ludwig Publishing Co. 
Robert Matthews 
Music for Percussion 
Music Minus One 
National Assoc. of Jazz Educators 
Permus PubHcatious 
C. F. Peters Corp. 
Theodore Presser Co. 
Paul Price Publications 
Seasun Experience 
Seesaw/Okra Music Corporations 
Steve Silverman-Sight and Sound Productions 
Southern Music Co. 
Studio 4 Productions 
TRE Music CO. 
Windsor Music Publications 
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