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AMERICA'S OLDEST AND LARGEST 

our" 

EXCLUSIVE PERCUSSION CENTER 
38 *~ NOW IN ITS YEAR AT THE SAME LOCATION 

ANNOUNCES 

S U IDI] It cussion Products Line 
I ~  T ! T - - T  I ~ T T I 

MAURIE LISHON 
Pres. 

A ~ A MARTY LISHON 
V.P. & Gen. Mgr. 

226 South Wabash Ave .  

Chicago, Illinois 60604 

312-922-8761 
312-922-1300 

THE HOME OF QUALITY NAME BRANDS -~ 
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 
CttORALE-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 

PAM 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 
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Philip Faini 
Professor of Percussion 
West Virginia University 

Joel Leach 
Professor of Percussion 
California State 
University 

Robert J. Sehietroma 
Professor of Percussion 
North Texas State 
University 

Bob Houston 
East Texas State 
University 
Contributing author, 
PAS JournaIand 
Percussive Notes 

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

James Sewrey 
Clinician, composer, author, 
elementary education specialist 

Phillip W. Hewett 
Professor of Percussion 
Kansas State University 

George Frock 
Professor of Percussion 
University of Texas 

Premier brings you the percussion. 
And the percumimis , 

Fred Wickstrom 
University of Miami 
Principal percussionist 
Greater Miami 
Philharmonic 

James Petercsak 
Crane School of Music 
Potsdam, New York 

Paul Price 
Manhattan School 
of Music 
Kean College of 

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 can provide 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. 

Clem DeRosa 
Columbia University 
Teachers College 
Consultant, Kennedy 
Center for the 
Performing Arts 
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MIKE BALTER MALLE 
. . .  a s t r o k e  to p e r f e c t i o n  ® 

6515 NORTH SEELEY AVENUE 
CHICAGO, ILLINOIS 60645 

All with 100% Rattan Handles 

UNWOUND 

Thirteen totally different models available. Models 
made from rubber, maple, rosewood, brass, plastic 
and aluminium. Unique gradations of hardness 
produce new tone colors. 

CORD WOUND 

Four models that create the ideal sound on vibes 
when a little more "b i te"  and definition are 
needed. 

EMIL RICHARDS 
VIBE MALLETS 

Three models developed exclu- 
sively for large bar vibe. Special 
design measures 1¾" in diameter 
with a large striking surface. Fea- 
tures a short handle for fast and 

accurate playing. Intended for two mallet "Jazz" 
use. 

AMPLIFIED VIBE MALLETS 

Each mallet constructed to eliminate distortion at 
impact. Three models available to provide sensitive 
response on amplified vibes. 

YARN WOUND 

Each mallet custom made and constructed of high 
grade yarn to produce richness and clarity of 
sound. Eight models especially designed for Tone, 
Response, Control, and Sensitivity. 

DOUBLE-HEADERS 

A must for the total percussionist! Designed to 
meet the demands of today's music. Unlimited 
combination of models available, any Baiter mallet 
can be made as a Double-Header. 

GRADUATED SETS 

The Different sets available are designed for marim- 
ba (yarn) and one for vibes (cord). Four mallets in 
a set - soft to hard, ideal for bringing out those 
missing lines. A great aid in "comping". 

THE LOUIE BELLSON 
DRUM SET MALLETS 

Five practical mallets for today's 
drummer. Several models are 
doublmended making a unique 
so lu t i on  f o r  those "quick 
changes". The Bellson line fea- 

tures a yarn covered mallet head. The yarn covered 
mallet gives a faster, cleaner response, especially 
when used on cymbals. 

MIKE BALTER MALLET CASE 

Brand new! A much-needed case for the percussionist. Holds more than 40 pair of mallets. Features a 
separate compartment that will hold tambourines, wood blocks, castanets, large bass and gong beaters 
in addition to music. Use as a carry-on bag for all airlines - will f i t  conveniently under airplane seats. 
Completely versatile to meet the individual needs. 

Malle t s  a.e ou. only Business 
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QUESTION. 

Be  '[rees 
F ex-a-tones 
Stee  Drums 
l ar! '[re es 
"[ha  Gongs. 

ANSWER. 

AT CItltlROLL SOUND, 
COURSE! 

Importers & manufacturers of quality specialty 
instruments and sound effects. 

Send for our FREE catalog today. 

CARROLL SOUND, INC. 351 WEST 41 st STREET/NEW YORK, N.Y. 10036 r(212)868-4120 
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PLAN NOW TO ATTEND 

PASIC ;78 

1978 PERCUSSIVE ARTS SOCIETY 
INTERNATIONAL CONVENTION 

OCTOBER 28-30, 1978 
AT ARIZONA STATE UNIVERSITY 

TEMPE, AR IZONA 
MERVIN BRITTON, HOST 

The THIRD ANNUAL WEEKEND OF PERCUSSION will be 
hosted by Colorado's Western State College, April 7 & 8, 1978. 
Guest artist will be virtuoso marimbist, Gordon Stout, who will 
present a solo recital and clinic, as well as perform Robert 
Kelly's "TOCCATA," for marimba and percussion ensemble, 
with the Western State Percussion Ensemble. More information 
may be obtained from Alien Brown; Dept. of Music; Western 
State College; Gunnison, CO. 81320. 

SAM ULANO's  "DRUM SUNDAY-PART I I"  will be held in 
New York City on April  30, 1978. Joe Morello will be the 
featured clinician, along with displays and concerts. For  details 
wri te  to:  Sam Ulano's Drum World, P.O. Box 1126, Radio City 
Station, NYC, NY 10019. 

The 7th Annual MARIMBA/VIBE CAMP sponsored by the 
Ohio State University will be held July 9-14, 1978. Techniques, 
solo literature, small and large ensemble playing will all be a part 
of this intensive one week session. An artist teaching staff and 
guest clinicians will be on hand to present recitals and clinic 
sessions. Participants of all ages including senior and junior high 
school students, college students, and adults are invited to 
participate. An school students, college students, and adults are 
invited to participate. For further information write to Dr. 
James. L. Moore, Marimba/Vibe Camp Director, c/o School of 
Music, Ohio State University, Columbus, Ohio 43210. 

The SEVENTH INTERNATIONAL PERCUSSION SYM- 
POSIUM will be held this coming summer from June 25-July 1, 
1978, sponsored by the School of  Music o f  East Carollna 
University and the Division of  Continuing Education in cooper- 
at ion with Ludwig Industries. The faculty will feature leading 
artist-teachers in SET DRUMMING, MALLET PERCUSSION, 
TOTAL PERCUSSION PERFORMANCE, TOTAL PERCUS- 
SION PEDAGOGY, and MARCHING PERCUSSION. The ses- 
~ons are ESPECIALLY DESIGNED FOR High School and 
College s tudent  percussionists, instrumental  music teachers, and 
all adult  percussionists. F o r  further information and/or  enroll- 
ment  applications, contact :  Percussion Symposium, Division of 
Continuing Education, East Carolina University, Greenville, NC 
27834. 

For  the second t ime the Eduard van Beinum Foundat ion  will 
organize an INTERNATIONAL PERCUSSION CAMP at Queek- 
hoven House, Breukelen, Holland: March 13th - 19th 1978. This 
course will be wide in scope, both  as to the diversity of 
instruments and repertoire. JAN PUSTJENS (Concertgebouw 
Orchestra, Amsterdam) will be the co-ordinator of the Percus- 
sion course as well as the teacher for solo- and ensemble playing. 
DAVID FRIEDMAN (New York) will teach the vibraphone, 
KENNY CLARKE (Paris) and HAN BENNINK (Holland) the 
drums. Applicat ions can be received until February  15th 1978 
at  the address: Eduard van Beinum Foundat ion,  Queekhoven 
House, Zandpad 39, 3621 ND Breukelen, Holland. 

M 
P A U L  P R I C E  P U B L I C A T I O N S  

NEW PERCUSSION RELEASES.. 
MUSIC FOR MARIMBA arranged from the Renaissance 
and Early Baroque periods b y  Donald Knaack . . . . . .  $$.00 

INVENTIONS AND INTERLUDES for Clarinet and 
Marimba by  Charles Hoag . . . . . . . . . . . . . . . . . . .  $ 5 . 0 0  

IMAGES II for percussion and tape by  Elias Tanenbaum 
( t a p e  i nehded )  . . . . . . . . . . . . . . . . . . . . . . . . .  $20.00 

Send for catalog! 

Available From:  PAUL PRICE PUBLICATIONS 
470 KIPP STREET 
TEANECK, NEW JERSEY" 07666 
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NEW PAS OFFICERS AND BOARD MEMBERS 
ELECTED AT ANNUAL MEETING 

We are very pleased to announce the election of  Mr. JIM 
PETERCSAK as the new President of  PAS. In his past position 
as First Vice President, he has been most successful in working 
with existing committees and establishing additional com- 
mittees. Through this work he has given extensively of  his time 
and we feel certain he will carry on this excellent work as 
President of  PAS. 

Jim is Chairman of Percussion, and Associate Professor of  
Music, at the Crane School of  Music, State University College at 
Potsdam, New York. He holds degrees from the Manhattan 
School of Music in New York City. His performing background 
includes the Paul Price Percussion Ensemble and the American 
Symphony Orchestra. He has worked for many conductors 
including Leopold Stokowski, Vladimir Gloschmann, Paul 
Kletaki, and Joseph Eger. 

Jim is recognized as one of the leading educators in 
contemporary music. His Crane Percussion Ensemble has per- 
formed throughout the United States presenting educational 
clinics and concerts. The Ensemble has appeared at the 
Percussive Arts Society's "Day of Percussion" in Chicago, 
Illinois, numerous New York music conventions, and the Music 
Educator's National Conference Convention in Anaheim, Cali- 
fornia. They have also taped a series on percussion music for 
Educational T.V. Jim has attt~ method books and has 
written many educational articles that have appeared in the New 
York School Music News. The Instrumentalist, Brass and 
Percussion Magazine, the Percussive Arts Society Journal, and 
numerous other publications. 

LARRY VANLANDINGHAM who has done such fine work as 
Second Vice President in organizing state chapters and recently, 
chapters outside the United States, will succeed J im Petercsak as 
First Vice President in charge of  commit tee  activities. Judging 
f rom Larry's past efforts we are confident  he will do excellent 
work as he meets the new challenges of  commit tee  activity. 

We are also pleased to welcome a new officer and member of  
the Executive Committee.  KAREN ERVIN as Second Vice 
President. Karen is well known as a fine performer and teacher. 
We are most  pleased that she has accepted this challenging 
position, and we look forward to her work and any additional 
new concepts she can add to the Executive Commit tee  as an 
incoming new member. 

In addition to the new officers, the following eminent persons 
in the percussion field were elected to membership on the PAS 
Board of  Directors: 

LLOYD McCAUSLAND, percussionist and educational director 
Remo, Inc. 

JOHN O'REILLY,  composer and editor Alfred Music Co. 

AL OTTE, Blackearth Percussion Group and faculty University 
of  Cincinnati 

GERALD UNGER, percussionist Pittsburgh Symphony Orches- 
tra. 

NEWS 
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JIM PETERCSAK 

P.A.S.I.C. A SUCCESS 

On behalf of  the officers of the P.A.S. I would like to thank 
Michael Combs, his students and the University of  Tennessee at 
Knoxville for their outstanding effort  in making our convention 
a success. The organization, planning, and programming was 
outstanding to say the least. Everyone who attended the 
convention was equally impressed by the dedication that  went  
in to making the event such a success. The excellent concerts, 
clinics, and outstanding exhibits, all proved to be highlights at 
the event. 

Next  yearP.A.S, plans to have its convention at the Arizona 
State University at Tempe. Merv Brit ton will be the host. If  you 
missed the convention this year, we hope that  you will be able 
to join us next  October 27-29, 1978 in Arizona for PASIC '78! 

J im Peteresak, President, P.A.S. 

HISTORY OF P.A.S. BEING DOCUMENTED 

CYNTHIA SOAMES o f  Peru, Indiana, recently appointed to the 
position o f  H I S T O R I A N  o f  the Percussive Ar ts  Society, is in the 
process o f  compiling and organizing a wide variety o f  materials, 
photos, and documents. These will enable one to trace the 
history o f  PAS from its inception to thypresent. This material 
will soon be ready for display, thus providing members and 
interested persons the opportunity  to see the growth o f  this 
important percussion organization. 

Your help is needed in filling some o f  the gaps in materials 
for  the PAS  historical collection. Please read on... 

The Percussive Arts Society has a collection of  Historical 
Materials that will be included in the future Percussive Arts 
Society Library. This collection includes letters, photographs, 
membership lists, back issues, Hall of  Fame letters, etc. Much 
material has been collected, but  additional material is needed. 

If  you have any copies of  issues or materials listed below and 
are willing to donate them to the Percussive Arts Society 
Historical collection for use in a future P.A.S. Library, please 
send them to:  Cynthia Soames, P.A.S. Historian, 325 Blair Pike, 
Peru, Indiana 46970. 
MISSING (AND NEEDED) ISSUES: 
PERCUSSIVE NOTES: 

Volume 1 - all issues 
Volume 2 - all issues 
Volume 3 - all issues 
Volume 4 - No. 1-3-4 

PERCUSSIONIST: 
Volume 10 - No. 1 
Volume 11 - No. 1-2 

Volume 12 - No. 1-2 
Volume 13 - No. 1-2-3 
Volume 14 - No. 1 
Volume 15 - No. 1 

Volume 13 - No. 1 

Volume 14 - No. 2 
ADDITIONAL MATERIALS MISSING (AND NEEDED): 

Solo and Ensemble Literature for Percussion - Combs (brown 
cover), Discography of  Music for Percussion Instruments 
(green cover) 
ALL ISSUES Of the magazine titled PERCUSSIVE ARTS 

SOCIETY. This was published prior to and is the 
forerunner of PERCUSSIONIST magazine. We are missing 
all issues prior to PERCUSSIONIST - Volume 1 - No. 1 

If  you have materials, but  do not  wish to donate your 
original materials, a copy of these materials will be cheerfully 
accepted. Thank you! 



W I N N I N G  C O M P O S I T I O N  IN 1976-77 
4TH A N N U A L  

PERCUSSION C O M P O S I T I O N  CONTEST  
Sponsored b y  

T H E  PERCUSSIVE  A R T S  S O C I E T Y  
A N N O U N C E D  

DESIGNS WITH REFRAIN, a Work for Two Multiple 
Percussionists, composed by JOHN B. AUSTIN of Chicago, 
nlinois has been named the Winning Composition in the 4th 
Annual  P.A.S. Percussion Composition Contest. The work is 
dedicated to a pair of Chicago percussionists noted for their 
percussion duo performances, Terry Applebaum and Ed 
Poremba. The premier performance of this work was given at 
the Illinois PAS Chapter Day of Percussion on December 17, 
1977 at the American Conservatory of Music in Chicago by the 
above artists. 

Following is a complete listing of all compositions that 
receive awards or mention:  

Winning Composition - DESIGNS WITH REFRAIN - John B. 
Austin, 1209 N. Astor St., Chicago, IL 60610. 

Tied for 2nd Place - THREE DANCES FOR PERCUSSION 
DUO - Edward M. Barnes, 222 W. 71st St., N.Y., NY 10023 and 
- VARIATIONS FOR TWO PERCUSSION - Robert  Lombardo, 
1040 W. Willington, Chicago, IL 60657. 

Other compositions receiving votes (ranked in order): IN- 
VOCATIONS FOR TWO PERCUSSIONISTS - Luis Jorge 
Gonzalez, 1401 Enfield Rd., Austin, TX 78703; DUETS FOR 
VIBRAPHONES AND MARIMBA - John Bergamo, Box 382, 
Piva~ CA 93040; SONATA FOR TWO MARIMBAS - Lowell H. 
Frye, 100 N. 32nd Ave., Hattiesburg, MS 39401; PAS A DUEX 
- P. T. Albrecht, Holiday Tr. Ct. ~184, North Liberty, IA 
52317; METAL ENSEMBLE FOR TWO PERCUSSIONISTS - 
Michael F. Hunt, 444 S. Hanley Rd., St. Louis, MO 63105; 
SLAPSTICK - C. James Sheppard, 701 Union Ave., Morgan- 
town, WV 26505; MOBILE - M a r t a  Ptaszynska, 1611 Santa 
Clare, Alameda, CA 94501; BOOKIN IT - Lee Ann  Harris, 608 
Campbell N. W., Ardmore, OK 73401. 

J O H N  B. A U S T I N  

NEW PALS PERCUSSION LITERATURE LISTING 
AVAILABLE 

The Percussive Arts Society has just  released a newly revised 
edition of SOLO AND ENSEMBLE LITERATURE FOR 
PERCUSSION. The listing totals some 90 pages and is divided 
into categories such as snare drum solos, percussion ensembles, 
etc. Composers, number of players, and publishers are included 
and, in most cases, level of difficulty. The compliation is the 
result of a P.A.S. committee project headed by F. Michael 
Combs. Copies at $3.00 each may be obtained from the 
Percussive Arts Society, 130 Carol Drive, Terre Haute, Indiana 
47805. 

PAS 5 th  A N N U A L  PERCUSSION C O M P O S I T I O N  CONTEST 

The 5th Annual Percussion Composition Contest sponsored by the Percussive Arts Society is under way. The medium 
for this years competition is a work for PERCUSSION SOLOIST WITH PERCUSSION ENSEMBLE ACCOMPANI- 
MENT (consisting of three (3) or more players.) 

P R I Z E S  

Winning Composition - $400 - PERFORMANCE AT A PERCUSSIVE ARTS SOCIETY NATIONAL EVENT - 
GUARANTEED OPPORTUNITY FOR PUBLICATION. Second Place - $200 Third Place - $100 

The following eminent composers and percussionists wil l  serve as judges for this years competition: 

MARTA PTASZYNSKA - 
ANTHONY CI RONE - 

MITCHELL PETERS - 
RONALD LOPRESTI- 

JAN Wl LLIAMS - 

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. 
Percussionist, composer, and conductor at The Center of the Creative and Performing 
Arts of the State University of New York at Buffalo. 

For further information on this contest, write to: 5th Annual Percussion Composition Contest 
PERCUSSIVE ARTS SOCIETY 
130 Carol Drive 
Terre Haute, Indiana 47805 
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STATE CHAPTER NEWS ~ / ~ , t ~  
Compiled by  Don R. Baker 

CALIFORNIA 
At a recent CALIFORNIA CHAPTER PAS meeting, Brian 
Miller was elected President and a committee was formed to 
begin work on projects which include the formation of 
mini-chapters in California under the CPAS banner. Also, work 
has begun on the 1978 Western States Percussion Festival to be 
held in April and May. Miller is a working pro in the Los 
Angeles area and hopes to enlist the help of the area's excellent 
selection of studio musicial~s and pros in clinics and workshops 
in the coming year. 

FLORIDA 
A "Percussion Clinic" was co-sponsored by the FLORIDA 
CHAPTER of PAS with clinicians demonstrating the following: 
Bob McCormick, snare drum; Roy Smith, mallets; Gibby Lowe, 
drumset; and Ron Delp, t impani and traps. A varied and 
impressive "concert followed the clinic with performing groups 
from: Southwest Missouri State Percussion Ensemble, Roy 
Smith, Director; University of South Florida Percussion En- 
semble, Robert McCormick, Director; Gibbs Senior High School 
Percussion Ensemble, Gibby Lowe, Director; and the Tampa 
Jazz/Rock Percussion Ensemble, Ron Delp, Director. The 
winners of the 1977 Florida PAS Composition Contest were 
Mark Hendricks, first place, with Last Set and Patrick Houlihan, 
second place, with Mixtus. 

ILLINOIS 
In November a percussion symposium for band directors, 
teachers and students was sponsored by Elmhurst College and 
ILLINOIS CHAPTER PAS. Clinics were held on snare drum, 
mallets, timpani, multiple percussion and accessory instruments 
by several guest clinicians in northern Illinois. The program 
which ended the symposium was directed by Jeff Dire, Joliet 
Junior College Percussion Ensemble. 

The Illinois "Day of Percussion" was held in December at the 
American Conservatory of Music in downtown Chicago. The 
event included the following artists: Gordon Peters, Harvey 
Mason, Tele Lesbine, Dave Samuels, Mart:/Huxley, Karen Ervin, 
Gerldo De Oliveira, Ron Keezer, Jim Petercsak, John B. Austin, 
and Peter Erskine. The day proved to be exciting and very 
educational. On Feb. 18, 1978, the Illinois PAS Un-Contest will 
be held at Northwestern University at Regenstein Hall. Registra- 
t ion begins at 8:30 and all large equipment will be supplied. The 
un-contest is open in all areas and for further information call 
Terry Applebaum, 492-7228. 

MASSACHUSETTS 
The April meeting was in Lowell with several items on the 
agenda to be discussed concerning meetings, newsletters, direc- 
tory, constitution, and a possible "uncontest" .  Members are 
urged to comment  on the agenda mentioned above and send it 
to Dr. Peter H. Tanner,  President, Massachusetts PAS. c/o 
University of Massachusetts, Amherst, MA. 

MICHIGAN 
Many members were present in Fl int  on February 26 for 
another exciting and enjoyable happening of the Michigan PAS. 
Special thanks go to Mark Petty and to all of the performing 
groups and their directors. Petty presented an enlightening 
workshop on corps style percussion playing which was ac- 
companied by enthusiastic audience participation. The annual 
Michigan PAS membership meeting moved along smoothly and 
served as an information forum for those present. The 
afternoon concert featured some impressive playing by groups 
from Wayne State, Central Michigan, Eastern Michigan, Mich- 
igan State, and the University of Michigan. There was an 
enjoyable variety of American and Japanese percussion en- 
semble music and a bit of pop and nostalgia. It  was a fun day 
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from the sounds of precisely-played "Flam-flam-paradiddle- 
ratamacue" to Charlie Owen's terrific arrangement of "Nola" 
played by the U of M ensemble. The newsletter also contained a 
synopsis of colleges and several percussion programs from 
schools in the state. 

NEW JERSEY 
The NEW JERSEY CHAPTER of the PAS presented its third 
annual Percussion B*A*S*H at Kean College of New Jersey, 
Union, NJ, on June 4. There were two outstanding clinics 
featuring Justin Di Cioccio on "Exploring New Directions in 
Modern Drum-Set Playing", and David Yee on "Contemporary 
Latin-American Percussion Traps." 

John Kent conducted the Kean College Percussion En- 
semble's performance of "Tres Estudos" (1966) by the Brazilian 
composer Osvaldo Lacerda; followed by Paul Price conducting a 
new work for Solo Marimba and Percussion Ensemble, "Para- 
gons" (1975) by Murray Houllif, with Michael Holchrum as 
marimba soloist. 

Each year members of the NJPAS form a percussion 
ensemble under the direction of the world-renowned Paul Price. 
This year the NJPAS ensemble performed two percussion works 
-- "Symphony for Six" (1971) by Robert Russel and Richard 
Moryl's new composition for ten players, "Appolo" (1976). 

NEW YORK 
New York State Chapter officers-President John Beck, Vice- 
President Ernest Muzquiz, and Secretary-Treasurer Eugene 
Attleson, following the highly successful PASIC in Rochester, 
New York, are now forging ahead in new directions. The state 
has been divided into eight zones, and zone representatives 
established, which should lead to even better communications. 

David Ameele has completed his survey and questionnaire of 
college percussion departments in New York State. Information 
included in the booklet, which is available for $1.00, includes 
teaching staff, equipment, facilities, course offerings, etc. 
Contact Ameele at 544 Hayward Street, Rochester, NY 14609. 

At the August 22 state officers meeting a state day of 
percussion was tentatively discussed for February 26, 1978 at 
Syracuse University. Further discussion and committee set up 
was done regarding the (sorely in need of) revision of the New 
York State School Music Association Manual of percussion 
pieces listing, as well as revision of the NYSSMA adjudication 
sheets. The final results of this important task was presented at 
the state chapter meeting held at the Concord Hotel on 
December 5 for the approval of the entire membership. 

OKLAHOMA 
The OKLAHOMA STATE CHAPTER had a very successful 
Percussion Festival in March with percussion ensembles from 
Oklahoma University, Cameron University, Southwestern Okla- 
homa State, Oklahoma City University, Central (OK) State, 
Phillips University (OK), and Baylor University (Waco, TX). Ms 
Karen Ervin was a spectacular guest performer/clinician. 

The chapter sponsored a membership booth at the mid- 
summer meeting of the Oklahoma Bandmasters Association 
convention in Oklahoma City. In addition the state chapter 
sponsored clinics by James Lambert, Cameron University, and 
Richard Gipson, Oklahoma University on the 1977 All-State 
audition material. A percussion ensemble clinic was presented 
by the University of Oklahoma Percussion Ensemble together 
with a percussion accessories clinic. The University of Oklahoma 
will again sponsor, in conjunction with Oklahoma PAS, the 
1978 Oklahoma Percussion Festival March I0-II, 1978. Plans 
are still formative, but call for several guest clinicians as well as 
several Oklahoma and surrounding state percussion ensembles. 
For further information contact Richard Gipson, School of 
Music, Oklahoma University, Norman, OK 73019. 

PENNSYLVANIA 
The PENNSYLVANIA CHAPTER PAS held its spring Day of 
Percussion and State Conference at West Chester State College 
on April 9 and was a tremendous success. Approximately 170 
people registered and attended clinics presented by William 
Hinger, Alan Abel, Nelson Gonzalez and Butch Miles. The next 
spring Day of Percussion is planned for April 15, 1978 at 
Indiana University of Pennsylvania. John M. Floyd accepted a 
position at Virginia Polytechnic Institute and State University 
of Blacksburg, VA, and has resigned as president of the state 
chapter. 



TENNESSEE 
Pictured in the photo are Linda Pimental and Larrie Londin, 
featured at the Tennessee chapter of PAS. "Day of Percussion", 
held April 30, on the campus of Middle Tennessee State 
University. Also performing that day were the percussion 
ensembles of: East Tennessee State University, Johnson City, 
David Vincent, director; University of Tennessee, Knoxville, F. 
Michael Combs, director; University of Tennessee, Chattanooga, 
Dan Spaulding, director; Tennessee Technological University, 
Cookeville, Joe Rasmussen, director; Peabody College, Nash- 
ville, Bill Wiggins, director; Middle Tennessee State University, 
Murfreesboro, Matt Ward, director. 

Pimentel discussed and demonstrated contemporary tech- 
niques on marimba including six mallet playing, independent 
mallet corrdination, and new music for the marimba. Londin 
was featured in special arrangements with the MTSU Jazz 
Ensemble, and discussed set drumming ... choice of equipment, 
tuning, damping, acoustics of the sound studio, and other 
factors relating to the recording industry. Linda Pimental & Larrie Londin, clinicians at Tennessee PAS 

WISCONSIN 
The annual meeting of the WISCONSIN CHAPTER of the PAS 
was on October 27 in Mills Hall as part of the State Music 
Educators Convention in Madison. The University of Wisconsin 
Marimba Ensemble (Eau Claire), directed by Ron Keezer (see 
photo) performed a variety of arranged and transcribed music 
for the State Music Conference and earlier that day two 
outstanding high school percussion ensembles performed at the 
meeting. The Grafton High School, directed by Tom Fisher, and 
Goodrich (Fond Du Lac) High School, directed by Cal Moeby, 
presented seven works along with Paul Mazzacano's University 
of Wisconsin - Oshkosh Percussion Ensemble. Elections will be 
held at the first meeting of each calendar year and membership 
now stands at  145. Upcoming projects concern outside adver- 
tisers and the newly revised Percussion State Solo and Ensemble 
Contest HandboQk. 

Middle Tennessee State University Percussion Ensemble, Matt  Ward, Director 

TEXAS 
Elected officers for 1977-78 are President Paul Brazanskas; Vice 
President Dick Berkley; and Secretary Ralph Bolls for the 
TEXAS CHAPTER. A questionnaire was sent to all PAS 
members and Regional Board Chairmen in hopes of getting new 
members to join and collecting new ideas for chapter use. The 
chapter has purchased a special bulk rate for mailing materials 
and manned the PAS Booth at the TBA convention during the 
summer. 

University o f  Wisconsin-Eau Claire Marimba Ensemble 

THE PERCUSSION DEPARTMENT 
at 

BROOKLYN COLLEGE 
is alive and well and interested in hearing able 
and talented young percussionists searching for 
a Bachelor or Master degree and the excitement 
that living in Hew York has to offer. 

Morris Lang (of the New York Philharmonic) is 
director of the program and conductor of the 
percussion ensemble. 

Reasonable Tuition Creative Atmosphere 
Department of Music 

Brooklyn College 
Brooklyn, New York 11210 (212) 780-5286 
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PERCUSSIVE ARTS SOCIETY CHAPTER PRESIDENTS (1977-78) 

Alabama Hawaii Minnesota Oregon Larry Mathis 
Music Dept. Brian Honma Bet ty  Masoner Don Worth 
P.O. Box 2876 1318-B 10th  Avenue 911 Dewey Avenue 1426 46 th  St. 
University, AL 35486 Honolulu,  HI 96816 Bemidji,  MN 56601 Milwaukie, OR 97222 

Idaho Mississippi Pennsylvania 
Chuck Spuches Ron Veron Willis Rapp 
Idaho State Univ. University of  Mississippi 33D Lynnebrook  Apts. 

Arizona Pocatello,  ID 83209 University, MS 38677 Millersville, PA 17551 
MarJorie Holmgreen 
1475 E. Linda Vista Illinois Missouri Rhode Island 
Flagstaff, AZ 86001 Kathleen S. Kastner  Dan Dunavan (see Maine) 

1310 E. Roosevel t  60 N. Henderson 
Axkansas Wheaton, IL  60187 Cape Gimldeau,  AO 63701 South Carolina 
Jared Spea~s John  C. Bircher, Jr. 
P.O. Box 4N Indiana Montana 3919 Parkman Dr. 
State University, AR 72467 Gary Bolinger Dennis Dell  Columbia,  SC 29206 

1373 Saylor Ct. 18 l l t h  St. Nor th  
Anstmlia  Zionville,  IN 46077 Great Falls, MT 59401 South and North Dakota  
Ryszard J. Pusz J im MeKinney 
16 Wintrena St. Iowa Nebraska 911 3rd St. 
South P lympton  Laurence Kaptain Albert  Rometo  Brookings, SD 57069 
South Austral ia 5038 Dept. of  Music Dept.  of Music 

Drake Univ. University of  Nebraska Tennessee 
California Des Moines, IA 50311 Lincoln, NE 68508 Wm. G. Wiggins 
Brian Miller 4104 Brushhill  Rd. 

Japan Nevada Nashville, TN 37216 
P.O. Box 34 Keiko San Abe Del Blake 
Northridge, CA 91324  Tsurumaki  2-17-23 13001 Las Vegas Blvd. So. Texas 

Setagaya-Ku, Tokyo Las Vegas, NV 89109 Paul Brazauskas 
Canada Japan 244 Lewis St. 
Owen Clark New Hampshire Brownsville, TX 78520 
1833 Pembina Hwy. ~702 Kansas (see Maine) 
Winnipeg, Manitoba Court McClaren Utah 
Canada R3T2N5 1018 Rumsey New Jersey Dennis Griffin 

Kiowa, KA 67070 Paul Price 529 E. 1st St. 
Colorado 470 Kipp St. Logan, UT 84321 
John  Galm Ken tucky  Teaneck~ NJ 07666 

Vermont  
Dept.  of Music Emery Alford New Mexico Thomas Toner  
Univ. of Colorado 912 Norwood Ave. Tim Lautzenheiser  69 Grand Ave. 
Boukier,  CO 80302 Bowling Green, KY 42101 Box 3F Swanton~ VT 05488 

NM St. Univ. 
Connect icut  Louisiana Las Cruces, NM 88001 Virginia 
Howard Zwickler  Gray Barrier Gary Rockwel l  
Univ. of Bridgeport  Music Dept. New York  10711 Joyce  Dr. 
Bridgeport,  CT 06602 Louis iana Tech. Univ. John Beck Fairfax, VA 22030 

Ruston,  LA 71270 Eas tman School of Music 
Delaware and Maryland Rochester ,  NY 14604 Washington 

Martin Zyskowski  
John  Soroka Maine, New Hampshire,  North Carolina 477 N. 4th 
1623 Park Avenue and Rhode  Island Harold A. Jones Cheny, WA 99004 
Baltimore, MD 21217 Joseph Smith 104 Greenwood Dr. 

88 Cottage St. Greenville, NC 27834 West Virginia 
Florida Westbrook,  ME 04092 Phil Faini  
Rober t  McCormick North Dakota  284 Willowdale Rd. 
University of So. Florida MaiTland (see South Dakota)  Morgantown, WV 26505 
Tampa, FL 33620 (see Delaware) 

Oklahoma Wisconsin 
J im Lambert  Paul Mazzaeano 

Georgia Massachusetts Dept. of Music Univ. of Wisconsin/Oshkosh 
Scott  Douglas Peter Tanner  Cameron Univ. Oshkosh, WI 54901 
2247 Rando Lane, N.W. Univ. of  Massachusetts 
Atlanta,  GA 30318 Amherst ,  MA 01002 Lawton,  OK 75301 Wyoming  

Rober t  Kalkoten  
Ohio Casper Col/ege 

Germany Michigan Larry Snider Casper, WY 82601 
Siegfried Fink Anna Watkins Conservatory of Music 
Schlesier Sir  8 4502 English Oak Court Univ. of Akron  Washington,  D.C. 
8700 Wuerzburg, Germany Flint ,  MI 48504 A k i n ,  OH 44304 (see Virginia) 

JOIN  

the 

Percussive Arts 

M e m b e r s h i p  A p p l i c a t i o n s  
a v a i l a b l e  f r o m :  

PERCUSSIVE ARTS SOCIETY 
130 Carol Dr., 

Terre Haute, Indiana 47805 

TALES OF TWO CITIES: MORRIS ALAN BRAND 
"Aspen" Percussion Quartet No 3 with Piano 

"Cleveland" Percussion quartet No 4 with Piano 

Two Cities, two experiences, two works 
for the Total Percussion Quartet 

(15% discount & postage paid on payment,enclosed orders.) 

POST OFFICE BOX 71 

i i 

$12.00 
$12.00 

ST. CLOUD, MINN, 56301 
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A H A R D  Q U E S T I O N  
by  Dave Carey 

" H O W  CAN I G E T  I N T O  STUDIO W O R K ? "  This is a 
ques t ion  I a m  asked many  t imes by  young  percussionists.  

In  a t t empt ing  to answer this " t o u g h i e " ,  I am reminded  o f  
Woody  Al len ' s  great l ine - " L i f e  is cruel,  unfair,  and all t oo  
shor t" .  

I associate this remarkable  s t a t emen t  wi th  the  ques t ion  asked 
because the  answer can be cruel, l ike - "P lay  l ike Steve Gadd or 
Dave F r i e d m a n "  or  unfair ,  l ike - " L o o k ,  there  are 30,000 
members  of  Local  802 in New York  and on ly  250 involved in 
s tudio work,  so w h y  b o t h e r ? "  A n d  since life is all t oo  short ,  
let 's  just  r eword  the  ques t ion  a l i t t le  to  read, " H o w  can I 
prepare myse l f  for  s tudio  w o r k ? "  Aha l  !Mucho mejor !  N o w  
here we can supply  some  answers to a m u c h  m o r e  answerable  
quest ion.  2. 

In  New York  Ci ty  where  I happen  to work,  there  are 
approx imate ly  seventy-f ive " e m p l o y e r s "  (contractors ,  arrangers, 
composers ,  j ingle houses,  record  companies)  who  write  and hire 
in the  s tudio  scene. 

Le t ' s  f ind out ,  first, wha t  these " e m p l o y e r s "  expec t  o f  a 
percussionist .  I ' d  say, in brief,  this -- a percussionist  w h o  can 
play convincingly  in a myriad  n u m b e r  o f  musical  id ioms such as 
rock  and roll, r h y t h m  and blues, j azz , symphonic ,  Latin,  coun t ry  
and western.  3. 

Tha t  means  si t t ing d o w n  for  long per iods o f  t ime  wi th  
s y m p h o n y  orchestras,  r o c k  and rol l  bands, jazz bands,  lat in 
bands, c o n t e m p o r a r y  music  groups,  pi t  and orchestras,  etc.,  etc. 

All  this is very necessary because in one  day o f  s tudio  w o r k  
y o u  could  be called u p o n  to  pe r fo rm in m a n y  o f  these musical  
styles, uti l izing every  one  o f  y o u r  ins t ruments .  

I would  fur ther  say tha t  th rough  daily pract ice  per iods  
certain technica l  p rob lems  one migh t  have should be given close 
analysis. S tudio  playing is exposed  p laying and y o u r  technica l  
p rob lem could  be some arranger 's  favor i te  rift .  

You  should  con t inue  your  studies o f  theory ,  ha rmony ,  score 
reading, (perhaps piano)  and the  private lessons on  y o u r  
ins t ruments  (xy lophone ,  t impani ,  vibes, e tc . )  A t  this point ,  let  
me offer  these par t icular  suggestions for  get t ing y o u r  " b a g "  
toge ther :  
• Play vibes in a group tha t  has no guitar  o r  p iano  - great  fo r  

fou r  mal le t  t echnique .  
• Play t impani ,  s teady,  in a s y m p h o n y  orches t ra  - i t  could  be  a 

c o m m u n i t y  orchestra.  
• Do as m u c h  " p i t "  work  as you  can wi th  " n o t e y "  x y l o p h o n e  

and bell parts. 
• Take  all the  percussion jobs  y o u  can f ind where  y o u  play 4. 

everything in sight - l ike behind a pop  singer in a n ight  club 
o r  a serious music  conce r t  where  t he  small  budget  cuts d o w n  
the  size o f  t he  percussion sect ion.  

• Go  to  the  music  s tore  o r  send away  for  music  wr i t t en  fo r  
xy lophone ,  vibes or  mar imba,  augmented  by  f lute  and viol in 
l i terature.  The  Percussive Arts  Soc ie ty  magazines are a fine 
source of  in fo rma t ion  here. T r y  y o u r  sight reading on  this 
music.  

• One last t hough t  - over  t he  years I have seen some  f ine y o u n g  
percussionists en ter  the  s tudio  scene. What did t h e y  have in 
c o m m o n ?  T h e y  had ta lent ,  vast musical  exper ience ,  and 
percept ive  dally pract ice  methods .  5. 

How did they  get into s tudio  work? T h e y  were  prepared l 
T H E  A U T H O R  

DAVID C A R Y  is a leading New York  s tudio recording  
percussionist ,  and the  compose r  o f  several exce l len t  new 
percussion works  including, Sui te  for  X y l o p h o n e  and Orchestra,  
and Eight  Etudes  for  T w o  Percussionists,  publ ished by  Galaxy 
Music Corporat ion.  

T H E  SMALL M A L L E T  ENSEMBLE 
b y  Kevin Lepper  

There  seems to be a void in pe r fo rming  oppor tun i t i es  
be tween  solos and large percussion ensembles,  bands, and 
orchestras.  To  a percussionis t  this void  is obvious  every day.  To  
be an excel lent  p layer  one  mus t  solo,  b u t  o n e  must  also play in 
ensembles.  There  seems to be a decis ion be tween  t w o  alterna- 
tives. Does  i t  do  m o r e  good  to  lock  yourse l f  in to  a pract ice  
r o o m  to fulfi l l  y o u r  o w n  musical  needs,  o r  should  you  go to 
ensemble  rehearsals and per formances  and enter ta in  o thers  at  
the  expense  o f  personal  fu l f i l lment?  But  i t  doesn ' t  have to  be a 
decis ion be tween  these  two  alternatives.  There  is a possible 
solution--Small  Mallet  Ensemble .  This  group will n o t  satisfy all 
percussionists '  ideals and aspirations,  bu t  fo r  mos t  i t  will  be a 
pleasure to learn, share wi th  others,  and have fun. 

A mal le t  ensemble  o f  f rom 3 to  5 people  is a great  way  
for  mos t  dedica ted  high school  or  college level percussionists  to  
express themselves.  Besides draining the  energy ob ta ined  f r o m  a 
bor ing band or  o rches t ra  rehearsal,  i t  provides the  p layer  wi th  
an o p p o r t u n i t y  to  p lay  " s o l o "  whi le  pe r fo rming  wi th  an 
ensemble.  In  o rder  to m a k e  a group like this a success one  
needs:  

1. Personnel--several  percussionists  wil l ing to  p lay  all types  
of  music for  all types  o f  people .  Most  percussionists  will 
j u m p  a t  a chance to  play a mal le t  ins t rument  for  m o r e  
than  the  four-bar  solo in conce r t  band or  the  bell  par t  in 
orchestra.  

In s t rumen t s - -many  combina t ions  o f  ins t ruments  can be  
explored.  A c o m m o n  one  is fou r  mar imbas  and a bass 
mar imba  or  four  mar imbas  and bass guitar. A n o t h e r  
combina t ion  could  be three  marimbas,  one  v ibraphone  
and a d r u m  set. I t ' s  possible fo r  a group to  do  very  well  
even wi th  three peop le  on  one  Kelon  mar imba,  t w o  
people  on one  xy lophone ,  one  on  electr ic  piano,  and one  
on  drums,  etc.  

Music--numerous materials are on the market. David 
Vincent has ensembles out for a seven-person group; 
Gordon Peters publishes small ensemble music; Percussive 
Notes is always a helpful source in obtaining titles of good 
ensemble pieces. Also, if a group is well motivated, they 
could arrange their own music. Vocal pieces can be 
separated into Soprano-Alto (top of a marimba or 
xylophone), Tenor-Bass (bottom of a marimba), Top 
Piano (two people on vibes and bottom piano part on 
bass). String quartets make excellent music for marimbas. 
Marching band charts can be condensed to suit the 
instruments, and numerous other places hold still more 
music. As far as music style is concerned, one has the 
range of any type of music written. Pieces ranging from 
Bach fugues to Herb Alpert are enjoyed by most people 
and at the same time the percussionist benefits from 
playing. Not only does he get a chance to become more 
familiar with the instrument, he is also learning to arrange 
and transcribe and to interact with other people. He learns 
musicality, expression, how to play in an ensemble and 
many other needed qualities. 

Places to p l a y ~  as always a good place to start  is at  
church.  Congregat ions  and especially music  ministers  love 
to  have a c h ~ g e  in t he  musical  scenery i f  for  no o the r  
reason than  to show o f f  their  o w n  groups.  F o u r  mar imbas  
and a bass mar imba  can also play beh ind  the  choi r  to  
provide  a combin ing  e f fec t  for  the  e n j o y m e n t  o f  all. 
Banquets ,  l a w n  parties, fo rmal  recitals, concer ts  in the  
park,  bonf~ires, grand openings,  etc. ,  are great  places to get 
exposure  and exper ience  for  a newly- formed  group.  
However ,  one  mus t  wa tch  for  a knowball  effect .  I f  y o u  
d o n ' t  wa tch  o u t  y o u  could  have t o o  m u c h  to  clo ! 

T ranspo r t a t i on - -  as all percussionists  know,  this is defi- 
n i te ly  a problem.  Since mar imba  and vibe cases cost  over  
half  the  price o f  t h e  ins t ruments  themselves,  mos t  
percussionists  do n o t  have cases for these ins t ruments .  To  
solve this p rob l em y o u  can wrap the  resonators  in packing 
covers and the  mar imbas  in large s leeping bags. A n  old 
UPS van or  VW van w i t h o u t  seats can serve as a sui table  
means for  t ranspor ta t ion .  



Now that we've gotten the group off the ground, let 's get 
back to what it 's going to do for us: 

1. It  will promote music in all forms and the players, 
especially "drummers" will finally be exposed to concepts 
such as lyricism, articulation, key changes, melody con- 
tour, etc. This is what most directors will expect their 
drummers to know, just as they expect a brass player to 
be familiar with these concepts. 

2. It  will provide the players with a chance to experiment 
with ensemble sounds and instrument combinations more 
frequently, and experiment with technique and inner 
thoughts. 

3. It  will show the individuals how to organize, how to 
arrange, and how to be sophisticated, knowledgeable 
performers. 

4. It  will enhance any music program by appealing to the last 
few rebels of the audience world. People are always 
intriqued by  drurn~ and percussion instruments. This 
group will also be a hit in grade school clinics and 
recruitment for college programs. 

So what are you waiting for? Let's get these ensembles ready 
to go ! 

Students at Southern Illinois University currently enrolled in 
the Marketing program have recently developed a new product 
concept in the area of percussion instruments. The product is a 
snare drum stand with a foot actuated control for the snares 
instead of the presently used hand control. This foot pedal 
control would allow the drummer to put  the snares on or off,. 
and also very the intensity of the snares by merely using the 
foot pedal. 

They feel this is a quite innovative idea, and would be 
grateful for honest evaluation of this product  concept. Please 
mail your reply to: Richard Henclricks, 1300 South 59th Street, 
Belleville, IL. 62223. 

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 percussion Ensemble arrangement of the 
accompaniment available from us . . . . . . . . .  15.00 

METALLIC MYSTIQUE for Percussion 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, Roto Toms, Susp. Cym., B.D., 

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

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

3 S.D., Roto Toms, Timp. 
THE GENTLE METAL MONSTER for Percussion 

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 . . . . . . . . . . . . . . . . . . . . . . .  %00 
THREE MEANS TO AN END (Three Met.) . . . . . .  1.75 

New and very difficult snare drum solos for recital 
performances. ~ 

ORDER FROM 

S & S SCHOOL OF MUSIC 
Kelm & Buchert Rosd 

Pottltown, Pennsylvania 19464 
Phone 326-6211 
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PLAY FOR KEEPS 

Once y o u  p lay ou r  t impan i  we doub t  whether  you ' l l  ever 

again be satisfied w i t h  any th ing  less. In fac t  we ' re  so sure 

t ha t  you ' l l  wan t  t o  p lay f o r  keeps tha t  we 've gone so far as 

to  guarantee each and every set o f  ou r  inst ruments f o r  as 

long as the or ig inal  purchaser owns them. Besides assuring 

y o u  o f  a long re lat ionship,  our  special guarantee says 

someth ing abou t  the conf idence we have in our  wo rk -  

manship. Conf idence tha t  comes f r o m  being the count ry 's  

o ldest  vo lume producer  o f  Dresden-style t impan i .  Amer ican  

Drum Company .  The more  y o u  hear abou t  us, the bet ter  
we sound. 

MARK XI. Conven- 
tional Dresden styling 
gives our most popular 
model  i ts  qualiW 
sound. With cross<lrum 
master tuning screw. 
Available in bowl di- 
ameters of 21'" through 
31". $1800, the pair. 

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

(Both models featuce 100% copper hammered bowls, with l~omi- 
nent hammer marks.) 

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

AMERICAN DRUM 

COMPANY 



PERFORMANCE REVIEWS 

THE CINCINNATI ENQUIRER 
Saturday, April 30, 1977 

by Nancy Malitz 
Enquirer Music Critic 

The satisfying concert, conducted by resident conductor  
Carmon DeLeone, included - -  CSO bassist]composer Frank 
Proto's "Three  Pieces for Percussion and Orchestra." 

Proto 's  "Three Pieces" brought the CSO percussion section 
front and center, giving the audience a good glimpse of  the 
versatility and sophistication the jobs require. 

Timpanist Eugene Espino and percussionists William Platt, 
Edward Wuebold and Richard Jensen put  on a brilliant show, 
establishing Proto 's  "Pieces" as a finely crafted work virtually 
overflowing with accessible ideas, exciting extensions of  orches- 
tra color, apt pacing and a uniquely personal style. 

Proto 's  trademark, if you will, involves a sort of  trapdoor 
effect between two musical worlds. He shifts between con- 
temporary and jazz idioms with increasing emphasis on jazz as 
the work progresses. Percussion instruments - -  like the string 
bass, Proto 's  instrument m have habitually inhabited both 
worlds, a reality which Proto drove resoundingly home. 

LOS ANGELES TIMES 
Wednesday, March 20, 1974 

by Martin Bernheimer 
Times Music Critic 

In the courtly Atr ium of  the Ahmanson Gallery, William 
Kraft and percussive cohorts performed Kraft 's  "Des Imagistes," 
a world premiere. 

Most interesting, perhaps and most  dramatic, was Kraft 's new 
cycle: a sensuous embroidery of  percussive patterns around 
rather uneven poems by e. e. cummings, Ezra Pound, Barbara 
Kraft and Everett  Frost. Leon Charles narrated from the steps 
while each of  six turtlenecked instrumentalists held forth at a 
different station on the Atr ium floor. 

Kraft 's program note offers a complicated explanation of  the 
technique at work here. Ultimately, however, this cerebral 
crutch is no more meaningful to the listener than a pie recipe is 
to a pie eater. The pleasure of  Kraft 's music comes from 
following the sonic ball as it is passed f rom corner to corner. It  
comes f rom basking in the piquant melange of  sounds provided 
by an inspired assortment of  gongs, rusty hubcaps, stainless steel 
bowls, drums, chimes, membranophones, coils and other lovely 
things like that. 

The players construct this (often) shimmering musical 
hexagrammoid with electronic reinforcement, bows and all 

N e w ! . . .  PERMUS PUBLICATIONS 
Order dlrect  or through your local dealer 

THE SNARE $1.25 
DRUM ROLL 
by Gary J. Olmstead 
THOROUGH DESCRIPTION & EXERCISES 
FOR DEVELOPMENT OF THE ROLL 

Also -- 
PUNCTUALITY-  A Snare Drum Solo - Mike Varner 
A chal lenging new  contest  solo $1.75 

We specialize in music for PERCUSSION 
free catalog on request 

~ PERMUS PUBLICATIONS 
P.O. Box 02033-Columbus,Ohio 43202. 
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manner of  mallets, hammers, sticks and related striking and 
stroking aids. The result is so appealing on its own exotic terms 
that the texts seem superfluous, almost obstrusive. 
*Des Imagistes has recently been recorded on the DELOS  
L A B E L  and will be reviewed h a coming issue o f  Percussive 
Notes. 

CHAMPAIGN-URBANA, ILLINOIS NEWS GAZETTE 
April 4, 1977 

by Michael Richardson 
News-Gazette Staff Writer 

Often, much is writ ten about  the performances o f  the 
professionals, be they musicians or athletes. Much is also wri t ten 
about  the student athlete but  very little about  the student 
musician. 

Sunday evening's Great Hall concert by the University of  
Illinois Symphony,  conducted by Paul Vermel, prompts me to 
write about this talented and musically sensitive organization. 

This concert features concerti  which were performed by 
student soloists. Performing the "Concer to  for Four  Percussion 
Soloists and Orchestra" (1974) by Marta Ptsszynaka were Don 
Baker, Michael Blair, Charlotte Mabrey and George Womack. 

The percussion concerto utilized four batteries o f  percussion 
instruments at the outer comers  of  the orchestra and included a 
wide spectrum of tonal and nontonal  sounds. It  was difficult, 
but well performed by both soloists and the orchestra. 

Vermel 's  conducting is always very precise and usually 
economical. This seemed to make it relatively easy for the group 
to pull off  the Ptaszynska work. 

NEW YORK (UPI) 
May 29, 1977 
by Peter Costa 

For  some, the world premiere of  American conposer George 
Crumb's Star-Child was a mind-stretching walk into musical 
outer space. 

For  others, i t  was the music of  madness to which the only 
appropriate response was to stomp ou t  of  the concert  hall. 

The complex composition, billed as "a  parable for soprano, 
antiphonal children's voices and large orchestra," was given its 
world premiere by the New York Philharmonic at Avery Fisher 
Hall, with Pierre Boulez as the primary conductor.  Irene Gubrud 
made her debut  as soprano. 

Star-Child is a mysterious mixture of  dissonant brass, quiet  
quark-like whispers, loud bells and gongs, strange-sounding 
leaf-rustling-effect machines and boys'  choirs. 

Perhaps most  unusual is composer Crumb's sense o f  time. It  
is multi-zoned, as seen by his use of  four conductors - - a l l  
conducting in different tempos. 

Conductor 1 conducts the vocal passages, all the winds and 
six of  the percussionists until the concluding port ion o f  the 
work. 

Conductor 2 directs the strings and two of  the percussionists 
throughout.  

Conductor 3 leads the brass and three percussionists. 
Conductor 4 conducts the clarinets, flutes and v~raphone.  
Each conductor sets a different tempo so that the effect is 

one of stratification: the bo t tom layer is almost metronomically 
steady and soft, the upper layers more chaotic and changing. 

Besides the unusual rhythmic interpretations, Crumb dis- 
patches around-the-hall musicians who pop up and play a few 
refrains. Particularly, startling to some of  the audience were the 
trumpeters in the balcony. Cornets sound even more shrill; the 
musicians held aluminum pie plates over the hells of  their 
instruments, which rattled and rasped. 

Other techniques used by Crumb can only be described as 
cosmic. 

The Interchange between soprano Gubrud and the trom- 
bonist is typical. While she remains seemingly terrestrial and 
sings plaintive, almost lyrical passages, the trombonist  responds 
with sliding groans and moans and extra-galactic bursts. 

At  one point, the t rombonist  discards the traditional straight 
mute and uses a plunger to create wah-wah wails reminiscent of 
New Orleans jazz circa 1920. 

Later in the performance, the trombonist  engages in a round 
with the soprano and answers her singing by humming through 
his trombone, creating what  might be called a dying dinosaur 
effect or the inner music o f  metal fatigue. 

All in all, Star-Child is an imaginative voyage through strange 
tempos and even stranger harmonies, a voyage one should 
undertake with an open mind and a healthy tympanum. 



TEST YOUR PERCUSSION I. Q. 

WIN A ONE YEAR'S FREE MEMBERSHIP 

IN THE PERCUSSIVE ARTS SOCIETY 

AND 

COPIES OF PAS PUBLICATIONS 

Our first PERCUSSION I.Q. QUIZ was just too easy for you 
experts, and the percussionist too well known! Many of you 
correctly identified PAS Hall of Fame percussionist - -  ROY C. 
KNAPP at work in the WLS RADIO STATION in CHICAGO 
(And the Station how could you miss, with the call letters 
showing on the mike in the upper LH corner of the picture?). 

PAS has decided to award several winners and runner-ups prizes 
as follows: 

WINNERS 

KEVIN COCHRAN, Mr. Vernon, Ohio 
R. EDWARD STRAIGHT, Louisville, Kentucky 
MIKE FELLER, Northridge, California 

F r e e  One  
Year New or 
R e n e w a l  
Membership  
in P.A.S. 

RUNNER-UPS 

JENNINGS SAUMENIG, Urbana, Ohio 
STAN MELMER, Detroit, Michigan 
HAROLD HOWLAND, Vienna, Virginia 
GLEN ROBINSON, Lee's Summit, Missouri 
E. GARY SAMUELSON, Des Moines, Iowa 
BARRY HART, Oxon Hill, Maryland 

Free copies 
of the 1978 
e d i t i o n  of  
the PAS Per- 
cussion Liter- 
ature Guide 

And a "Tip of the Hat" to all of the following who also sent in 
the correct answers: 

War~en Hyer  W.D.  Olive Ed Sandoval 
B. Gordin Rowand  Virginia Charnley Clint Dodd 
Ca_ry Dachty l  J im Atwood  Sister M. Ann 
Larry Jones L . A .  Swanson Gerry Genuarlo 
Dave Udell  David Ewing Elmer  Ruble  
Lawrence Smith Bob Shaffo Ronald Gat~ 
Barry Zimmel~nan Jeffrey Par thun AI Naclerio 
David Edwal~ls Walter Toporzycki  Paul DeChellis 
Eric Smith Richaml Clary John  Buno 
Brian Miller Michael Williams David Goshen 
Roger  Jamison Jack Snyder Ken Fle tcher  
Dan Campbel l  Carla Klepper Len Woelfe l  
Richard DeLabio Larry Balestra Craig Pare 

Nick Pastelak 

We have a much harder question for you percussion experts in 
this issue....So read on and let us hear from you ..... 

Pictured is the famous GOLDMAN B A N D  in 1939. The longest 
single engagement played by the Goldman Band was the the 
Golden Gate International Exposi t ion on Treasure Island, San 
Francisco, California, f rom March 19th through July 3rd, 1939. 
The band played 2 concerts every day; a total o f  210 concerts. 
Edwin Franko Goldman was Conductor and Richard Franko 
Goldman, Assistant Conductor. 

Can you name the Bass Drum & Cymbal player 
, t h e  Snare  Drum p l a y e r  

and the  Timpani  player 
? 

The  ear l ies t  p o s t m a r k e d  c o r r e c t  answer  wi l l  rece ive  a 
one  y e a r  f ree  m e m b e r s h i p  (new o r  r enewa l )  in  t h e  
Percuss ive  A r t s  S o c i e t y .  T h e  n e x t  t h r e e  c o r r e c t  answers  

r ece ived  wi l l  rece ive  f ree  cop i e s  o f  t h e  o u t s t a n d i n g  n e w  

P A S  L i t e r a t u r e  B o o k l e t  1 9 7 8  E d i t i o n .  

T h e  c o r r e c t  an swer  a n d  w i n n e r s  wi l l  b e  a n n o u n c e d  in  

o u r  n e x t  issue.  
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Send  y o u r  answer  w i t h  r e t u r n  add res s  t o :  

P E R C U S S I V E  N O T E S  M A G A Z I N E  

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

4 4 3 3  S U M M I T  VIEW R O A D  

D U B L I N ,  O H I O  4 3 0 1 7  
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edited by Dr. John Baldwin 
' ~  Boise State University " ~  

GEORGE GABER recently presented a clinic with pianist Frank 
Gillis at Indiana University entitled "From the Cakewalk to 
Bossa Nova--Rhythms in Jazz and Popular Music the U.S." 
Gaber also was the guest artist and clinician in Seattle, 
Washington, during the 1977 "Music in Our Schools Day" last 
March. And in November, he collaborated with Janos Starker, 
cello, in the world premier of David Baker's "Suite for Cello and 
Percussion" in Carnegie Hall in New York. 

DR. PETER H. TANNER and the Percussion and Marimba 
Ensembles presented a concert in a "Music of Americas" series 
sponsored by the University of Massachusetts Program in Latin 
American Studies and the Music and Dance Department. The 
major work was Ginastera's "Cantata para America Magica." 

SAM ULANO, the Speakeasy 4, and the Gaslight Girls per- 
formed in an open-air jazz concert in New York at Bryant Park 
just outside the New York Public Library. 

ED SHAUGHNESSY was the guest clinician at the Jazz 
Ensemble Session last August during Schmitt Music Centers 
New Music Fair in Bloomington, Minnesota. SANDY FELDS- 
TEIN was the guest conductor, and the clinic group was the 
Lindbergh Senior High Jazz Ensemble directed by Don Bates. 
Feldstein was also the guest conductor for the Elementary/ 
Junior High Band Session. 

Northwestern University hosted a 2-day residency of the 
STRASBOURG PERCUSSIONISTS in October. The six French 
percussionists performed in recital in the Pick-Staiger Concert 
Hall in Evanston, and presented a master class in Regenstein 
Hall of Music, the new home of the instrumental departments of 
Northwestern's School of Music. The Strasbourg Precussionists 
have premiered almost 100 compositions, and have produced a 
series of recordings which have won five Grand Prix du Disque. 

The University of Wisconsin at River Falls hosted a marimba 
clinic and recital in January, 1978, by LEIGH HOWARD 
STEVENS. TERRY SMITH, the Percussion Instructor at UW- 
RF, presented three clinics and concerts with pianist John Radd 
at the Shell Lake Jazz Camp in Wisconsin last summer. 

Sixteen of the finest high school marching bands from Ken- 
tucky, Tennessee and Indiana performed at a contest in October 
in the outdoor stadium of the Kentucky Fair and Exposition 
Center. The contest, named Music Bowl I, was underwrit ten by 
Beatrice Foods Co., and was organized to benefit the WI-I.AS 
Crusade for Children. WHAS radio-TV personality Phyllis 
Knight served as honorary chairman for Music Bowl I. 

MICHAEL ROSEN of Oberlin Conservatory was coach of the 
percussion section and teacher at the Summerschool of the 
Performing Arts during the month  of July. The course was held 
at George Brown College in Toronto,  Canada. In addition to a 
month of coaching, the orchestra went  to England to play in the 
International Youth Orchestra Festival. 
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PABLO LANDRUM, recording artist for CTI Records, performs 
with "DRUM HEADS" Percussion Orchestra at the Berklee 
School of Music April 27, 1977. On right is DENNIS CARL- 
SON, Director/Composer of the concert. The concert repre- 
sented a large portion of writing that Carlson had been doing 
the last two years while teaching at Berklee College of Music. 
The unusual level of four mallet technique from students of 
Gary Burton, and the extensive study of polyrhythms made 
writing for such an ensemble open for many types of experi- 
mentation. 

Several works performed on the concert are reviewed in this 
issue of Percussive Notes. 

DON HACHMEISTER, a senior percussion student at Idaho 
State University, spent last summer in Atlanta, Georgia on the 
percussion staff of the Spirit of Atlanta Drum and Bugle Corps. 
Mr. Hachmeister is a candidate for a Bachelor of Music degree 
and plans to attend graduate school in the fall. 

The Youth Philharmonic Percussion Ensemble of San Antonio is 
a newly-formed group under the auspices of San Antonio 's  
Youth Philharmonic Orchestra. The ensemble is directed and 
conducted by DEAN WITTEN, percussionist with the San 
Antonio Symphony, and recently gave its premier performance 
to a very receptive audience. The group has been invited to 
perform at a Youth Symphony conference in Fort  Worth, Texas 
this spring. The ensemble is comprised of talented high school 
students auditioned throughout the San Antonio area. 

NEXUS, Canada's acclaimed experimental percussion ensemble, 
recently performed with jazz flutist Paul Horn in a midnight 
concert in the Ruins of St. Raphael's, Glengarry County,  
Ontario, Canada. They also performed two concerts of West 
African Drumming with ABRAHAM ADZINYAH, master drum- 
mer from Ghana, in Toronto. 

The Xi Chi Chapter of Phi Mu Alpha Sinfonia at Tennessee 
Tech University is sponsoring a composition contest for band or 
band and solo instrument literature by  student and professional 
composers. The winning composer will receive a cash prize of 
$1,000. For more information contact: Michael B. Glenn, 
Composition Contest Director, Xi Chi Chapter, Phi Mu Alpha, 
T.T.U. Box ~5045, Cookeville, TN 38501. 

5-year old ROGER VIG is busy in Southern California 
performing with his father's (Tommy Vig) big band on a drum 
set built  specially for him by Howard Oliver. He is also studying 
theory with Hank Bellson (Louis' brother). 



A "Percussion Weekend" sponsored by the PAS in Winnipeg, 
Manitoba, last September featured BOBBY CHRISTIAN and 
PETE MAGADINI. Performances were also given by percussion 
ensembles from the University of Regina, the University of 
Saskatoon, and the University of Manitoba. 

Included among the percussion performances at Boise State 
University last fall (Percussion Ensemble, Keyboard Percussion 
Ensemble, s tudent recital appearances), was the full production 
of Stravinsky's "L'Historire du Soldat" (including dance, mime, 
narrators, music) with DR. JOHN BALDWIN performing the 
percussion part. 

LARRY SNIDER, Director of Percussion at The University of 
Akron, was percussion instructor last summer at the Central 
Kentucky Youth Music Society Workshop at Danville, Ken- 
tucky. Mr. Snider also worked on his DMA in Percussion at the 
University of Illinois. 

STEVEN KASTUCK, Instructor of Percussion at C.W. Post, 
recently held a day of percussion, in which PAUL PRICE, JEFF 
KRAUS, DAVE YEE, and'STEVEN KASTUCK participated as 
clinicians. Walter Schnieder and the Tenafly Middle School 
Percussion Ensemble were the featured group. 

CHUCK VACCARELLO, Percussion Department Chairman at  
Concordia College in River Forest, Illinois and guest artist DON 
PRORAK kicked off this year's series of percussion concerts 
and clinics with a concert and demonstration of percussion 
instruments at a Concordia-sponsored "Band Day" at which 
high school bands from Wisconsin, Iowa, Minnesota and 
Michigan participated. The two percussionists were sponsored 
by the Music Trust Fund of the Chicago Federation of 
Musicians. 

ON THE MOVE 

edited by Dr. John Baldwin 
Boise State University 

DONALD GILBERT has assumed a position as Assistant 
Professor of Music at West Liberty State College in West 
Liberty, West Virginia. He is the author of a series of basic 
instruction books for snare drum, timpani, and keyboards 
published by Alfred Music Co., and a regular reviewer for 
Percussive Notes. 

JOHN R. RAUSH, a graduate of the University of Texas at 
Austin (DMA), joined the faculty at Louisiana State University 
in Baton Rouge, where he is an Assistant Professor in the School 
fo Music teaching percussion, percussion ensemble and music 
theory. Raush is a former member of the Chicago Civic 
Orchestra, the student orchestra at Tanglewood, and the Austin 
Symphony, and is presently timpanist in the Baton Rouge 
Symphony Orchestra. 

CHUCK SPUCHES has been appointed to the position of 
Percussion Instructor at Idaho State University. He has recently 
received a Master of Music degree from Syracuse University 
School of Music where he studied percussion with Ernest 
Muzquiz. A graduate assistant for the Syracuse University band 
department, Mr. Spuches was active as a percussionist in the 
Syracuse area and was on the faculty of Onondaga Community  
College. Along with his teaching duties at Idaho State Uni- 
versity, Mr. Spuches is Principal Percussionist of the Idaho State 
Civic Symphony and will serve as State Chairman of the Idaho 
chapter of the PAS. 
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WILLIAM KRAFT, noted t impanist  with the Los Angeles 
Philharmonic, composer and conductor, has taken a years leave 
of absence from the orchestra to assume a position as Visiting 
Professor of Composition at the University of Southern Cali- 
fornia. He will instruct advanced composition students and 
teach classes in advanced orchestration and contemporary 
notation, tn  addition he will he active in performances of his 
compositions including most recently the premier of his 
Concerto for Tuba, Three Chamber Groups, and Orchestra on 
January 26th with Roger Bobo of the L.A. Philharmonic as 
soloist. 

RONALD GARD is the new Instructor of Percussion at the 
University of Wisconsin at Green Bay. 

JEFFREY KOWALSKY is the new Instructor of Percussion at 
Northern Illinois University in DeKalb, Illinois. 

JOHN FLOYD has been appointed Assistant Professor of 
Percussion at Virginia Polytechnic Institute and State University 
in BIacksburg, Virginia. He has also been appointed Principal 
Percussionist of the Roanoke Symphony Orchestra in Roanoke, 
Virginia. His PAS contest-winning composition, "Theme and 
Variations for Four Timpani,"  has recently been published by 
Studio 4 Productions of Northridge, California. Prior to coming 
to Virginia Tech, Floyd taught percussion at Clarion State 
College in Clarion, Pennsylvania and Virginia Commonwealth 
University in Richmond, Virginia. He has also served as Principal 
Percussionist of the Richmond Symphony Orchestra and the 
Richmond Sinfonia. Floyd holds the BM degree from East 
Carolina University School of Music and the MM degree from 
Virginia Commonwealth University. He is presently a candidate 
for the DMA degree in percussion performance and literature at 
the Eastman School of Music. Floyd is active as a performer, 
conductor, clinician, and composer. 

LARRY SNIDER has assumed the position of Assistant 
Professor of Percussion at the University of Akron in Akron, 
Ohio. Mr. Snider will be with the Akron Symphony and also 
will do free lance work around the Akron and Cleveland area. 

Ludwig Industries has announced the appointment  of CHRIS- 
TOPHER SCHALER as Territorial Manager of the Southeastern 
portion of the United States. Mr. Schaler, whose previous 
positions include sales amd marketing, is also an accomplished 
musician. Playing drums and touring the country with several 
groups has given him a first-hand musical experience which 
allows him to understand and better serve the music industry of 
the Southeast. 

SCOTT J. PREBYS has accepted the position of Assistant 
Professor of Percussion and Jazz Studies at Mary College in 
Bismark, North Dakota. Prior to coming to Mary, Prebys was 
Instructor of Percussion and Director of Jazz Studies at the 
Lawrence Conservatory of Music in Appleton, Wisconsin. He 
wili also be timpanist with the Bismark Symphony. 

LAWRENCE J. WELLS has joined the faculty at Clarion State 
College, Clarion, Pennsylvania, where he will assume the duties 
of Instructor of Percussion, Assistant Director of Bands, and 
Director of the CSC Percussion Ensemble and Jazz Ensemble. 
Mr. Wells received his BM degree in Instrumental Education 
from the University of Idaho, Moscow, Idaho and his MM 
degree in Percussion Performance from the University of 
Oregon, Eugene, Oregon. 

I I 

IN MEMORIAM 

C A R R O L L  TOWNSEND "Polecat" PARVIS ,  who died re- 
cently, was a leading percussionist and teacher in the Long 
Island area. He started drumming as a very young man in 
Vaudeville pi t  orchestras, then went  into orchestral playing, and 
later teaching as the professor o f  percussion at Hofstra 
University. He was an inspiration to all o f  his students, and a 
great backer and advocate o f  the Percussive Arts Society. He 
will be missed by all percussionists who knew him. 

(Beth G. Layne, Wantagh, N.Y.) 



BELLSON MEETS COBHAM 

On June 3rd and 4th 1977, California State University at  
Northridge was the scene of a fantastic percussion happening. 
Over 275 drummers rubbed elbows with two of the greatest 
drummers of  all time. LOUIS BELLSON and BILLY COBHAM. 
In a lecture/demonstration atmosphere they bridged the gap 
from jazz and rock to electronic drumming. And the Saturday 
night concert was a " tour  de force"  bringing the crowd of  over 
1500 to it 's feet many times. 

The idea to do such a presentation came about  through the 
friendship of Louie and Billy, and a meeting at Remo, Inc., the 
idea was generated to have such a seminar for university credit. 
Remo's  Lloyd McCansland contacted Joel  Leach at C.S.U.N. 
who agreed to use tbe Northridge campus for the clinic. 

When the Friday sessions began, Billy opened with a question 
and answer period as his tremendous orange, yellow and 
gleaming chrome outf i t  was being adjusted. Meanwhile next  
door, Louie introduced himself with a 25 minute drum solo, 
non~top.  At nine in the morning no less! F rom there, he not  
only demonstrated his ability on the double bass set (which he 
is the master), but  also on his triple bass set and his custom built 
R o to tom set, with Ro to tom snare, bass and tom toms. He 
talked at length about his trips to Africa and different 
philosophies on the body and drumming. 

As Billy began to demonstrate his agility on his huge kit, his 
electronic gear was being put  in place. The speed and dexteri ty 
demonstrated on the exotic set of  Milestone drums augmented 
by North and big gong drums was staggering to see as well as 
hear. As the afternoon session began, clinic participants were 
knocked over by Billy's use of  a programed synthesiser in the 
text of  a drum solo. Billy talked about everything from physical 
fitness to the latest trends and innovations in drums and 
drumming. 

The evening concert  brought over 1500 Los Angeles residents 
to their feet  as Louie and Billy performed with the award 
winning Cal State Northridge Jazz Ensemble. After the three 
hour concert  was over, everyone but Louie and Billy seemed 
tired after the two day percussive affair. They looked like they 
were ready for more! 

And more there shall be! Louie and Billy are now formulat- 
ing plans to take the workshop "on  the road"  to select sites 
across the United States in the coming year. 
(Material submitted by BRIAN MILLER. Brian is a Percussion 
Major at Cal State Northridge, and the new president of  
California Chapter of  PAS. A working professional in the LA 
area, Brian was on the staff of  Bellson Meets Cobham.) 

t h e  n e w  

j a z z - f l a v o r e d  

p e r c u s s i o n  

e n s e m b l e  s e r i e s  

CONFLICT OF INTEREST by  Ron D e l p  

( n o n e t -  g r a d e  5 $ 5 . 5 0 ,  r e c o r d  i n c l u d e d )  

FOR FOUR P E R C U S S I O N I S T S  b y  Ron K e e z e r  
( q u a r t e t  - g r a d e  5 - $ 6 . 5 0 )  

M O R N I N G . . . G L O R Y !  by  Ron D e l p  
( n o n e t  - g r a d e  5 $ 6 . 0 0 ,  r e c o r d  i n c l u d e d )  

PROTOPLASM by  F r a n k  P r o t o / a r r .  by  Tom A k i n s  

( q u a r t e t  w / s t r i n g  b a s s  - g r a d e  5 $ 4 . 0 0 )  

SONIC SAUCE b y  S t e v e  H a n n a  

( q u a r t e t  - g r a d e  4~  - $ 4 . 0 0 )  

And t h i s  s e l e c t i o n  i s  c u r r e n t l y  i n  p r e p a r a t i o n :  

THE PINK PANTHER THEME 

W r i t e  f o r  y o u r  f r e e  copy o f  ou r  P e r c u s s i o n  C a t a l o g  today!  

K e n d o r  M u s i c ,  I n c .  
Delevan ,  New York 14042 
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P E SSI 
E 

ILLE 

ISTS 
INTERNATIONAL PERCUSSION CONVENTION 

HELD IN KNOXVILLE 

Over 800 percussion educators, students and professional 
performers poured into Knoxville, Tennessee the weekend of 
October 28-30, 1977 to attend a monumental  percussion 
convention featuring internationally famed percussion person- 
alities. The event was the Percussion Arts Society International 
Convention '77. 

The program of events featured a who's who in percussion 
with sessions by renowned artists such as: Saul Goodman 
(retired timpanist of the New York Philharmonic), Ed Soph 
(Clark Terry's drummer), marimba/vibraphone pro John Chellis 
Conner, and highlight of the convention Keiko Abe who not  
only dazzled her audiences with contemporary Japanese liter- 
ature bu t  established the convention as truly "international".  

Also on  the program was educator-composer William J. 
Schinstine, New York Philharmonic percussionist Morris Lang, 
and Marching Percussion specialist Michael Boulanger. The 
Nexus Percussion Ensemble topped the bill of percussion groups 
which also included Spiral (performing the Bmmhet Sound 
Sculptures) and college percussion ensembles from the Uni- 
versity of Miami, East Carolina University, and the University of 
Tennessee. The Northern Illinois University steel band rounded 
out  the program with tunes ranging from pop to classical. 

Those attending the convention were able to see first hand 
the latest in percussion instruments as displayed by 36 
exhibitors - by far the largest exhibit of percussion manu- 
facturers and publishers ever to be gathered in one location. 

A sincere "'Thank You for an Outstanding Convention to: THE 
PASIC '77 CONVENTION COMMIT"I"EE - Michael Combs, 
Chairman; Harold Jones, Torn Siwe, John Beck, Joe Rasmussen 
Dan Spalding, Richard Clary (Finances), Mark Gadson (Regis- 
tration); HOSTS - Students from -- The University o f  Ten- 
nessee, Tennessee Tech University, East Tennessee State Uni- 
versity. 

PHOTOS B Y  - BILL NATION, PASIC '77 Official Photog- 
rapher, and M A R I L Y N  MOORE. 

SAUL GOODMAN. 

New PAS President JIM PETERCSAK (L.) and outgoing PAS 
President G A R Y  OLMSTEAD (R.) 
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KEIKO ABE Six Mallet Solo Performance. 



KEIKO ABE Clinic Session. Truly an "International" PASIC with guest clinicians and 
performers from Japna and Canada, and a special guest 
(pictured) RICHARD HOCHRAINER from Vienna, Austria. 

Sonata  for  T w o  Pianos  and Percuss ion  performed by ARNOLD 
LANG (L.) and SAUL GOODMAN (R.) with UT Faculty 
Members PAT & WILLIAM CARTER. 

NORTHERN ILLINOIS UNIVERSITY  STEEL BAND in per- 
formance. 

FRED WICKSTROM, University o f  Miami, presents a Latin- 
American Clinic. 

The SPIRAL Percussion Quartet Perform on the BASHET 
SOUND SCULPTURES. 

WILLIAM SCHINSTINE, noted percussion educator explains 
how it's done. 
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Drum Set Clinic given by EL) SOPH. 



PAS HALL OF FAME member, R O Y  KNAPP (seated) getting 
"'the word" from BILL SCHINSTINE. 

The Creative Artistry o f  NEXUS. 

MICHAEL BOULANGER 
Specialist in Clinic Session. 

Canadian Marching Percussion 

The refreshments seem to please (L-r.) 
JOEL LEACH, President o f  NAJE , 
MERV BRITTON, Host for next years 
P A S I C  in Tempe ,  Arizona, and 
CHARLES OWEN, University o f  Michi- 
gan. 

L A R R Y  VANLANDINGHAM, PAS First 
Vice President and MIKE ROSEN, Ober- 
lin Conservatory o f  Music. 

(L.-R.) HAROLD JONES, East Carolina 
University, NEAL FLUEGEL, Executive 
Secretary PAS, JIM PETERCSAK, Presi- 
dent o f  PAS, and back to camera KAREN 
ERVIN, Second Vice-President o f  PAS. 

WILLIAM F. LUDWIG, JR., President o f  
L u d w i g  Industries, conversing with 
JACKIE MEYER, recording Secretary o f  
PAS. 
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PAS HALL OF FAME member, ROY 
KNAPP (seated) getting "the word" from 
BILL SCHINSTINE. 

PLAN NOW TO ATTEND: 

PASIC '78 
OCTOBER 28-30, 1978 

AT ARIZONA STATE UNIVERSITY 
TEMP, ARIZONA 

MERVIN BRITTON, HOST 



EXHIBITORS 
PASIC '77 

ALFRED MUSIC CO., INC. 
75 Channel Drive 
Port Washington, New York 11050 

AMERICAN DRUM COMPANY 
P.O. Box 4403 
Santa Fe Station 
Denver, Colorado 80204 

MIKE BALTER MALLETS 
6515 N. Seeley Avenue 
Chicago, Illinois 60645 

BLOCKS 
1330 North Drive 
Memphis, Tennessee 38109 

CALATO MFG. CO., INC. 
4501 Hyde Park Boulevard 
Niagara Falls, New York 14305 

J. C. DEAGAN, INC. 
1770 W. Berteau Avenue 
Chicago, Illinois 60613 

DRUMS UNLIMITED 
4928 St. Elmo Avenue 
Bethesda, Maryland 20014 

FRANKS DRUM SHOP, INC. 
226 S. Wabash Avenue 
Chicago, Illinois 60604 

GON BOPS OF CALIFORNIA 
2302 E. 38th Street 
Los Angeles, California 90058 

H INGER TOUCH-TONE CORP. 
'P.O. Box 232 
Leonia, New Jersey 07605 

HYER MARIMBA PRODUCTS 
354 North Franklin 
Deleware, Ohio 43015 

INTERNATIONAL PERCUSSION 
REFERENCE LIBRARY 
Arizona State University 
Tempe, Arizona 

LANG PERCUSSION COMPANY 
139 West 87th Street 
New York, New York 10023 

LUDWIG INDUSTRIES 
1728 North Damen Avenue 
Chicago, Illinois 60525 

MUSIC FOR PERCUSSION, INC. 
1841 Broadway 
New York, New York 10023 

NORTHERN MUSIC/MS. PERC 
8 Main Street 
Potsdam, New York 13676 

PAS, CALIFORNIA STATE CHAPTER 

PERCUSSIVE ARTS SOCI ETY 
130 Carol Drive 
Terre Haute, Indiana 47805 

PERCUSSIVE ARTS SOCIETY 
COMPOSITION PROJECT 

PAUL-MUELLER STUDIO 
3049 West 71 st Street 
Indianapolis, Indiana 46268 

PEARL DRUMS - CHICAGO 
MUSICAL INSTRUMENTS 
7373 N. Cicero Avenue 
Lincolnwood, l llinois 

PERCUSSION CENTER, INC. 
221 5th Street 
Fort Wayne, Indiana 46808 

PERMUS PUBLICATIONS 
P.O. Box 02033 
Columbus, Ohio 43202 

PLANET PERCUSSION, INC. 
21 West Imperial, #3 
Las Vegas, Nevada 89102 

REMO, INC./PRO MARK 
12804 Raymer Street 
North Hollywood, California 91605 

ROGERS DRUMS 
1300 E. Valencia 
Fullerton, California 92631 

SC~S SCHOOL OF MUSIC 
North Keim Buchart Road 
Pottstown, Pennsylvania 19464 

G. SH I RMER/ASSOC IATED MUSIC 
866 3rd Avenue 
New York, New York 10022 

SELMER CO/PREMIER DRUMS 
Box 310 
Elkhart, Indiana 46514 

SLINGERLAND DRUM CO. 
6633 N. Milwaukee Avenue 
Niles, lllinois 60648 

SOUTHERN MUSIC COMPANY 
P.O. Box 329 
San Antonio, Texas 78292 

STUDIO 4 PRODUCTIONS 
Box 266 
Northridge, California 91228 

TEMPORAL ACUITY PRODUCTS, INC. 
P.O. Box 5399 
Seattle, Washington 98105 

VAUGHNCRAFTS 
2616 Woodberry Drive 
Nashville, Tennessee 37214 

WORLD OF PERIPOLE 
BERGERAULT 
P.O. Box 146 
Brown Mills, New Jersey 08015 

A. ZILDJIAN COMPANY 
P.O. Box 198 
Accord, Massachusetts 02018 

Pack It  Up! Al l  too soon PASIC '77 ends. See You in Tempe, 
Arizona at PASIC "78! 
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CLOYD DUFF INDUCTED 
INTO P.A.S. HALL OF FAME 

Editor's Note--Still  ex tremely  active in a long and distinguished 
career as timpanist with the Cleveland S y m p h o n y  Orchestra, 
Cloyd D u f f  was unable, because o f  professional commitments ,  
to attend the presentation ceremony at PASIC '77. 

Following is the text of his letter to the PAS-- 

October 7, 1977 

Dear Members of the Percussive Arts Society: 

It  was with great pride and joy that I received the news of the 
honor you have bestowed upon me in electing me to the 
Percussive Arts Society Hall of Fame. 

Such a trust of outstanding recognition touches me deeply, 
and I accept the award with much thanks and appreciation to 
one and all. 

To attend the Percussive Arts Society International Conven- 
tion and be with you in Knoxville, Tennessee the end of 
October, is a heart's desire which, unfortunately, cannot be 
accomplished. The Cleveland Orchestra has many concerts 
scheduled for that weekend which present conflicts. 

I have, therefore, asked my good friend Gary Olmstead if he 
would be so kind as to accept the award for me and to convey 
to you my gratitude for the special honor. Thank you. 

With very best regards 
(Signed) Cloyd E. Duff 

CLOYD DUFF 
A BIOGRAPHY 

Cloyd Duff is an Ohioan, born in Marietta, in 1915 raised in 
East Liverpool and a product  of the music education system of 
the public schools, playing in the bands and orchestras of the 
high schools. The Cleveland Orchestra had an early influence on 
him, while a scholarship member of the Ohio Band Camp at 
Cedar Point. There he met and was encouraged by many of the 
faculty, some of whom were members of the Cleveland 
Orchestra, to apply and audition for a scholarship at the Curtis 
Insti tute of Music in Philadelphia. His acceptance there on a 
Timpani and Percussion scholarship, started him on  a career that 
would lead to membership in the Cleveland Orchestra, a 
position he has held from 1942 unti l  the present. 

A student of the famed teacher OSCAR SCHWAR, Duff first 
performed four years with the Indianapolis Symphony Orches- 
tra, and spent ten summer seasons with the Robin Hood Dell 
Orchestra of Philadelphia. He also toured two summers with 
Leopold Stokowski - -  one in South America and the other 
trans-continental United States. In 1966 he was the timpanist 
and head of the percussion department of the Aspen Music 
Festival and School. With the Cleveland Orchestra, he has 
performed under all of the leading orchestral conductors of the 
world and has recorded for Columbia, Epic, Victor, Angel and 
London-Decca records. He has given many concerts in most  of 
the large cities of the United States and Canada. Has toured all 
the countries of Europe, the Soviet Union, Japan, Central and 
South America, New Zealand and Australia, receiving personal 
critical acclaim in all these capital citiea 

He is listed in the current edition of Who's Who in America 
and is a member of the honorary musical society Pi Kappa 
Lamhda. 

Cloyd Duff  has been a teacher of timpani and percuuion  in 
practically all of the advanced education schools in the 
Cleveland area such as the Cleveland Settlement School, Weatern 
Reserve University, Baldwin Wallace College, and the Oberlin 
Conservatory of Music. He is now the head of the t impani and 
percussion department of the Cleveland Institute of Music, as 
well as the new Blossom Festival School of the Cleveland 
Orchestra Blossom Festival. 

Truly a "Hall of Fame" recepient of distinction, this great 
performer shows no signs of slackening the pace that has made 
him one of the outstanding timpanist/percussionists of our 
time! PAS offers its congratulations and best wishes to CLOYD 
DUFF. 

P.A.S. HALL OF FAME AWARD 

CrReria 

The P.A.S. Hall of Fame Award is given to a personwho has 
influenced the percussion world as evidenced by his contr ibutions 
in any of these categories: 

Performing Excellence 
Writing and Composing 

Teaching Excellence 
Inventions and/or Discoveries 

A biography or vitae of the individuals background and 
contributions to percussion should be submitted at the time of 
nomination. 

Nomination 

Nominations are made from the membership at large. No 
stipulation is made as to whether the person nominated is living 
or deceased. Nominations are open to all members of P.A.S. 
through its publications. All nominations are to be received by  
the Secretary of P.A.S. no later than March 1st of each year. 
Mail to: HALL OF FAME NOMINATIONS, PERCUSSIVE 
ARTS SOCIETY, 130 Terre Haute, Indiana 47805. 
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Inclusion into the P.A.S. Hall of  Fame 

The award and inclusion into the Hall of Fame will be 
presented at the P.A.S. International Convention. The recipient 
will be invited to attend the presentation or be represented by a 
person of his/her choice. 

PAS HALL OF FAME RECIPIENTS TO DATE 

Inducted December 1972 
William Ludwig, Sr. 

Haskell Hart 
Roy Knapp 

Saul Goodman 
John Noonan 

Inducted March 1974 
Gene Krupa 
Harry Partch 

Morris Goldenberg 
James Salmon 

Inducted December 1975 
Frank Arsenault Clair O. Musser 

James Blades Paul Price 

Inducted October 1976 
William G. Street 

Inducted October 1977 
Cloyd Duff 



A PERCUSSION PROGRESS REPORT 
by 

Paul Price 
(A Speech delivered at the PASIC '77 in Knoxville) 

PAUL PRICE. 

When J im Petereseak asked me to speak at PASIC '77 he 
suggested ... actually, he requested ...he really demanded that I 
do two things: 

One was that I tell an oft  told story, one o f  my favorites, a 
Timpani story. The other  was to present a progress report  
paralleling my involvement, over the years, with percussion 
performance and literature. 

First, the timpani story involves a wealthy young British 
fellow who was obsessed with the desire to conduct an 
orchestra. His father, being very wealthy, was coerced by him, 
into hiring an orchestra; to give him some players to conduct. 
They hired musicians out  of  London, who came to the estate to 
rehearse. I t  didn ' t  take long for the string players to realize this 
fellow didn' t  know what he was doing! They started cutting up, 
improvising, putting in extra notes, or not  playing. Then the 
woodwind and brass people caught on and joined in the fun. 
The conductor meanwhile was getting angry, but not  stopping. 
He doggedly continued in his role. The inevitable grand pause 
arrived. The timpanist decided he would get into the act and 
have a little fun, so at the grand pause, he came in with a 
fortissimo timpani roll! This was the last straw for the 
conductor. He threw his baton on the desk and said, "Now,  who 
did that?"  

My introduction to percussion music goes way back to the 
late 1930's, and already percussion music had existed for some 
years, although I had never heard any of  it. My very first hearing 
was at the New England Conservatory of  Music in a music 
history class. On my first day of  attendance, the professor, who 
was a music critic for the Boston Globe, a very informed man, 
propped up a Picasso painting in the lecture hall, one with a left 
eye only, and a rectangular blue breast. 

He proceeded to point out  that this was the prevalent art, of 
the time, in America. And with that, he proceeded to play a 
portion of  a recording of  Ionization by Edward Varese. In those 
days, Ionization was on a [78 rpm record and took two sides of  
a 10" record. Everybody laughed both at the painting and 
recording, but somehow I was strongly attracted to the Varese 
work. I went  up and asked if I might listen to the rest of  the 
recording and he told me that by coincidence, at the Copley 
Square Library in Boston, the score was on exhibition, with 
other modern music works. There was a long line of  people 
waiting to see these works which today we label ultra-conserva- 
tive. But at that time, they drew great hilarity and people went  
by laughing and pointing out this and that. I couldn ' t  help but 
make a parallel a few months ago at the Lincoln Center Library, 
where there was an exhibitation of  graphic scores--not just in 
percussion, but  o f  those far out  works that are the abstract art 
of  music today, but  nobody was laughing. We've made some 
progress. People were going by and curiously pointing out and 
looking for unusual things in the scores. 

Shortly after this first exposure to percussion music, I heard 
Henry Cowell, who was prominent  in American music. He was 
doing a piano concert  at the New England Conservatory of  
Music. He played with coins on the keyboard, with his forearms, 
with different lengths of  rulers, and even played inside the 
piano, at one point. The highpoint was seeing him play on the 
keyboard with boxing gloves. He was written up on the sports 
page of  the Paris edition of  the New York Herald T r i b u n e -  
"Cowell  KO's Piano-Forte!" I really liked the kind of  thing he 
was doing, and he later gave copies of  those scores that were on 
exhibition at the Library, including Ionization. He also in- 
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formed me that there was a great deal of  music writ ten between 
1930 and 1939--hut it wasn't  performed because there weren ' t  
many people really interested. There were amateurs performing 
but Professional people would have nothing to do with it. It  
would take so long to rehearse because of  unfamiliarity. I t  was 
costly because everybody wanted to be paid for doubling etc., 
(i.e. the timpanist wouldn ' t  play chimes along with timpani etc.) 
so there were very few performances. 

After World War IT, the prevalent percussion music was drum 
heavy. We had a lot of  drum music, very thick with bass drum, 
timpani, and tenor drums. The forms were all classical ones, 
simply using percussion instruments. This was countered by 
Henry Cowell, who started the trend for tintinnabulative 
percussion --very delicate-a completely opposite sound, an 
imitation of  East Indian, Balanese, and Javanese Music using rice 
bowls, and imitations of  instruments of  the Far East. 

After  this the biggest jolt  is what I like to call the "Illinois 
Explosion." This happened in 1950--a great fecundity of  music, 
all of  a sudden! People were sending music from everywhere to 
the University of  Illinois. This was caused by the accreditation 
of  the percussion ensemble, at the school. We had a rehearsed 
group that  could perform and read percussion music. I have 
been receiving music like this, ever since. Many of  the students 
who were at the University of  Illinois, at that time, have gone 
on to fame as percussionists, and composers of  percussion 
music. 

That period also introduced us to music, that had been 
written much earlier, by Lou Harrison, who is today still writing 
for what we called "exot ic  instruments":  such as automobile 
brake drums. I couldn ' t  help but  remember how outlandish 
those things were in those days, when this morning I saw them 
on exhibition here, being sold as part o f  the standard percussion 
equipment. We've come a long way! Also there were instru- 
ments like elephant bells, water buffalo bells, and many 
unconventional sounds being used. 

The next important  step was the involvement o f  Ernst 
Krenek who was a disciple of  Schoenberg. Krenek gave us the 
first music in the serial, or 12 tone-strict style. Many composers 
followed his influence and showed that particular style was a 
good one for percussion. Almost  by coincidence, during this 
period, the "multi-dimensional composers like Stockhausen, 
Brown and Boulez came into prominence, in the early 1950's. 
Here we had a new kind of  music including graphic notation and 
the aleatoric music which is still very much with us, today. 

Soon, another important  development took place, the 
introduction of  magnetic tape. There is now excellent music for 
percussion and tape-such as the Alcides Lanza Interferences II 
heard in performance here last night. 

With all this as background, where are we today? The forms 
are still mostly Romantic.  We have a lot of  percussion 
music--several different styles, hut  the forms remain 19th 
century, for the most part. We do have free styles, improvised 
styles, amorphic styles, but  only a comparitively few composers 
have sought to use these new styles. 

I think the most important  style today is what I call 
modified serial--using devices of  serial music, but  not  strictly. 
We've had a lot  of  very fine pieces of  this type. This style lends 
itself beautifully to percussion writing. I t  includes what I call a 
contributory sound where for example, in a group of  4 16th 
notes, each player contributes one note or more to each group, 
etc. 

The inroads that  we have made with vibes and marimba are 
unbelievable, during these last 10 years. For  that  we must thank 
Gary Burton, Gordon Stout, Dave Friedman, Keiko Abe, Karen 
Ervin, and everybody else involved with this. We have actually a 
whole new group of virtuosi on the mallet instruments 
emerging now. 

The same thing has happened with the drum set-all  of  a 
sudden the drum set is an instrument thanks to the work of 
people like our PAS President, J im Petercsak and many others 
who really play the set no t  as a series of instruments but 
as one instrument that really makes music. I believe we are on 
the threshold of  an amalgamation of  all this. Can you imagine 
what it is going to be like when we put  this all together? 

The Percussive Arts Society is involved in this, tremendously, 
by making such contributions as exchanging ideas, listing 
programs, and influencing policy. I hope we, the PAS, continue 
this important  involvement through conventions like this one, 
through composit ion contests, chapter clinics and concerts, 
commissions, articles and idea exchanges, etc. 



Behind all this happiness, there are two disturbing things I 
would like to briefly mention. These are personal opinions, but  
I feel this touches all of us involved in percussion. One is the 
attitude of making such a fuss about symphonic excerpts being 
the end result of teaching and performing. We know there is a 
lot more to percussion playing and, this is becoming alarming! 
There are some percussion players who feel there is nothing else 
but  this kind of thing in percussion. It 's  the kind of thing I 
think we can help change. We know there are existing parts that 
are more difficult and more musical in percussion music-and if 
you can perform these, you can easily perform some of the 
other things. These excerpts should no t  become an end in 
themselves! Secondly, a new item: some administrators are 
obsessed with cutting the budget, and are using percussion as a 
scapegoat. It  is claimed the percussion player, per capita, is more 
expensive to maintain in school than any other student 
(7)--buying instruments, cost of practice rooms, maintenance of 
instruments, etc. Maybe PAS can do something to stress the 
worth of these investments. Too much work has been done, in 
this area, to have it go down the drain so soon! 

I want to leave you with a happy no te -maybe  a D or E flat? 
Percussion is certainly here to stay. All the college jobs coming 
through today ment ion percussion ensemble experience first 
and foremost, for prospective teachers. The critics have toned 
down, for the most par t -no  more onomatopoetic sounds like 
"barn",  "bang", "boom",  and such words that they have used in 
the past. With the development of percussion literature courses 
we can now acquaint percussion people with the 20th century 
vocabulary and terminology for percussion, and all modern 
music. We have come to the point  of total percussion. If you 
audition anyplace today you have to play all percussion 
instruments to some extent. So, I 'd like to leave you with a 
slogan--it has to do with the power of percussion. We know that 
percussion attracts audiences, and excites people, and gives the 
composer a tremendous gamut of sounds like no other 
instrumental family, so my suggestion to you is PROMOTE 
PERCUSSION POWER! 

Thank you ! 

THE LOGIC OF IT ALL 
Professional secrets apply ing 

imaginat ion to  percussion techniques 

By Anthony J. Cirone 
and 

Joe Sinai 

* * .  * *  * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * * *  
~r ~r 
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AN INTERVIEW WITH JACK CONNOR, 
MAR IMBA Vl RTUOSO 

b y  R o n  F i n k  

(Jack Connor most recently appeared as a featured clinician at 
the PASIC "77 October 29, 1977 in Knoxville, Tennessee. 

His excellent command o f  both the popular and classical 
idioms o f  performance, and his warm, engaAgng personality 
made his performances a memorable part o f  this Percussive Arts 
Society event.) 

A n y  pe rcuss ion i s t  w h o  has  b e e n  f o r t u n a t e  e n o u g h  to  p l ay  t he  
Roger  Wil l iams s h o w  has  b e e n  surpr i sed  to  f i n d  t h a t  t h e  m a r i m b a  
is a f e a t u r e d  pa r t  o f  e n s e m b l e  ( u p - f r o n t  on  s tage n o  less), and  
f u r t h e r m o r e ,  to  m e e t  a gregar ious  g e n t l e m a n  n a m e d  J a c k  
Connor .  Mr. C o n n o r ,  w h o  a f f e c t i o n a t e l y  refers  to  h imself ,  " a s  
t he  guy  w h o  looks  l ike Col. S a n d e r s " ,  is t he  t r ave l ing  art is t-  
percuss ionis t ,  w h o  w o r k s  w i t h  Roger  Wil l iams o n  his p e r f o r m -  
ances  a r o u n d  t h e  c o u n t r y .  No m a t t e r  if  t he re  is a " p o p s  
O r c h e s t r a "  a c c o m p a n y i n g  Mr. Will iams, o r  jus t  a smal l  g roup ,  
t h e  s e c o n d  in c o m m a n d  o f  th i s  s h o w  is Mr. C onno r ,  p e r f o r m i n g  
w i t h  all t h e  s h o w m a n s h i p  of  a vaudevi l l i an  mus ic ian .  Wi th  fou r  
mal le ts  a n d  his  f ou r  oc tave  m a r i m b a ,  he  plays  t he  a r r a n g e m e n t s  
w i t h  ease, or  ad  l ibs du r ing  improv i sa t iona l  p o r t i o n s  o f  t he  
s econd  ha l f  o f  t h e  concer t .  He is a real  " t r o o p e r "  w h o  m o v e s  
a r o u n d  t h e  s tage a d d i n g  o t h e r  p e r c u s s i o n  s o u n d s  as t he  m o o d  
dic ta tes .  

Having  p l ayed  t he  s h o w  f o r  the  f i rs t  t ime  s o m e  years  ago, I 
was cur ious  a b o u t  Mr. C o n n o r ' s  p ro fess iona l  b a c k g r o u n d ,  a n d  
was de l igh ted  to  asce r ta in  t h a t  h e  had  p r e m i e r e d  t h e  Mi lhaud  
C o n c e r t o  fo r  M a r i m b a  a n d  Vibes .  Mr.  C o n n o r  a n d  I dec ided  t h a t  
t h e r e  we re  s o m e  in te res t ing  s idel ights  to  t he  c o n c e p t i o n  o f  t h e  
Mi lhaud  c o m p o s i t i o n  and  we w o u l d  get  t o g e t h e r  a t  t h e  n e x t  
Roge r  Williams j ob  a n d  t u r n  o n  t he  t ape  recorder .  On J u n  24 th ,  
1977  in N e w  Orleans,  we had  the  o p p o r t u n i t y  to  get  t o g e t h e r  to  
f ind  o u t  m o r e  a b o u t  o n e  o f  t h e  f i rs t  m a j o r  c o n c e r t o s  fo r  
mal le ts .  

R F :  H o w  d id  the  Mi lhaud  c o n c e r t o  c o m e  a b o u t ?  
JC: I w a n t e d  a piece  fo r  a d e b u t  o n  the  c o n c e r t  s tage;  o n e  t h a t  

was t a i lo red  to  m y  s ty le  so I a p p r o a c h e d  a f r i end  o f  m y  
family ,  E. R o b e r t  Schmi tz ,  a p i ano  t e ache r  and  c o n c e r t  
ar t is t .  Mr. S c h m i t z  was a persona l  f r iend  o f  a n u m b e r  o f  
composers ,  so I asked  his  op in ion .  Some  o f  t h e  n a m e s  he  
suggested were  E r n e s t  Bloch ,  A l e x a n d e r  T a n s m a n ,  A a r o n  
Cope land ,  a Braz i l ian  c o m p o s e r  w h o s e  n a m e  escapes  me,  
and  o f  course,  Dar ius  Mi lhaud .  

RF:  How did  y o u  n a r r o w  t h e  cho ice  to Mi lhaud?  
JC: I h a d  l i s t ened  to  some  o f  his  mus ic :  Su i te  P rovenca le  and  a 

S y m p h o n i c  P o e m  plus I had  ve ry  m u c h  e n j o y e d  L a  
Crea t ion  D u  M o n d e .  I f u r t h e r  k n e w  t h a t  h e  had  w r i t t e n  a 
C o n c e r t o  for  Percuss ion  w h i c h  I l i s tened  to ,  b u t  h a d  neve r  
p e r f o r m e d .  I n  add i t i on  he  had  d o n e  a c o n c e r t o  fo r  Lar ry  
Adler  and  his  h a r m o n i c a ,  and  B e n n y  G o o d m a n  and  his  JC:  
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clar inet .  This  led  m e  to  bel ieve t h a t  Mi lhaud  w o u l d  be  ve ry  
recept ive .  I t  was d u r i n g  t h e  days  t h a t  I was  a s t a f f  mus ic ian  
o n  a radio  s t a t i o n  in ST. Louis ,  KWK ( m u t u a l  n e t w o r k ) ,  
t h a t  I w r o t e  Mi lhaud  a le t te r ,  discussing m y  idea  o f  h i m  
wr i t ing  th is  c o n c e r t o  fo r  me.  Reg re t t ab ly ,  his  r ep ly  was  
discouraging.  W i t h o u t  going  in to  deta i l  a b o u t  his  negat ive  
reply,  he  s imply  d i d n ' t  t h i n k  t h e  i n s t r u m e n t  w o u l d  be  wel l  
received in t h e  conce r to ,  o r  a n y  o t h e r  p e r f o r m i n g  con t ex t .  

RF:  W h a t  was  y o u r  n e x t  a p p r o a c h ?  
JC:  R a t h e r  t h a n  be  t o o  d i s appo in t ed ,  I w r o t e  h i m  again,  b u t  th i s  

t ime  I asked  h i m  if  I c o u l d n ' t  c o m e  to  see h i m  and  t o  
poss ib ly  p lay  o n  t h e  i n s t r u m e n t s  f o r  h im.  He agreed,  so I 
was o f f  to  Oak land ,  Ca l i fo rn ia  and  Mills College whe re  h e  
was an  a r t i s t  i n  res idence .  I d i d n ' t  t ake  m y  o w n  i n s t r u m e n t s  
b u t  r e n t e d  s o m e  f r o m  a vaudevi l le  s ta r  f r i end  o f  mine ,  Caro  
Miller.  

R F :  W h a t  was  t h a t  f i rs t  m e e t i n g  l ike w i t h  th is  f a m o u s  F r e n c h  
c o m p o s e r ?  

JC:  I t  was  e x t r e m e l y  w a r m  and  cordial .  In  fac t ,  I was h o n o r e d  
w i t h  a tea ,  w h i c h  was he ld  in  his  h o m e .  Besides be ing  
f a sc ina t ed  w i t h  the  m a n  a n d  legend,  I was very  impressed  
w i t h  his wife  Made l ine  (a f a m o u s  F r e n c h  ac t ress -mos t ly  
legit, t h e a t r e )  and  his  son  Danie l  ( an  aspir ing a r t i s t -pa in te r ) .  
A t  t he  college, Mi lhaud  had  me  set  u p  m y  i n s t r u m e n t s  
( m a r i m b a  & vibes)  in  his c lass room.  T h e y  were  l ike t h e o r y  
classes and  h e  w o u l d  have  m e  play  for  his classes. I was  
involved  w i t h  " swing ing  t h e  c lass ics"  because  o f  a jazz  
b a c k g r o u n d ,  so I w o u l d  p lay  s o m e  jazz or  some  Bach  
Par t i t as  or  w h a t e v e r  examples  h e  w a n t e d  m e  to  d e m o n -  
s t ra te .  A f t e r  several  days  o f  this ,  Mi lhaud  was  conv inced  
t h a t  h o w e v e r  f o rmidab l e ,  he  w o u l d  a c c e p t  t h e  cha l lenge  to  
wr i te  m e  a piece.  M y  pe r s i s t ence  pa id  o f f  a t  last!  

R F :  W h a t  ins igh t  do  y o u  have  i n to  t he  ac tua l  c o m p o s i t i o n  o f  
t he  p iece?  

JC:  I t  t o o k  h i m  two  weeks  to  wr i te  i t !  I h a d n ' t  spec i f ied  
a n y t h i n g  a b o u t  t he  s tyle  I w a n t e d ,  b u t  f r o m  hea r ing  m e  
play,  a so r t  o f  F r e n c h  vers ion  of  La t in  jazz emerged.  I t ' s  m y  
o p i n i o n  t h a t  some  o f  t h e  ideas he  used in t h e  piece  were  
ideas t h a t  he  had  p igeon -ho lded  a n d  n o w  was f inal ly  
p u t t i n g  t h e m  to  use. 

R F :  Did y o u  c o m m i s s i o n  t he  w o r k ?  
JC: Yes I did.  T h e  a g r e e m e n t  we h a d  also i nc luded  t h a t  I w o u l d  

have  exclusive p e r f o r m a n c e  privileges fo r  t h r ee  years .  
R F :  W h a t  a b o u t  t h e  f i rs t  p e r f o r m a n c e ?  
JC:  Le t  me  go back  a b i t .  In  t h e  1948-49  season  o f  t he  St. 

Louis  S y m p h o n y  Orches t ra ,  I was  f i rs t  cha i r  percuss ion .  
T h e  s y m p h o n y  was goihg  to  d o  a t o t a l  p rog ram o f  
conce r tos ,  so a long  w i t h  Z i n o  Frans i sco t t i ,  I d id  m y  
c o n c e r t o  a n d  he  d id  t w o  viol in  conce r tos .  This  o f  course ,  
was  t he  p r e m i e r e  p e r f o r m a n c e  o f  the  piece.  Mi lhaud  cou ld  
n o t  c o m e  to  t he  conce r t ,  b u t  I c o r r e s p o n d e d  w i t h  h i m  a n d  
s e n t  press  c l ippings  a n d  h e  was  del ighted .  I was  de l ighted .  
T h e  p iece  had  d o n e  exac t ly  as I h a d  wished  in p re sen t ing  a 
s h o w p i e c e :  a v i r t uoso  c o m p o s i t i o n  fo r  t h e  i n s t rumen t s .  

R F :  W h a t  was t he  aud i ence  r eac t ion?  
JC:  I t  cou ld  n o t  have  b e e n  b e t t e r !  I t  was  s t and ing  ova t i on  fo r  

b o t h  o f  us. I r e m e m b e r  t ak ing  8 cu r t a in  calls! I had  rave 
reviews f r o m  the  press  also. 

R F :  This  c o n c e r t  was  in F e b r u a r y  o f  19497 
JC: Yes, i t  was  F e b r u a r y  14 th ,  1949  w i t h  V l a d m i r  G o i s c h m a n  

conduc t ing .  
RF :  Lets  t a lk  a b o u t  s o m e  o f  t h e  in t r icac ies  o f  t h e  piece  itself.  

T h e r e  are ma l l e t  i nd i ca t i ons  o n  t h e  p r i n t e d  score.  Are  these  
t h e  ac tua l  s t icks  y o u  used?  

JC:  I used  Deagan  r u b b e r  mal le ts ,  m u c h  l ike t h e  Musser  r ed  
(M.2 's )  I also used  a b lack  h e a d e d  m a l l e t  b y  Deagan  w h i c h  
was  a m e d i u m  r u b b e r .  A t  t h e  t i m e  I had  s o m e  special  
w r a p p e d  mal l e t s  w i t h  l i nen  th read  m a d e  b y  Dixie  Rol l in i  
w h o s e  h u s b a n d  was a f a m o u s  jazz  and  classical v ibe  soloist .  
His n a m e  was A d r i a n  Rol l in i ,  a n d  h e  rea l ly  popu l a r i z ed  t h e  
i n s t r u m e n t  (vibes).  

R F :  W h a t  a b o u t  t h e  s ec t ion  w h i c h  s ta tes  use  t h e  f ingers? 
• JC:  I ac tua l ly  w a n t e d  a punch- l ike  s o u n d  b u t  i t  d i d n ' t  carry,  so 

I used so f t  y a r n  mal le t s  a n d  i nvoked  a " p u l l - s t r o k e " .  
R F :  T h a t ' s  p r o b a b l y  very  h u m o r o u s  to  all o f  t he  s t u d e n t s  w h o  

so di l igent ly  fo l lowed  t h e  i n d i c a t i o n  n o  m a t t e r  h o w  
f ru s t r a t i ng  ! 
H o w  do  y o u  a c c o u n t  for  s o m e  no te s  b e i n g  o u t  o f  t he  range  
o f  t he  vibes in  ce r t a in  spo ts?  ( above  h igh  " F " )  
Mi lhaud  s i m p l y  m a d e  a mis take .  He m a y  have  g o t t e n  t h e  



instruments confused and I didn ' t  want to embarass him so 
I merely played the notes down an octave or whatever fit. 

JF :  I had a graduate student doing a reserach paper on the 
problems of  the piece which included that range mix-up. 
She wrote to the publisher ENOCH in France about  it and 
she received a very nice letter stating, " thank you for 
pointing out the problem, but  unfortunately Milhaud is 
dead and we won ' t  take the liberty of  changing any note . "  
What about  the instruments that  you used for the 
performance7 

JC: I used the Deagan Imperials and I still own the instruments. 
I liked the effect that the motor  gave so I used a medium 
speed vibrato. I t  seemed to be more musical. For  the mallet 
changes I used a special tray so that I could make fast 
changes. My set up was like that o f  a grand piano. I like 
this visual approach. 

RF:  When was the last time you performed the piece? 
JC: i did the piece 10 years ago with the Nippon Philharmonic 

in Japan. That  was the last time I did it with full orchestra, 
anyway. 

RF :As ide  from doing the Roger Williams shows, I know you 
stay busy professionally. What are your  current projects? 

JC: I am a type of  musical diplomat....missionary. I work for 
the Far East Broadcasting Co. which is a world wide 
ministry that maintains 38 radio stations around the world. 
I am a minister of  sorts and have spoken to audiences all 
over the world using films and music. The title of  my 
presentation is "Music-message-and magic." 

RF:  Anyone who has ever heard you play or  has been associated 
with you as I have, gets the message. Thanks for the 
interview and your time. 

THE INTERVIEWER 
RON FINK is on the faculty of  North Texas State 

University in Denton, Texas. An outstanding performer and the 
author of  several percussion books, Ron  is a former Vice- 
President of  the Percussive Arts Society. 
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ALAN ABEL - PERCUSSIONIST 

An interview by James L. Moore 

Moore: I t ' s  May, 1977, and I am speaking with Alan Abel, 
percussionist with the Philadelphia Orchestra. The orchestra 
is on tour and played a splendid concert  last evening in 
Columbus, Ohio. This afternoon, Alan Abel will present a 
percussion clinic at Wittenberg University in Springfield, 
Ohio. Alan, with the busy schedule of  the Philadelphia 
Orchestra, how many concerts do you perform each 
season? 

Abel: The orchestra plays approximately 200 each year. 
M: Are many of these tour concerts? 
A: Our touring is less than it used to be. The most we travel in 

a season is 4-6 weeks away from Philadelphia. This 
transcontinental tour  is only for 3 weeks. We do " run  outs"  
to New York, Washington, and Baltimore during the Fall, 
Winter, and Spring and are in residence 3 weeks each 
summer in Saratoga Springs, N.Y. A trip to Japan is 
proposed in May of 1978. 

M; What are some of the good and bad points from a 
percussionist's point of  view in performing such a busy 
schedule with so many concerts per season? 

A: One of  the difficulties with a 52 week season year after 
year is maintaining your enthusiasm and spontaneity. With 
3 weeks being the longest span of  vacation time during a 
year, it 's not  quite enough time to really get "hungry"  - to 
want to play and perform again. In earlier times when 
seasons were shorter, regaining your  enthusiasm was a more 
natural thing. You have to keep your  concentration 
centered and strong - -  I think that 's  the key. No matter  
how many times you play a particular concert  or piece, you 
have to really concentrate as well as look for new insights. 
Of course, one obvious plus about  a 52 week season is the 
steady salary throughout the year. 

M: One of  the goals that has finally been attained by many of  
the large orchestras is full year round employment.  

A: Right! 
M: Could you tell us about your early experiences and training 

in percussion. Where did your  college/conservatory training 
in music and percussion take place? In general, give a recap 
of  your years before you became a professional orchestra 
percussionist. 

A: I grew up in Hobart, Indiana, a town about  45 miles from 
Chicago. I started when I was seven years old, studied with 
some of  the drummers in the school band and with Ramsey 
Eversoll in Gary, Indiana who was quite active in show 
work and club dates. Later in high school, I went  into 
Chicago and studied in the Roy  Knapp studio, not  with 
Roy  directly, but  with Clarence Carlson and some others 
who were part o f  his studio, and also with Haskell Harr for 
some time. 

M: Who do you consider to be your most outstanding teacher 
or person that  influenced you in your development as a 
percussionist? 

A: My teacher at the Eastman School of  Music was Bill Street. 
He was a fabulous player and a fine teacher. Watching him 
play in the Rochester Philharmonic was a wonderful 
experience. He was without  a doubt, the man most 
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influential in my formative years. But I should add that  
most of  my training before college was good and solid and 
I 'm grateful for that, too. 

M: In the past, all percussionists haven' t  been able to get that 
good solid background. 

A: True. Also one of  the important things in playing in a fine 
orchestra is your ability to fit in with the group: Ensemble 
playing. I came from a good high school band and had lots 
of  experience playing in contests and all kinds of  concerts 
with that group. 

M: Alan, it seems that most outstanding percussionists, no 
matter  how busy their performance schedules, are also 
involved in teaching and many other activities in their field. 
Where do you teach and how much of  your  time does this 
sort of activity involve? 

A: I teach at Temple University and serve as coordinator of  
Teachers at the Sett lement Music School which is a school 
comprised of elementary through high school students and 
a few adults. The percussion department had 8 students 
when I began teaching there. The enrollment has grown 
over some 17 or 18 years so that  there are now 8 teachers 
and 150 students in 3 branches. I no longer teach directly 
but  choose and coordinate the teachers and act as a 
consultant in the program. At  Temple University, I work 
with one of  the percussion ensembles and with graduate 
students and seniors - only a limited number because my 
schedule is relatively full. The older students are the ones 
involved with recitals which also takes extra time. 

M: You are noted also for having developed some very high 
quality percussion instruments and accessories. Would you 
tell us about  these? 

A: Maybe I should start with the triangle. A long time ago, 
when the knitting mills in the Northeast were closing up, 
the Walburg Drum Company, for some reason got some of  
the knitting spindles and shaped them into triangles. A few 
of  them were sold and used around" the country.  I looked 
for many years and couldn ' t  find one for sale, so I decided 
to try to make one. The experiment turned out  to he 
successful I really had no idea of  selling them at that point, 
but  there were a number of  people interested, so I made 
maybe 20 at a time as I realized it was a limited market. 

M: A fine triangle is certainly a valuable instrument, and yours 
have filled a definite need for the percussionist. 

A: I was interested in quality in the beginning and I still don ' t  
want it to get so big that I lose quality control. I don ' t  plan 
to make 5,000 at once! 

M: Your triangles are relatively small in dimensions, but with a 
large cross-section diameter. They produce a very beautiful 
sound. I have encountered a few people that talk about  the 
old "Germanic"  sound. They want a big triangle. Have you 
anything to say about  the differences in tone quality 
between what you make and the larger "German"  triangle? 

A: I think some older European conductors and some percus- 
sionists have grown used to that certain kind of  sound. But, 
in general, I think the triangle should be relatively high in 
pitch although a non-definite-pitched instrument. There 
tends to he less identity, with pitch when it is in a higher 
register. One last point, rather than produce a triangle with 
traditional preset dimensions such as 6", 8", 10" on a side, 
I tried for a total approach from the sound it would 
produce using as a guide the former knitting mill spindle 
triangle. 

M: What about  some of the other accessories that you have 
developed? 

A: Another  is the suspended bass drum stand. Fred Hinger and 
I were carrying a bass drum from one place to another and 
struck it and were so impressed by the free sound that we 
began experimenting with suspending timpani and bass 
drums. One of  the things that  made this so necessary to my 
way of thinking was that the Philadelphia Orchestra has 
such a volumnons, lush sound and I felt  the drum we were 
playing wasn't  matching that  sound like it should. First I 
got a plumber who made a square frame on legs. Michael 
Bookspan, another member  of  the orchestra percussion 
section, had a trampoline in his hackyard, so I borrowed a 
couple of  trampoline rubbers and hung the drum up from 
them. It  was way too springy! The sound actually undu- 
lated - -  but it was an interesting beginning and the stand 
presently produced was developed from these early experi- 
ments. 



M: The suspended bass drum now certainly has become the 
ultimate in bass drum stands, much better  than the older 
type of  cradle stand. 

A: Yes, most of the fine orchestras around the country have 
this type, either one of  mine or one that is similar that  they 
have made themselves. 

M: Let 's talk now about  orchestral music and percussion 
playing. What in general do you feel is the atti tude of  
orchestral musicians toward percussionists and percu~ion  
playing. Axe we now "accepted" ,  " to lera ted ,"  or "re- 
spected"? What do you feel is the current state of  affairs? 

A: Well, I still feel there is an eliteist feeling among some of 
the other orchestra players although it 's not  like it used to 
be when you were strictly tolerated, nothing more. I think 
there is now a respect among many if not  all orchestra 
members for what  is happening in the percussion sections. 
We've come a long way in the last 25 years. 

M; What is the atti tude of the listening public toward 
percussionists and the music they play in the symphony 
orchestra and in other  performance mediums? 

A: That  is a a hard one to answer because I don ' t  come in 
contact with enough of  the audience to get a full 
representative sampling of  what  that  opinion would be. It 
seems that  some people are still amused. We play many 
things that were writ ten inthe distant past that  have long 
periods of  waiting before you get up and play a few notes 
and then sit down and wait another eternity before you 
play something else. I think people do view that with 
amusement and wonder, but when a good modern com- 
position comes along that employs a great deal of  percus- 
sion, they do appreciate what  is done, so long as it 's a piece 
that is not  so "far  o u t "  that  people are turned off  by it. 

M: What instruments do you perform primarily on in the 
Philadelphia Orchestra? 

A: In our orchestra we have three percussionists and a cellist 
who doubles as a percusslonist. We don ' t  specialize on 
specific instruments as much as the percussionists of  some 
other orchestras do. I would say that I play snare drum the 
most and then accessories, cymbals, mallets, and bass drum. 
This is more mixed then in an orchestra where there are 
four regular players who tend to be locked in as bass 
drummer - cymbal player - snare drummer - mallet player 
and the rest is divided 4 ways. 

M: Should today's young percussionist specialize on one 
percussion instrument or a small port ion of  instruments in 
the percussion family; or should they a t tempt  to develop as 
much ability as possible on all percussion instruments? 

A: In contrast to what I just said, when you go to an audition, 
you must be able to play everything. Now it may be that 
the person who has left  the section will have concentrated 
on, mallets. The orchestra will be looking for a strong 
mallet player, but  he will be expected to play everything. In 
some sections, particularily in younger sections and new 
orchestras, there is more mixing up of  the parts than in 
some of  the older institutions. 

M; What are the prospects for a young percussionist obtaining 
a position in a symphony orchestra percussion section 
today? And tell us what  they should be doing to prepare 
for a career in this field. 

A: Prospects are not  overly encouraging. Let 's  say that they 
are not  as good as they were 20 years ago when there were 
possibly 15 orchestras that  paid a living wage. At that  t ime 
there was only a handful of  conservatories and universities 
that produced symphonic players. Not  everyone got a job 
but those who did were often recommended by their 
teacher with no audition or the audition was only open to a 
select few. Now auditions are advertised and more open but 
the number of qualified percussionists coming out of  
universities has greatly increased while the number of 
orchestras has little more than doubled. Most of  the people 
who are winning auditions have a masters degree in 
performance and have had fairly extensive playing ex- 
perience. 

M: Do you feel experiences such as the P.A.S. Mock Sym- 
phony Audition Competi t ion that you supervised at our 
1976 P.A.S. International Convention in Rochester, New 
York are of  value? 

A: I think it can help in getting a player's audition together. 
We went  through audition lists f rom at least a dozen 
orchestras and the pieces we selected for that  audition were 
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those works that showed up most often. Our private 
critique with each contestant following the audition should 
have pointed the way to improvement.  (Editors Note: The 
winner at that audition, Niel de Ponte, is now First 
Percussionist with the Oregon Symphony. )  

M: How relatively important  do you consider the memoriza- 
tion of  excerpt  literature as opposed to sight readin~ Is one 
to be preferred over the other, or are they both equally 
desirable? 

A: I think that the standard audition material should be 
memorized, especially mallets. The student should listen to 
recordings while following the score and comparing his part 
to the score. If possible he should get the entire pa~t so he 
knows what goes before and after the excerpt - get as much 
of the total picture as possible. Of course, this thoroughness 
is not meant to down play the importance of sight reading 
ability. 

M: What specifically is expected in an audition for an 
orchestral percussion position? 

A: Obviously, the usual excerpts should be well prepared plus 
any extra dimensions you can add. For example, you may 
know that the person leaving was playing in a special area 
and you can give that extra attention. An audition in one 
orchestra will not necessarily be the same as an audition in 
another. One may look for a particular style, or have an 
affinity for one school of percussion playing. Those things 
do have some influence although they are difficult to 
measure. The thing that really counts the most with me, 
assuming that the player has good technique, is the ability 
to play with a group, a quick timing sense, a really solid 
sense of rhythm, and generally a sensitivity that allows one 
to make the part fit. Even in a fine orchestra there are times 
when the group begins to pull apart rhythmically and you 
have to quickly try to determine the most stable elements 
in the group and play with them. At other times you can be 
technically right by exactly following a conductor 's  down 
beat but  very wrong if the orchestra actually plays with a 
delayed response. 

M: Speaking of  the conductor,  how much does a conductor 
like Eugene Ormandy influence and shape the style, 
character, and tone quality of  percussion playing in an 
orchestra, and how much do you as percussionists shape  
and control  these aspects of the performance. 

A: Mr. Ormandy usually leaves the details to us but  we know 
that  he loves cymbals and doesn' t  want  to hear too much 
snare drum unless it's of  a soloistlc nature. In fact, on all 
drums, bass drum included, he doesn' t  want  the dynamic 
level too high because it  tends to interfere with the big 
string sound for which he's known. Cymbals and triangle 
usually have free reign and a prominent  timpani part can be 
played very prominently - no harsh sounds though and few 
sharp edges. So we are very much aware of  his general 
concepts which we try to favor. Following phrase lines, 
choosing instruments and sticks, and other details are 
normally left  to us. 

M: College age percussion majors, and high school age players  
as well, have a very wide choice of  material to  study on 
percussion instruments. It  seems to me that this material 
can be divided into three broad categories: (1) percussion 
solo literature, (2) technical studies and etude material, and 
(3) orchestral expert  repertoire. Where do you feel the 
emphasis should be put  by the student and his teacher? 

A: I would think that at the high school level, one should have 
some exposure to solo literature, but one ought to 
primarily be working on general development. That also 
should he the case for the first few years of  college. In 
order not  to be locked into any one area that you later feel 
is too restrictive, one ought to keep the options open as 
long as possible and have a general development in all areas. 
By the time you are a junior in college, you should begin 
thinking more specifically about  what  you want to do-- 
teach? play in an orchestra? drum set route? show music? 
set up your own private studio? college job? There are all 
kinds of  options available. 

M: And there are so many more options open to the 
percussionist than to say the string player, more directions 
in which a percussionist can go. 

A: Yes, along that same line, even though there should be a lot  
of  general development in the practice room and in the 
private studio, a player should be, f rom an early stage, 
getting as much group experience as possible. 



M: I know for example, of  marimba soloists who played rather 
intricate solos, but when placed with an ensemble have 
difficulty playing in tempo with the group! What facets or 
facet of  your varied career in percussion have given or 
continue to give you the most personal satisfaction, ALAN? 

A: I especially enjoy making the triangles and bass drum stands 
and making them available to others so they can enjoy 
them also. And to an extent  I have the same feeling about 
the books i 've written. 

M: You're speaking of  your books such as the 20th century 
orchestral excerpt literature for Percussion and Timpani? 

A: Yes, I am. Also, it almost goes wi thout  saying that the 
rewards of  performing with a fine orchestra are many. 
There is a unique satisfaction that  comes from a concert 
well played that is inspired by good leadership and the 
excellent playing of  those around you~ 

M: Just to make it completely clear for our readers - Alan Abel 
of  Philadelphia - there are two gentlemen by the name of  
Alan Abel that are known in the percussion and entertain- 
ment  world. Would you want to comment  on this? 

A: The other Alan Abel grew up in Ohio and went to Ohio 
State University and I grew up next door in Indiana and 
went to the Eastman School. We were both active rudi- 
mentally in those early years and it was fun to compare 
notes from a distance. He did at one t ime play with the 
Radio City Music Hall Orchestra and ultimately went  more 
into the comedy and entertainment field. I guess I ended up 
being the quiet one! 

M: What are some of your future plans? 
A: I plan to continue with the Philadelphia Orchestra until 

retirement. Perhaps I~l reduce teaching in some ways, 
specializing in the orchestral approach, working with a 
smaller number of  students but  trying to go to a greater 
length in preparing them. I will continue with the manu- 
facturing and perhaps look to that as something to expand 
after my retirement from playing. 

M: Would you say that you feel fortunate and happy doing the 
kinds of  work that you are doing? 

A: I feel very fortunate to be included in the fraternity of  
Symphony Orchestra percussionists in this country. My 
only wish is that  there were more Orchestras so the group 
could be larger. Being involved in a variety of  activities 
outside the orchestra is also satisfying - - I  have a great deal 
for which to be grateful. 

M: Thank you Alan Abel for sharing your thoughts with our 
P.A.S. members. I 'm sure they have found your  comments  
interesting and inspiring. We will look forward to continu- 
ing to  hear your fine performance live and on recordings 
with the Philadelphia Orchestra. 

A: Thank you, Jim. 

MARIMBAS AND XYLOPHONES TUNED 

Professional strobe tuning of all wood bar mallet instru- 
ments- marimbas, xylophones, Orff xylophones. 

Fast, Friendly, Low-Cost Service 

Send bars to or contact- 
Bill Youhass 
Fall Creek Marimbas 
429 Sheldon Road 
Freeville, New York 13068 
607-347-4701 

it a l l . . .  
complete  election in percussion ir ruments 

includinq top name  in 

xylophone  vibe  ¢¢ marimba  

218 S. WABASH AVE. DOWNTOWN, CHGO 8 th FL. 312o427o8480 
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MARIMBA HOLIDAY IN GUATEMALA 

by John K. Galm 
Associate Professor 

University of  Colorado 

One of  the dilemmas of  a percussionist on holiday is deciding 
where in the world to visit. With many cultures of the world 
possessing unique aspects of the percussionists' art, the choice is 
vast. Using a magical credit card of  unlimited funds one can 
choose to visit a javanese gamelon in Indonesia, or a Ghananian 
drum ensemble or a marimba band in Guatemala. While my 
magic carpet is not  quite ,perfected, I choose to avail myself of  
the next best thing which was a no-cost stopover for a week in 
Guatemala City on a return trip from Brazil. 

I had heard Guatemalan marimba bands both on recordings 
and in night clubs in the United States. However, I was curious 
how the marimba fit into the culture and life of  the people of  
this Central American Country. The land of  the Hurtados and 
the Be thancour t s . . . the  land of the marimba! 

Arriving in Ciudad de Gautemala, (Guatemala City) at the 
new modern airport and riding through the city gave a favorable 
impression of  this capital city of  over a million people. Good, 
fast and inexpensive transportation, (bus 5¢), new exciting 
architecture, colorful street markets, friendly people but, 
unfortunately many tragic reminders of  the 1976 earthquake 
that ruined many parts of this old city. 

After visiting the national tourist office where I was given 
maps, hotel information and an important  guide to the 
performing marimba bands in the area, I began my search for 
the living marimba tradition. 

E1 Tropical was the first of  many night clubs I visited during 
my week's visit. I t  fulfilled my imagination as to what a typical 
Latin American night club of  the 1930's would look like with 
plastic palms, overhead fans and fake jungle scenes painted on 
the walls. I expected Hemingway or Bogart to be at one o f  the 
tables! But it featured the marimba band, Alma Lira. Alma Lira 
consisted of  the usual marimba band size of  two marimbas of 
seven players, a string bass and a drumset, the Marimberos also 
doubled on saxes and trumpets to give a variety to their music. 
As the club was primarily for dancing, the band played all types 
of  music from traditional sons to pop ballads (I left  my Heart in 
San Francisco) was played at least six times that evening), and 
music of the Beatles and Blood, Sweat and Tears. As the 
atmosphere was casual, I began talking to the players and was 
invited to sit on the bandstand, play maracas and later play one 
of  the simple marimba parts. The members of  the band were 
extremely friendly and gave me names and addresses of  other 
marimba bands and makers of  marimbas. 

I t  was interesting to note the working conditions in E1 
Tropical which was typical of  other clubs that I visited. The 
hours of  performance were from 9 p.m. until 3 a.m. for six 
nights a week. They played a set of  15 minutes and then had a 
break of  15 minutes. The band was very good as were all of  the 
groups that  I heard in the various dubs.  All the music was 
learned by rote and the lead player would "call  a tune"  by 
lightly playing the first phrase rapidly then the band would 
begin with just a nod of  the lead player. No tempo, key or 
rhythmic pattern was ever indicated. As the evening wore on it 
was interesting to note that the players exchanged parts with 
the lead player playing the bass part, the second player playing 
the obligato, etc. Also during the six hour gig they only 
repeated tunes on request. I was told that it was normal for a 
marimba band to have a repetoire of  500 - 600 arrangements of  
tunes. At  the various festivals it is common to have endurance 
contests among marimba bands which last for as many as two 
days. During the contest the bands cannot replay any tune. 

Late the following day, I visited the well known marimba 
factory of  Mario Barrios, son of  Rosendo Barrios who was 
famous in the early construction o f  Guatemalan marimbas. 
While Sr. Barrios did not  reveal all of  his family secrets of 
marimba making, he was informative as to the general methods 

-3 l- 

of general construction and how to make the charleo that 
produces the characteristic "buzz"  of  the resonators. For  more 
information on the construction, history and romance of  the 
instrument read, The Marimbas of  Guatemala by Vida 
Chenoweth. 

While I was at the factory, I was able to see a 6'h octave 
instrument of  a marimba doble pair under construction. The 
usual waiting time for instruments is from 6 months to a year 
and the cost for a set of two marimbas, (marimba doble) is 
about $4,000. I was able to purchase a complete set of  natural 
rubber mallets from him. The size of  the mallets correspond to 
the area of  the marimba to be played. The sizes are: bajo for the 
bass, centro for the mid-range, tiplos for the lead range and 
picolo for the very top of  the instrument. 

Hormigo wood at Barrios Marimba Factory 

One of  the institutions of  Guatemala that  is dedicated to the 
preservation o f  folk arts in the performance tradition is the 
Ballet Moderno y Folklorico de Guatemala. I visited their 
studios in the new National Theatre complex and spoke with 
them regarding the use of  the marimba in the indian fiestas. 
On display were some of the indian marimbas that  they 
use in their ballets. They were diatonic with only one row of 
keys. They were tuned in a quasi- mixolydian scale on f~ and 
the resonators were long, tube-shaped gourds with the charleo at 
the bot tom. 

A visit to the National Conservatory of Guatemala enabled 
me to meet  two outstanding gentlemen associated with the 
marimba, Jorge Sarmientos, the noted composer and conductor, 
and Fernando Morales Matus, the leading virtuoso of  the 
Guatemalan marimba. 

Marimba Turismo made by Barrios factory 



Complete keyboard o f  6½ octave marimba at Barrios factory 

St. Sarmientos was most  cordial in introducing me to the 
members of  the Orquest de Guatemala of  which he is the 
musical director. He has writ ten a famous timpani concerto 
premiered by Fred Begun of  the National Symphony Orchestra 
in Washington, D.C. He showed me the score of  his newly 
completed Concertino for Marimba and Orchestra. Later I was 
able to hear part of a tape of  the first performance with 
Fernado Morales Matus as soloist. Based on this little informa- 
tion, I feel that  this will be an important  contribution to the 
marimba concerto literature. The score should be available 
sometime this year for publication. 

Fernando Morales Matus while still in his twenties has 
established himself as a virtuoso of  the marimba in Guatemala 
and is rapidly extending his reputation through recordings 
(Marimba Herencia Maya-Quiche.) Dicesa DIC/S - 1102, DIC/S - 
1092 and DIC/S - 1070) and performances in Central America, 
Caribbean Islands and the United States. In addition to his 
concertizing and teaching at the conservatory, he is an outstand- 
ing maker of  marimbas as well. You can hear the results of his 
craft on his recordings as he plays his own instrument. He has 
studied the marimba tradition in his country and has made 
certain innovations in construction portability, and quality of 
tuning and tone. He hopes to equal the Stradivarious quality of  
craftmanship for the marimba. 

Most o f  my time was spent in listening and making cassette 
recordings of  as many marimba bands as I could find. One day I 
began at the Arts and Crafts Market, close to the airport, at 10 
o 'clock in the morning. The band was Marimba Turismo and 
they had recently purchased a new marimba doble from Mario 
Barrios which was a beautiful example of  both visual and aural 
delights. One of  the problems of  speaking Spanish with a 
"Nor th  of the Border" accent is that  the marimba bands always 
play a top-40 tune or in this case a set of  variations on Yankee 
Doodle and Dixie. After much discussion they would play 
traditional Guatemalan music. In the afternoon I went  to the 
club, El Zocalo, where the band, Alma de Guatemala, performs 
everyday from noon to midnight. They were happy to demon- 
strate their arrangement of  Liszt's, Hungarian Rhapsody. The 
Hotel Conquistador - Sheraton featured a trio called, Estrella, of 
marimba, one player, bass and a loud drummer. Hector 
Maldonado exhibited some of  the finest 4-mallet technique that 
I saw. The club, Nin-gua, was the first o f  4 other  night clubs I 
visited which featured marimba bands and to finish the evening 
I returned to E1 Tropical. There I was greeted as an old friend 
and played the last set with them at 3 A.M. in the morning. My 
marathon day demonstrated that it was possible to listen to 
marimbas almost around the clock. 

Marimba mallets made by Barrios factory. From left to right: 
Banjos, Centros, Tiplos, Picolos, Musser M2. 

In addition to the night club circuit, there are different 
marimba bands playing on the national radio three times a day. 
Marimba bands are a common feature at private weekend parties 
and dances. Every good birthday celebration includes a marimba 
band and in the villages of  the countryside every fiesta features 
marimba bands playing night and day. Weddings, Baptisms and 
other rites of  passage are all included in the music of  the 
marimba. In short, the  marimba, is included in almost all aspects 
of  the Hfe o f  Guatemala. 

The visits to the clubs and the factory and the conservatory 
was exciting, but  the most  interesting place for me was the visits 
to the marimba studios. These studios are located throughout  
the city at the home of  the leader of  the band or his workshop 
and usually in the less affluent sections of the city. However, 
the greatest concentration of  marimba studios is at the corner of  
17 calle and 10 a avenida. This is the Times Square, Haight/ 
Ashbury or  Mecca of  the marimba world! On both sides of  the 
streets axe marimba studios, side by side. In the mornings, after 
siestas, and in the evenings these streets are a cacophony of  
marimba sounds. It  is here that  the marimberos learn their art. 
Although, the Guatemaltecos say that  a good marimbaro is born 
not  made, 17 calle and 10 a avenida is the practice area that puts 
the finishing touches on their artistry. The studios post the 
hours of  rehearsal daily and hours are spent learning all manner 
of  tunes from radios, records, or live performers. Not  only are 
the melodies learned by rote  but  also all the second and third 
parts, the harmony and the bass parts are all "discovered" and 
added to the arrangement. This process is most interesting as 
what notes should be played are often arrived at by a group 
consensus. The leader will play his part and the second or third 
player w~l experiment with his part until  they agree on the best 
solution. Then they add all the parts together. People will stop 
and listen from the street and offer comments or praise. Or if 
they are marimberos they will join the rehearsal, demonstrating 
other tunes and ideas for other parts. I was invited to "si t  in" in 
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Marimba Studios on l Oa avenida 



several of the rehearsals and played a simple bass or harmony 
part. During these sessions I was impressed with the rote 
learning process which not  only included learning the pitches 
and the rhythms but  also the nuances of the phrasing, the style 
of stroking the marimba bars, the speed of the rolls and all the 
other t iny details that are never indicated in written notation. 

Outside the studios, the streets take on a marimba carnival 
atmosphere. The blocks are located close to the train station in 
the "low rent district" so there are many street markets nearby. 
There is much chatter of musicians in conversation, buying and 
selling of recordings, toy marimbas, marimba mallets and people 
contracting marimba bands for parties and dances. In the early 
evening, school buses with some of the rear seats removed are 
pressed into service to transport the big marimbas from the 
studios to their performance areas of the evening. Again 
everyone joins in to help pack and supervise the loading of the 
instruments. Much discussion on  the street today revolves 
around the young bands that only use one marimba combined 
with a '+chicago-style" brass line and electronic instruments to 
imitate the "now sounds." How this is resolved will be an 
interesting chapter in the history of the marimba. 

NeedIess to say, my week was over much too quickly. I 
wasn' t  able to visit the indian towns for the fiestas or see the 
forests where the hormigo trees grow that produce the marimba 
bars. I was able to experience the feeling of the life of the 
marimba and what it means in the life and culture of the 
Guatemaltecos. 

If you are a lover of the marimba as I am, I would be 
interested in hearing from you. With enough interest we might 
be able to offer a P.A.S. Guatemalan Marimba Tour which 
would include visiting the fiestas, the parties, the clubs, the 
factories and perhaps studying at the conservatory with 
Fernando Morales Matus. Please contact me, Dr. John K. Galm, 
c/o The College of Music, University of Colorado, Boulder, 
Colorado 80302. 

Mallets for all Keyboard Instruments? That's righfl Our name may suggest that our 
mallets are for marimba only. We do make the best mallets for marimba, but they 
also produce the fullest tone with more volume on vibes. Our #t  2 XYEL for xylophone 
and bells actually makes the synthetic xylophone sound like rosewood (imagine how 
they sound on woodt). On bells, you get a full bodied tone no other mallet can mat- 
match. 

No matter, what  you play, if you are looking for professional design, craftsman- 
ship, and better sound, come to Hyer Marimba Products. 

For more information see your dealer or write us. 

  H Y 6 R  m a R i m B a  
~ U ~ - - - ' W - ' ~  354 N. Franklin, Delaware, Ohio 43015 
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C R E A T I N G  A NEW POSITION 
IN T H E  P E R C U S S I O N  S E C T I O N  - -  

E Q U I P M E N T  MANAGER 
Terry Louis Schultz 

Probably every school band director has had trouble with the 
instruments and equipment in the percussion section. I tems are 
constantly misplaced, broken or stolen. Problems resulting from 
this include wasted rehearsal time, parts not  played, or parts 
incorrectly played with a substituted instrument. Often of  much 
greater consequence is the resulting tension, frustration and 
dissension among section members. Considering the increasing 
size of  today's  percussion sections, and their prevailing highly 
competitive nature, these problems have intensified. To alleviate 
these equipment  problems, and the resultant disciplinary prob- 
lems, I propose every organization create the student position of 
Equipment  Manager. 

First, consider the existing situation. Every student is usually 
left  to himself to take care o f  whatever percussion instruments 
he uses. He grabs what he needs (and sometimes doesn' t  need) 
of the community  property and is responsible to no one 
concerning its care and use. Often items are not  returned after 
being used and are easily lost or stolen. It  may be days before 
the same composition is rehearsed again and it is realized the 
i tem is missing. By then all recollection of  who used it last or 
was responsible is reduced to speculation and allegations. 
Dissension results as accusations fly. The guilty party may deny 
responsibility and point his finger at another. In the case of  an 
i tem being slightly damaged, the offending student sometimes 
will quietly return the broken item to the cabinet, knowing it 
won ' t  be checked after rehearsal, only to have it "discovered" 
broken the next  time it 's needed. 

With the Equipment  Manager, (E.M.) there is: 1) a system of 
immediate accountability after rehearsal for every item used, 
and 2) there is a person right in the section the student can go 
directly to with these or other problems that may arise, and be 
given personal attention. In a school band, where many young, 
developing individuals are working closely and intensely to- 
gether, attempting, as a unit, to express themselves through a 
complex art form, this avenue of emotional release, talking with 
the E.1VL, can be of  great benefit. Looking at the situation 
another way, we have a group of  young kids just learning 
responsibility. The are farthest f rom the supervising director of  
the band or orchestra and are working with many interesting 
and exciting instruments, which are easily misused or broken, 
but  are set out  for anyone in the group to use. The E.M. can 
help regulate this unique, of ten trouble-breeding environment. 

An equipment checking system should be set up as follows: 
First all the cabinets, shelves and drawers holding percussion 
equipment  are clearly labeled. Every item has a specific place, 
and no more or less is allowed there. After  becoming completely 
familiar with this arrangement, the E.M. can then tell at a glance 
if any item is missing or broken. All storage areas and cabinets 
are kept  securely locked. 

A folder containing index cards which list all the composi- 
tions and who plays which instrument on each piece is kept in 
one of  the cabinet drawers. The cards for the pieces to be 
rehearsed are taken out, and may be consulted by the 
percussionists to ascertain which parts they are to play. After  
rehearsal, the E.M. cheeks the cabinets and shelves to make sure 
that everything has been properly returned. Now if anything is 
missing or broken, he consults the cards to see who used the 
particular item. (Although many percussion sections already use 
a system of  listing who plays each part, unless this is paired with 
an equipment  check, equipment  problems will still go un- 
detected.) 

Besides being a quick, yet  thorough, system of  accounting 
for all the equipment after rehearsal, several other benefits 
emerge. Most importantly, if  there is a problem it is first dealt 
with privately with the individual, and not brought out  in the 
open, causing needless embarassment, guilt or degradation. 
Remember,  many times a student gets in trouble for hiding a 
problem that may be a completely understandable accident. 
Secondly, the percussionists will always come to band knowing 
the equipment  is ready to go. This feeling of  efficiency will also 
create more pride in the section, which will be reflected in their 
performance. (Through this system it is also more determinable 
if outsiders are damaging or stealing items.) 

Selecting the right individual for the position is extremely 

important. He must have excellent rapport  with his fellow 
percussionists, be someone they highly respect and can easily 
relate to, and with whom they would feel comfortable 
discussing their problems. 

When there is a problem, the only proof  the director has is 
the test imony of  his E.M. Of this both he and the offender are 
aware. Thus, you will be asking a student to testify to the 
wrongdoing of  a close peer. You try to make his job as easy as 
possible. First, write out  a set of  regulatory guidelines con- 
cerning the conduct of  the percussionists and the use and 
maintenance of  the percussion equipment. Then everyone will 
know what  is expected of  him and what  constitutes a violation 
of the rules. Thus, when the E.M' reports an infraction, it is not  
a " judgment  call" on his part, subject to dispute. I do not  
advocate an unchangeable set of rules. The maturi ty  and 
responsibility o f  your section may easily change from year to 
year. Any  unnecessary regulations can only lead to resentment. 
Be flexible. 

Overall, the success of  this idea depends on creating, in the 
students, a confident  feeling that  the E.M. is working in their 
best interest, and not  as a watchdog of  yours. Explain it is to 
promote musical development, enjoyment,  creativity and effi- 
ciency that the E.M. will perform his duties. He will see that  all 
the equipment  is at the student 's  disposal, properly used, and 
carefully returned to its place. In this way, every student will 
have the opportuni ty to play and experience his pert as 
ultimately and as easily as possible. Emphasize that  they should 
feel free to bring any problem, complaint, conflict or frus- 
tration, to the E.M.'s attention, and he will have direct access to 
you, the director. (The identity of  the individual with the 
problem need not  be disclosed, unless necessary.) 

Several obvious psychological reasons can be given for this 
plan. First, some students will be afraid to come to you with a 
problem, but will freely and comfortably take part in self- 
disclosure with their peers. Although a meaningful relationship 
with you is most  desired, it may simply be impossible to have 
ample time and opportuni ty to develop this with all your 
students. And as music educators constantly see, the emotion- 
releasing music period is a most fertile ground for a tremendous 
variety of  problems to surface, often, completely unrelated tO 
music. The only avenue to your  percussionist's feelings may be 
through your E.M. An alert manager may even be able to pick up 
on the subtler "bad vibes" that may appear in the percus- 
sionist's conversations and act without  the individual even 
having to bring the problem to anyone's  attention. Ideally, the 
manager will be able to facilitate a variety of  problem-solving 
relations, in which your involvement won ' t  be necessary. The 
individuals involved will have the opportuni ty  to grow by 
themselves through this process. 

Remember,  your vital concern should always be to increase 
your understanding of  your  student 's  feelings and needs. With 
an E.M., you have increased your  channels of  meaningful 
student input. 

A logical question that arises from these ideas is, "Why 
doesn' t  the principal percussionist handle these responsi- 
bilities?" To begin with, he is the best performer. Although 
some directors maintain they also consider "leadership 
qualities", the most technically skilled performer is invariably 
granted the position.In order to maintain this position, which is 
quite prestigous in most  schools, it is the principal percus- 
sionist's intent that  the other percussionists do not become 
better than himself. This may lead him to take measures which 
hinder or undercut the other  percussionists' musical develop- 
ment in order to safeguard his position and status. 

The E.M. is not  concerned with an individual's level o f  
ability, but  with facilitating every individual's equal opportuni ty  
to develop and fulfill himself. His job requirements assure that  
his efforts are "outward-directed," to every individual in the 
section, not  "inward-directed," for his own personal gain. 
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A few final points are worth mentioning. First, it is 
frequently felt that percussionists are the "dumb"  or "problem" 
kids in the school band. They wanted to play in band, hut  may 
not  have caught on to reading music quickly, mastering 
fingerings, or had a "good" ear, so they were put  in the 
percussion section. If your section includes one or two students 
in this "category", remember they are often the ones who 
benefit most from a little extra attention. For the individual 
who needs a little help strengthening his self image, a positive, 
open, encouraging percussion section can easily offer the ideal 
opportuni ty for such growth. 

Secondly, the other instrumentalists in the band often feel 
superior when the percussionist lose their parts and equipment  
and are disciplined in front of the whole band. This only 
reinforces the section's image of being generally inept or 
second-class musicians. 

A third point  to consider is that freshmen musicians usually 
come from several different junior high schools. It  can be quite 
an emotional experience for the freshmen, trying to find his 
place in a larger band among more experienced students he 
doesn't  know. There is usually competit ion over who gets to 
play and which parts. Unlike other sections, only one person 
can play many of the parts, and there is obviously more 
importance or prestige attached to playing certain instruments: 
(snare drums versus triangle for example.) As a result, the less 
skilled percussionists often find themselves sitting on the sides, 
or playing the "lousy parts." For these reasons, an upperclass- 
man may actively attempt to discourage other percussionists 
who may play a part he would otherwise get to play. 

Finally, several of the freshmen entering band will be coming 
straight from a junior high band, where they were the best 
percussionist in the school. It  can be quite ego deflating to 
descend from such a position to where they have to hustle in 
order to get to play at all. In all these cases, an understanding 
E.M. who will listen to the troubled student,  understand his 
problems, and offer encouragement, can be of tremendous help. 
(And think how gratifying this could be for a good E.M.) 

In conclusion, the E.M. will serve a very useful organiza- 
tional and mechanical role in assuring a more efficient use of the 
equipment. Perhaps more important, crucial emotional and 
psychological needs of the individuals will be met. Today, there 
is a definite trend in band literature toward more percussion 
parts and a wider variety of percussion instruments. As the 
equipment, section members, and group interaction increases, 
the potential for problems also multiples. However, so does the 
opportunity for individuals to grow and develop, to increase in 
their awareness of themselves and others, and the chance to 
share in the joy of a group experience in musical expression. 
You, the director, have a responsibility to see that an 
environment conducive to this experience is available to every 
student as unhindered and trouble-free as possible. 

The Author 

Terry Louis Schultz received the Bachelor of Music and 
Master of Education in Guidance and Counseling Degrees from 
Eastern Illinois University. He is currently Director of Bands for 
Southeastern High School and Junior High School in Bowen, 
Illinois. 

FOR QUICK CHANGES 
These st~cks have been a great help m solving many Shck chanse problems 

A lwO (oa t  ha nd rubbed l+~nlsh glv('~, a do+able a nd a ll+a( bye apl~earance 

112, 

f r o m  
Tom Gauger/Percussionist Boston Symphony Orchestra 

For furlher information write: Thomas Gauger, Boston Symphony Orchestra, Symphony Hall, Boston, Mass, 02115 / or conta¢l your local dealer 
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/ ~ t O  U N  D T H E W o  R l O 
edited b y  John Bircher 

GERMANY 
Recently,  Court land Swanson took  a sabbatical leave f rom the 
University o f  South  Dakota  to be with Professor Siegfried Fink  
at the Hochschule fur  Musik, in Wurzburg, Germany.  Professor 
F ink  is developing a syllabus at  the Hochschule which includes 
many pieces of  innovative Hterature for  all age and experience 
levels. 

Professor F ink  uses his prolific collection for  percussion 
education of the very young students (I l ike Percussion and 
Percussion My Hobby)  and his collection of  snare drum books  is 
widely used for the more advanced. Mr. F ink  has two more  
publications ready for  pr in t  and we shall eagerly walt  to peruse 
them. Anyone  wishing complete  lists o f  Siegfried F ink ' s  
publications please write  to:  Courtland Swenson, Professor of  
Music, Center for  Fine Arts, University of  South Dakota,  
Vermillion, South Dakota  57069. 
SWEDEN 
The Malmo Percussion Ensemble is extremely active on the 
European Scene. Seven percussionists make up  the group and 
they are under the leadership of  Bent Lylloff.  Pictured here are 
Louis Bellson and Remo Belli visiting Bent Lyl loff  while on  a 
recent  visit to  Sweden. 

serving the United States and Canada 

percussion specialities by 

F IRTH * G O O D M A N  * H I N G E R  

G A U G E R  * M A N - R A N  * B A L T E R  

P A Y S O N  * MUSSER 

at super discount  prices! 

i n t roduc ing . . .  S t ick  and mallet  bags, bum- 
per  pads,  gig bags, key 
doodles,  and cym bags, hand 
crafted from genuine leather.  

Contemporary Collection tbr Snare Drum 
by Murrary Houll if  

Contains seven etudes for  the serious percussionist. A 
must  for  every l ibrary! Write for  complete  Potsdam 
Publications catalog. 

Write for our free 1977-78 
expanded discount catalog today! 

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  
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We have recent ly received much informat ion on  the perform- 
ances held at the Annual  Marimba Festivals o f  Japan. I t  is quite 
interesting to  note  the  broad range of  l i terature being per- 
formed. On a duo recital  the Kreutzer Sonata b y  Beethoven was 
performed,  Gershwin was represented at  least once (An Amer- 
ican in Paris, Rahpsody in Blue). The composers most  repre- 
sented were (in order  of  most  to least performances):  Bach, 
Mozart, Bizet, Tchaikowski,  Ravel, Liszt, Beethoven, Creston, 
Gershwin, Toyarna, Miyoshi, Asabuki.  A partial  sample program 
from the 11th. Marimba Festival in Asahi Seimei Hall is as 
fo 11 ows: 
Performer 
Takako Ichinose 
Maziko Matsamoto 
Yuko Muraso 
Eyichi Asabuki 

T i t l e  C o m p o s e r  
A n  A m e r i c a n  i n  P a r i s  G e o r g e  G e r s h w i n  
A R h a p s o d y  o f  A r a n f a s t  R o d r i q u e z  
H u n g a r i a n  R h a p s o d y  No .  2 L i s z t  
O p e r a -  M o z a r t  
T h e  M a z r i a g e  o f  F i g a r o  
i n  R e ~ o s p e c t  

The Japanese Xylophone Association is very active and 
supports  functions like this and has been responsible for  the 
surge of  Japanese l i terature which we have now found and are 
using to great avail. Dr. James L Moore is a member  of  the 
J.X.A. and could provide more information about  i t  by  writing 
c/o Percussive Notes Magazine. 

YASUKAZU AMEMIYA one of Japan's leading percussionists 
presented a solo percussion rec~ial this past May 22nd at the 
Ishibashi Memorial Hall in Tokyo. Included on the program 
were: Monochroyne Sea for Solo Percussionist and Tape by 
Yasukazu Amemiya; The King of Denmark for Solo Percus- 
sionist by Morton Feldman; Klange by Yoshiro Irino; Tournoi 
Pieces for Percussion and Brass Quintet by Georges Barboteu; 
and Yasukazu Amemiya's own composition Natsu Nebutsu for 
Solo Percussion, Tape and Percussion Ensemble. 



PEOPLE in PERCUSSION 

We welcome your photos and brief publicity data 
sheets so that this colurl~n can adequately recog- 
nize the many percussionists who are fulfilling vital 
roles in this exciting field! 

d [  

HAROLD JONES, a graduate of  the University of  Michigan, has 
gained prominence among educators and performers through his 
long association with East Carolina University in Greenville, 
North Carolina. Ludwig Industries recently announced the 
addi t ion of  Harold Jones to its educational  clinic staff  as a 
multi-percussionist specializing in mallet  keyboard techniques. 

After  winning the P.A.S. mock audit ion in October, 1976, NIEL 
DE PONTE went  on to become the Principal Percussionist o f  
the Oregon Symphony  Orchestra, Portland, Oregon. During 
1977 Niel guest conducted the Eastman Wind Orchestra, 
performed the Kelly Toccata  with the University of  Massa- 
chusetts Percussion Ensemble, premiered his Concertino for 
Marimba and Wind Ensemble with the University Wind En- 
semble of  the National Music Camp, Interlochen, Michigan 
(where he is on the faculty), and presented his paper "The  
Development o f  Writing for  Percussion in Original Wind 
Composit ions" at  the National Wind Ensemble Symposium in 
Rochester, New York. 
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CHARLES DOWD is known throughout  the west coast for his 
performing and teaching abilities. He is an Assistant Professor of  
Music and Head of the Percussion Depar tment  a t  the University 
of  Oregon School of  Music in Eugene. As a jazz/rock artist, his 
specialties are drum set and vibes. Ludwig Industries recent ly 
announced the addi t ion o f  Charles Dowd to its educational 
clinic staff  as a to ta l  percussion clinician. 

HUGH WALKER, (center) is drummer  with the Tony Martin/ 
Cyd Charisse show. He plays Premier Percussion Instruments. He 
is shown here with Jim Coffin (left) a t  the Selmer/Premier plant  
in Elkhart,  Indiana. 

DRUMCHARTS MAGAZINE 
DRUMMERS - DRUM SET STUDENTS - DRUM SET 
TEACHERS:  SUBSCRIBE NOW TO DRUMCHARTS MAGA- 
ZINE ! ! ! 

DrumCharts Magazine is designed to take the drum set student 
f rom the "bea t "  books to playing drums and reading along to the 45 
r.p.m, records o f  recent selected top 40 songs, and songs that have 
become "standards" w i th  most work ing commerlcal bands. The 
charts cover most of  the popular styles including rock, Jazz, country  
and disco. There are 8 to 10 charts per Issue plus unique and prac- 
tical exercises, and informat ive articles. 

The fo l lowing are the tit les o f  the charts published in the 4 issues 
in 1977 i ~fZ - -  L lv ln '  fo r  the Ci ty ;  Don ' t  Fear the Reaper; Proud 
Mary;  Lwing '  Thing;  Play That  Funky Music; Rock 'N M e ; L e R o y  
Brown; Behind Closed Doors. ~2 - -  Walk This Way; I Wish ; F ly  Like 
An Eagle; New Kid in T o w n ; T h e  First Cut I$ the Deepest; Maybe 
I'm Amazed; Color My World; Southern Nights; Rock 'N Roll 
Music. ~3  - -  Rocky;  The F ly ;  Hellaclous Acres; Feelings; Jet Air-  
l iner; I'm y o u r  Boogie Man; Luddenbach;Texas;  You and Me; I 'm 
In You.  N 4 - -  Yesterday, Something; Cat Scratch Fever, Long Train 
Running; Sweet Caroline; Listen to the Music; Christine Sixteen; 
Signed, Sealed, and Delivered; Star Wars Theme/Cantina Band. 

u u 

[ ~  $1o for  subscription of  4 issues in 1978 {$12 outside of U.S.A.) 

$18 for  subscription of  4 issues in 1978 and all 4 back Issues 
from 1977 ($22 outside of  U.S.A.) 

[ ]  $3 for  current issue ($3.50 Outside of  U.S.A.) 

$3.50 for  any one back issue ($4 outside o f  U.S.A.) 

Send Check or M/O To:  DrumCharts Magazine 
631 #D Shalimar Dr. 
Costa Mesa, CA 92627 U.S.A. 

Name 

Address 

City State 

Zip I already have issue(s) # 

NOTE.- Please indicate Which issues YOU already have and you wi l l  
be credited for  those issues wi th future Issues in 1979. 

i 



@ P.A.S. CANADA PERCUSSION WEEKEND 
SEPTEMBER 24th and 25th, 1977 

TEC-VOC HIGH SCHOOL 
WINNIPEG, MANITOBA @ 

The "Percussion Weekend" sponsored jointly by P.A.S. Canada, 
Musicians Performance Trust Fund, Manitoba Arts Council, 
Manitoba Government Outreach Program, St. John 's  Music, 
Ludwig Drum Company, and Norlin Music Company, was an 
unqualified success. It was the first full scale percussion event 
ever held in Winnipeg and due to the response (approximately 
450 attended), and the support  from the groups listed above, 
plans are now under way for next  year's event. 

P.A.S. Canada held its first meeting at this event. A board of  
officers was elected: President - Owen Clark: First Vice 
President - Sam Lutfiyya: Second Vice President - Gary Martel: 
Secretary Treasurer - Ken Currie. One item discussed at the 
meeting was the division of P.A.S. Canada into Provincial 
chapters instead of  the current, single, large chapter. A 
questionnaire will soon be sent to all Canadian members 
regarding this matter. 

There were many fine performances during the weekend. 
"Quasi-Bossa Nova" (Clark-Ludwig Music) was performed by 
the University of  Manitoba percussion ensemble directed by 
Owen.Clark. 

David Warne and the ensemble f rom the University of 
Saskatchewan, (Saskatoon campus) gave a very fine perfor- 
mance of  "African Sketches" (Williams-Ludwig Music) and 
"Half i i te"  (0.  Clark - Manu.) 

Five Winnipeg music stores - St. John 's  Music, Long ~nd 
McQuade, Yamaha Music, Drums Unlimited, and McDougall's 
Music all set up impressive displays including keyboard percus- 
sion instruments, timpani, Latin percussion instruments, and 
accessories. A new synthesizer drum "Syndrum"  from Pollard 
Industries was also on display and received much use over the 
two days. For  the young rock drummers in attendance this was 
the place to be. Of  special interest was a bright orange Ludwig 
set featuring twelve tom-toms. Zildjian cymbals in all their 
weights, sizes, and types were very much in evidence, as was a 
Moog synthesizer drum which saw lots of  action. Also shown 
were Tama Drums and Paiste cymbals and gongs. The participat- 
ing dealers took the opportuni ty  to cater to an exclusive 
audience and their displays helped create a "Tota l  Percussion" 
atmosphere. 

The Saskatchewan School of  the Arts Percussion Ensemble. 
Greg Way of Regina performed the following program: Three 
Episodes - O'Rell ly (Schirmer); Night Music for Mallets - Spears; 

RE:  Percussion - Karlin - (Fox);  Flapperette - Greer/Herman 
(Belwin-Mills); Flora de Pina - Mexican Marimba Music; Poems I, 
II~ & III - Smith (Media Press); Take Five - Childs (Presser); 
Night of  the Bocor - Clark (manu.). The entire program was well 
received by the audience, many of whom were seeing this type 
of  ensemble for the first time. 

Polyrhythm expert  Pete Magadini presented a clinic covering 
the various styles of  drumming that have evolved over the years. 
To talk about  independanee is one thing - to sit and watch an 
expert like Pete talk about and PERFORM his polyrhythms 
(which require much independance) was a mind blower for 
everyone. 

A1 Doe, retired percussionist, looked after the display of  
antique percussion equipment. These instruments were supplied 
by A1 Doe and Owen Clark and gave young percussionists a 
chance to see equipment  dating back to approximately 1910. 

The Sunday session opened at 10:00 AM with the Premiere 
performance of  "The  Cat", a new work by Owen Clark for 
electronic tape, percussion and dancer. All the sounds on the 
electronic tape originated from a recording of an angry Bobcat. 
Ceramic wind chimes suspended high at the front corner of the 
stage provided a focal point for the dancer, while bowed 
crotales, micro-gliss and log drums accompanied her through the 
many phases of the dance. A very receptive audience asked 
many questions about the instruments used, how the sounds 
were produced, and the concept behind the dance. 

Also performed was "Encounters  6"  by William Kraft which 
was well received by the audience. 

The "Dean of  Total Percussionists" - Bobby Christian, 
presented a clinic. Its very difficult to find something new to say 
about this man and his performance that hasn't  been said 
before. Suffice to say that Bobby presented the best clinic on 
total percussion that Winnipeg has ever seen. He stated that  he is 
"a  sixty-six year old man and still learning". His atti tude toward 
percussion is one we could all benefit  from - performance and 
talent aside. 

The Percussion Weekend closed out  with an hour long 
concert by "Athanor" ,  a Winnipeg jazz/rock group directed by 
Owen Clark. The music for the conert was arranged by Clark to 
feature percussion. 

All things considered, the weekend was a complete success. 
Plans are now under way for the 1978 Percussion Weekend! 

L. to R. PETE MAGADINI, TOM JESTADT, MICKEY SHAN- 
NON, and REG KELLN discuss the MAGADINI "Power Pedal". 
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G A R Y  MARTEL at the Long & McQuade Display. 



SASKATCHEWAN SCHOOL OF THE A R T S  directed by 
GREG W A Y  in performance. 

"AT H AN O R"  in concert. Drummers (L. to R.) REG KELLN 
and TOM JESTADT. 

B O B B Y  CHRISTIAN and OWEN CLARK. 
| 

A L  DOE at the Antique Exhibit. OWEN CLARK with his 1920 Deagan Xylophone. 

TIMBRACK 
"An  instrument for personal use" 

by  Michael W. Udow 

The TIMBRACK is a four octave percussion console arranged 
in the configuration of a mallet keyboard instrument. The 
idiophonic elements consist of a variety of metallic and wooden 
objects constructed in the shape of bars, rods, tubes, and bells. 
Although each object, the individual idiophone, is precisely 
tuned, it is the timbre of the thirteen basic idiophonic elements 
that is the main concern of this designer/performer. The 
instrument 's  keyboard configuration permits the possibility of 
traditional staff notat ion where the notat ion "symbolizes" 
timbre rather than frequency. The instrument  is played with a 
variety of mallet densities; usually with four or five mallet 
technique employed. 
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The TIMBRACK is intended for personal use 'by its inventor, 
and is not  intended for commercial production. The TIM- 
BRACE[ was constructed by Michael Udow with the help of 
Peter Spenlove at the Premier Drum Company, Ltd. England. 
This unique opportuni ty  was made possible by Mr. Clifford 
Della Porta. 

Michael Udow is active as a percussionist in both Europe and 
the United State~ In addition to being in residence at 
Dartington College of Arts in England, he has recently com- 
pleted a U.S. tour  of performances with his wife, Nancy, 
performing combined percussion-dance programs. 



New Publications 
As a service to all publishers, composers, and arrangers PER- 
CUSSIVE NOTES M A G A Z I N E  regularly reviews new materials. 
Send all material for review consideration to: PERCUSSIVE 
NOTES MAGAZINE,  c/o Editor, 4433 Summi t  View Rd., 
Dublin, Ohio 4301 Z 
Reviews in this issue by: JB-John Beck, KE-Karen Ervin, DG- 
Donald Gilbert, MH-Murray Houllif, AL-Alexander Lepak, 
JM-James Moore, GO-Gary Olmstead, AP-AI Payson, LP-Linda 
Pimentel, WS-William Schinstine. 

SNARE DRUM SOLOS 

FIRST VARIATION - -  Dave Udell, Udell Publishing, 135 
Kohler St., Sun Prairie, Wisconsin 53590, 2p. 

FIRST VARIATION i s ,  snare drum piece for the advanced 
beginner. It  is straight forward and presents no unusual 
challenges for the student at the beginning levels of snare drum 
training. However,with its 6/8 time signature, it would provide 
the young player with a valuable learning experience. The 
notat ion is traditional and should provide the performer with no 
problems in reading it. (DG) 

PRELUDE - .A. SOLO FOR SNARE DRUM --  Chuck Elledge, 
CRE Publications, Minneapolis, 2p. $.60. 

PRELUDE is a traditional rudimental drum solo which 
should provide ample practice material for the intermediate 
snare drummer. No intricate rhythms or unusual stickings ere 
used. -4. suitable variety of rudiments are prevalent which should 
provide the performer with somewhat of a challenge. Tradi- 
tional notat ion is used and the print is well layed out. The type 
is a bit  smaller than usual and could provide some visual 
problems. For its modest price however, this work would be a 
worthwhile adjunct to the percussionist repertoire. (DG) 

SNARE DRUM BOOKS 

THE CONTEMPORARY PERCUSSIONIST - Charles Memphis, 
TRY publ. 76 p., $5.00. 

The level of this book is advanced high school/college. It  
consists primarily of snare drum reading exercises. Some specific 
areas covered are: mixed meters, triplets, paradiddles, 32nd and 
64th notes, alia breve, and syncopation. Some etudes are in duet 
form to add interest. The last 14 pages are devoted to some 
drumset coordination studies and an etude for the drumset. All 
the music is hand manuscript, but  quite legible. One of the 
stated purposes of this book is to develop sight reading. In  this 
reviewer's opinion, it will help the user achieve that objective, 
and most of the studies are interesting and challenging. (AP) 

THE SNARE DRUM ROLL - Gary J. Olmstead; Permus 
Publications, Box 02033, Columbus, Ohio 43202; 12p. $1.25. 

This book could well be a guide to all future percussionists 
and teachers on the most successful and practical ways to teach 
and play rolls. This little guide should be read by every 
enlightened snare drummer and teacher. Not only does it 
explain how, bu t  why, the complete development of roll 
technique is so important.  I t  was written for college methods 
classes and should be required reading for all instrumental music 
majors who may find it necessary to teach percussion. The 
application of this information in drum instruction will mate- 
rially improve students understanding of rolls. (WS) 

22 PROGRESSIVE STUDIES, ETUDES and DUETS FOR 
SNARE DRUM - David P. Eyler, Music for Percussion, Inc., 17 
W. 60th St., New York, N.Y. 10023; 25p. $2.95. 

-4. nice collection of upper intermediate drum solos and duets 
in a variety of time signatures. Most of the music is about  the 
same level of difficulty. It  is unfortunate that the publisher of 
this excellent material did not  plan their layout so that page 
turns could be elimianted. (WS) 

BEGINNING SNARE DRUM AND DRUM SET STUDY - - J o e  
LocateM, Pub. by Joe Locatelli, 4950 Larkspur St., Las Vegas, 
N.V. 89120; 70p. $6.00 + $1.00 Shipping. 
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This book has some outstanding instructions, explanations 
and illustrations of basic snare drum technique. This book 
contains many useful ideas, solos and exercises. The author 
believes in introducing all rhythmic problems to beginners in 
4/4 time. There are straight quarter note bass drum notes with 
most of the exercises and solos. Near the end of the book two 
pages are devoted to beginning coordination at the drum set. 
(WS) 

DRUM SET BOOKS 

DRUMCHARTS MAGAZINE --  Luciano Agriesti, Editor & 
Publisher, 631 Shalimar Dr., Suite D Costa Mesa, CA 92627, 
Published quarterly. One year subscription rate - $15.00 - Each 
volume- $3.50. Volume 1, No. 2 - 20 pgs. 

Contained nine drumset parts (in clearly-written hand nota- 
tion) of pop tunes by various artists, i.e. Aerosmith, Stevie 
Wonder, Rod Stewart, Steve Miller, Wings, etc. Charts are to be 
played along with 45 RPM records by these various artists. 
Contains good definitions of musical terms used in this idion, 
i.e. Intro, Verse, Chorus, Bridge, etc. and explanations of 
note/rest values, repeat signs of various types, time signatures, 
and two ten bar warm up exercises. Good for drumset students 
at all levels. Stresses reading ability. Also has descriptions of 
equipment sold by specific drum companies. One of the few 
publications of this type. (MH) 

-4. WORKBOOK FOR THE COMTEMPORARY PERCUS- 
SIONIST by Charles Memphis. C.M. Pub., 206 BW. Franklin St., 
Baltimore, Md. 21201. 55 p. (no price listed). 

This book would be of particular interest to the drumset 
player who wants to develop his "chops around the drumset". 
Included are: triplet and 16th note stick control exercises for 
snare drum alone, drumset coordination exercises, rock 
rhythms, Latin rhythms, triplets around the drumset, 16th 
notes around the drumset, and some solos for drumset. The 
music is hand manuscript but  very legible. Note: the word 
"workbook" irr the title should not  be taken in the usual 
schoolbook sense, as the user is not  asked to write in the book. 
(AP) 

NORMAN GROSSMAN'S BOOK OF DRUM STYLES - $4.95, 
127p; NORMAN GROSSMAN'S BOOK OF DRUM TECH- 
NIQUES - $4.95, 87p. - Amsco Music Publishing Co., 33 W. 
60th St., New York, N.Y. 10023, Distributed to schools and 
libraries by Hyperion Press c/o Hans Vanloon, 45 Riverside Ave. 
Westport, CN 06880. 

These two books contain a great wealth of practical 
information on playing and reading at the drums. Not written as 
beginners books, they do contain material for all levels. At the 
very least, a copy should be on every teachers shelf for ready 
reference in dealing with the many practical problems of 
percussion playing. Many hours can be spent sharing Mr. 
Grossman's most helpful ideas. Musical examples are done in 
excellent manuscript. There are numerous photos and illustra- 
tions. (WS) 

JAZZ BREAKS IN -4. NUTSHELL --  Joel Rothman, published 
by J R Publications, 3 Sheridan Sq., New York, NY 10024. 
$10.00. 162 pp. 

This is a book containing nine separate parts, each dealing 
with a specialized approach to playing jazz breaks. The parts 
are: 1) simple breaks, 2) left hand breaks, 3) hand-foot breaks 
with hands together, 4) hand-foot breaks with hands played 
separately, 5) coordination breaks between the cymbal and 
snare drum, 6) coordination breaks between the cymbal, snare 
and bass, 7) two-measure breaks phrased in three, 8) four- 
measure breaks phrased in three, 9) four-measure breaks phrased 
in five and seven. Although Rothman has written separate books 
containing the above material, this book also contains new 
material. The exercises are easy to read because the bass drum 
part is left out; therefore, the exercises are not  cluttered with 
many notes. The bass drum is to be played, however. This is a 
good book for developing ideas on drum breaks. (JB) 

COORDINATION PATTERNS with HI HAT and BASS DRLrM 
(Revised) --  Joel Rothman, JR Publications, 3 Sheridan Sq., 
New York, NY 10014. $4.00. 34pp. 



This is a book designed to develop complete independence 
with both feet, for use in jazz and rock drumming. It  has been 
revised from a former book of the same title, and contains 
totally new material. I t  is comprised of one-measure exercises 
using the right hand on ride cymbal and the feet on hi-hat and 
bass drum (a second bass drum could be substituted for hi-hat). 
All rhythmic possibilities are covered in both jazz and rock, as 
are different meters. A good book for acquiring ideas for set 
playing and independent feet to perform them. (JB) 

DRUM SET SOLOS 

FLITATION -- Dennis G. Rogers, Southern Music Company, 
San Antonio, Texas 78292, 2p. $1.25 

This short solo for drum set would be an excellent challenge 
to the set drummer who can read music. It is a difficult work 
and would take a great deal of practice. The standard 
instrumentation of a trap set is used. In addition to some 
interesting technical problems, the tempo is moderately fast. 

Traditional notation is used and the type is clear but it is 
very crowded on the page. Since this work contains many 
sixteenth notes and much movement from instrument to 
instrument, the spacing between lines should have been much 
greater. For someone interested in developing set techniques, 
this work would be very useful. (DG) 

PERCUSSION SOLO COLLECTION 

MASTER SOLOS INTERMEDIATE LEVEL - -  Edited & Per- 
formed by Peter Magadini Hal Leonard Pub. Corp., Winona, MN 
55987 or Milwaukee, WI 53213. 48 pgs. (19 pg. separate piano 
acc. book for 5 of 8 solos) 
Books only - $3.95 (w/cassette with performance track by Mr. 

Magadini & practice track - $9.95) 
Eight percussion solos of jr. high/high school level on Snare 

Drum, Field Drum, mallet percussion & 2 timpani. Covers 
various styles, i.e. classical, jazz, S. Amer., Afro-Cuban. Contains 
excellent explanations of instruments employed, techniques of 
playing, and musical terms used in each solo. Pieces are geared 
to requirements of many Solo Festivals, Contests, etc. Very 
clear and easy to read on excellent paper. Traditional notation. 
Preparation exercises before each solo. Excellent for the " to ta l"  
percussionist. (MH) 

TIMPANI SOLOS 

THIRTY-TWO SOLOS for TIMPANI by Alexander Lepak, 
published by Windsor Music Publications, Box 33, Windsor, CT 
06095. - -  $6.00 

THIRTY-TWO SOLOS for TIMPANI is divided into the 
following sections: 8 solos for two timpani, 8 solos for three 
timpani, 14 solos for four timpani, and 2 solos for five timpani. 
Before each solo-etude there is a solfege exercise which is based 
on the intonat ion problems contained within the solo-etude. 
The solo-etudes do not  have to be taken in order, but  only the 
number of drums suggested should be used. This is a well 
written timpani book for the advanced player. As Lepak has 
pointed out  in his Foreword, the book covers many of the pitch 
and rhythm problems of contemporary music. By combining 
several of the solo-etudes, a t impani suite could be derived and 
be appropriate for a recital. Alone, the solo-etudes would be 
good examination pieces or as inteded, for lessons. Congratula- 
tions to Alexander Lepak for a fine contribution to the t impani 
literature! (JB) 

A SEMI - STRAIGHT JAZZ WALTZ - Richard Kashanski, 
HaMaRPercussion Publications, Inc., 333 Spring Road, Hunting- 
ton, New York 11743, 2p - -  $ .95. 

This t impani solo, is part of the HaMaR timpani series is of  
medium difficulty and would serve any accomplished high 
school timpanist. I t  uses four drums and included a short 
cadenza. In  addition to using the felt ends of the t impani 
mallets, the but t  ends are effectively used. Traditional notat ion 
is used and the print  is quite legible. This solo with its few pitch 
changes would be a good challenge to the developing timpanist. 
(DG) 
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ROCK -- Richard Kashanski, HaMaR Percussion Publications, 
Inc., 333 Spring Road, Huntington,  New York 11743, 2p. - -  

$ .95 
ROCK is a short t impani solo of medium difficulty, which 

should be quite useful to the advanced high school player. It  
uses different tonal areas of the head plus several playing 
techniques such as cross sticking and the use of two drums at 
the same time. The notat ion is traditional and easy to read. As a 
short recital piece or an encore, it has a definite place in the 
t impanist 's  repertoire. (DG) 

DUALITIES FOR TIMPANI, and RECITATIVE AND DANCE, 
Dave Udell, Udell Publishing, 135 Kohler St. Sun Prairie, 
Wisconsin 53590, no prices marked 

Udell Publishing is apparently a new venture and the 
company is certainly doing an impressive job of printing. The 
pieces are on high quality stiff paper and the music is extremely 
clean and easy to read. Dualities 1 is for two timpani in simple 
rhythms, emphasizing change of dynamics. A good early study 
piece. Dualities 2, for three drums, is in 5/4, uses wood and felt 
ends of the sticks, and is also a good early etude. Recitative and 
Dance, for four-timpani, is in two sections, living up to its title, 
Recitative is metered but  un-measured, requires some hand 
damping, including some "audible" muffling, an interesting 
idea. Dance is in fast 7/8 with some written glisses and rapid 
chromatic pedalling. Should be effective in performance for a 
strong high school or intermediate college player. (KE) 

SONATA No. 1 FOR TIMPANI - $3.75; SONATA No. 2 FOR 
TIMPANI - $1.75; SONATA No. 3 FOR TIMPANI - $1.75 - -  
Southern Music Company 

The Sonata No. 1 has a piano accompaniment. The interest 
within the first movement, with the timpani tuned to a major 
triad, lies in the changing meter, dynamic structure, and accents 
in the timpani part and the piano chord structure. The second 
movement, which is very expressive, features tuning changes 
while rolling on two drums. The writer prefers to use a multiple 
bounce roll in this movement. The third movement is ener- 
getically driving with timpani and piano both emphasizing 
melodic leaping. Counting must be precise for both instruments 
to integrate. 

The first movement of the Sonata No. 2 consists of two 
declamatory passages interspersed between rapidly moving, 
toccata-like passages. The second movement, which involves 
considerable tuning changes, has a sweet, lyrical quality. The 
third movement, which is fun to play and hear, includes both 
"out  of kelter" meters and some quick tuning changes. 

The Sonata No. 3 explores the wide expanse of a major ninth  
interval and the tones in the center of this interval. The 
resultant chordal structures developed upon are fourths, fifths, 
tritones, etc. The outer notes tend to serve as pedal points with 
the middle tones employed in melodic patterns. The third 
movement contains many quick meter changes. 

As noted above, the Sonata No. 1 contains piano accom- 
paniment. The other two are unaccompanied solos. The printing 
is clear and well-spaced. Interpretive markings are well planned 
and detailed. Tunings are not  changed between movements, 
which gives a better sense of continuity to the audience. The 
writer would prefer accidental markings to be included as a k e y  

signature. These three works are well within the grasp of the 
proficient high school student and are worthy of the at tent ion 
of the college percussion major. (LP) 

MARIMBA & VIBRAPHONE SOLOS 

CONTEMPLATION (Vibraphone Solo, unaccompanied) by 
Murray Houllif. Permus Pub., P.O. Box 02033, Columbus, Ohio 
43202 - -  $2.50 

A general complaint among percussion instructors is the lack 
of serious solo music for vibraphone suitable for college-level 
recital performance. Well, here is a publisher who is doing 
something about  it! This fine piece is a most welcome addition 
to this area of percussion literature. The level is moderate to 
difficult for the college player. 

Pedaling and mallet damping are carefully marked. The piece 
is tonal, notat ion is standard, and the title describes the music 
style. (AP) 



THREE PIECES F O R  MARIMBA - Murray Houllif - -  Music for 
Percussion, Inc. - $2.00 

This work is of  concert and recital calibre for the advanced 
marimbist. I t  is carefully constructed, and consists of  well 
developed concepts and challenging yet  accessable techniques. 
With all three movements bearing traces of  such, Movement II is 
clearly based on a tone row. Special emphasis is given 
throughout the work to the intervals of  fifths, fourths, and 
tritones. Houllif clearly understands advanced marimba phrasing 
techniques, employing them to advantage. The rhythmical 
structures are complex. The first two movements employ four 
mallets; the final movement  can be performed with two mallets. 

The printing, which does contain a few errors, is generally 
good. The layout is well-spaeed for ease on reading. All 
interpretive markings are clear and suitable. (LP) 

SUITE FOR XYLOPHONE AND ORCHESTRA --  David Carey 
Galaxy Music Corp - -  Solo and Piano reduction, $3.50. 
This composit ion calls for, besides the soloist, a string 

orchestra plus a minimum collection of  winds and percussion. 
Its demands are well within the limits of  many high school and 
youth orchestras. 

Although the piece does contain some chormaticism, its use 
does not  extend too far for most  young string players. Much of  
the harmonic structure is built on fourths and fifths. The 
rhythms are not  unduly complex and the changing meters are 
easy to understand within the context.  

The printing is clear to read. Markings are appropriate and 
adequate. The piano reduction is solidly constructed and is of  
medium difficulty, sounding dynamic and very pianistic. (LP) 

RECITAL PIECES FOR MALLETS --  Garwood Whaley - -  JR  
P u b l i c a t i o n s -  $5.00 

This collection of  borrowed literature is carefully chosen, 
and each work fits the marimba performance with grace and 
elegance. The book includes a useful glossary and bibliography 
material about each included composer. The note heads are 
printed large, however the staff  spacing is cramped. The 
complete collection is printed in treble clef, to which has been 
added many leger lines. 

This collection, though of  flue quality music, exhibits some 
of  the problems and divisions of  opinion concerning printing 
borrowed literature. The following points need to be con- 
sidered: 

1. Although the collection is convenient, this writer, and 
probably most marimbists with a good music education, 
does not  need such a collection. This reviewer had already 
played all but  two of  these works while browsing through 
literature from other  sources. 

2. Many of this writer 's  students DO need this collection. 
However, they could be lead to a more mature experience 
by: 
a. Including both treble and bass clef reading. Moving 

lower leger line notes into bass clef does not  reduce the 
authenticity of  the copy from the original! 

b. Moving the lute and guitar parts, where possible, into 
their original register for additional bass clef reading 
and sonority. 

c. Adding phrase and dynamic marks in a stylistic 
fashion. 

d. Including an explanation o f  appropriate ornamentat ion 
and suggestions for ways of  realizing such on the 
marimba, 

e. More specifics about  how to create the illusion of  
sustainment when a roll is not  used, 

f. Doubling at the octave would be quite appropriate and 
a good addition in some of these works, 

g. The judicious addition of  maileting at crucial points 
might enhance the student 's  ability to perform 
smoothly. 

If  the teacher takes the time to carefully edit the works along 
the above lines, this collection is excellent for the high school 
student and the college percussion major. And it will provide 
pleasureable reading for the mature marlmbist. (LP) 

SUITE FOR SOLO VIBRAPHONE, Alexander Lepak, Windsor 
Music Publications, P.O. Box 33, Windsor, Conn. 06095, no 
price marked 
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Alexander Lepak, who is better known to this reviewer as the 
author of excellent studies for timpani than as a mallet 
composer, has produced a really interesting piece for vibra- 
phone. The first and third movements are in rapid motion with 
shifting accents, but are quite different in character. The second 
movement is a charming piece with a blues feel, spiced with 
contemporary harmonies and some rapid flowing passages. Four 
mallets are required throughout. Suite would be an effective 
college recital piece with a distinctive and serious character. 
Paper and printing quality are excellent. Pedal marks are clear 
and logical. (KE) 

PRELUDES FOR MARIMBA, NO'S. 1,2,3, Raymond Helble, 
Studio 4 Productions, Box 266, Northridge, Ca. 91328 - -  $5.00 

Helble's Preludes for Marimba have been known to marim- 
bists for the past few years, due to Leigh Stevens'  excellent 
performances of  these works, and they are now available in 
print. They are well worth examination, even by marimbists not  
yet technically advanced enough to perform them. The third 
Prelude is probably the most  accessible technically but  all three 
require a strong technique and ability to play a one-handed roll. 
The pieces are well laid-out and easy to read, although the 
spacing of  the 32nd note groups in the second Prelude leaves 
something to be desired. A striking example o f  the growing 
body of  serious, advanced, musically conceived marimba music. 
Requires 4-113 octave marimba. (KE) 

MONOGRAPH IV, Richard Gipson, Studio 4 Productions, Box 
266, Northridge, Ca. 91328 - -  $4.50 

Oddly enough, it is nowhere stated on the score that  
Monograph IV is for solo marimba, although that  soon becomes 
evident because o f  the range and technique used. An  excellent, 
intermediate-plus educational piece, Monograph IV is reminis- 
cent, technically, of  some of Mitchell Peters' marimba pieces. It  
requires a variety of  independence and roll techniques and is 
preponderantly based on quartal and quintal harmonies. I t  is 
effective in performance and functions well in the advancement 
of  a student 's  technique. The music is easy to read, and is well 
laid-out, although the (11 page) piece has no good spots for 
page turns. Requires a 4-1/3 octave marimba. (KE) 

F O U R  INVENTIONS FOR VIBRAPHONE AND M A R I M B A - -  
David Carey - -  Inwood Publishing - -  $5.00 

These four inventions present a lively contrast within a 
contemporary framework. All four works employ only two 
mallets for each performer. They are sight readable by profes- 
sional evel performer, and would make good additions to the 
reading libraries of  the college level student. 

The inventions are of  typical construction displaying the 
usual manipulative elements within a chromatic and metrically 
complex framework. Each is set in a contrasting mood,  adding 
much interest to the whole. 

The printing and the paper are of  excellent quality. All 
markings are clear and appropriate. The marimba part uses both 
bass and treble. (LP) 

BAR PERCUSSION ENSEMBLES 

FUGUE IN C MINOR - -  TRIO - from Well Tempered Clavier - -  
J.S. Bach - arr. J. Moore - -  Permns Publications, Box 02033, 
Columbus, Ohio 43202 - -  $2.00 
ALLEGRO MOVEMENT - -  QUARTET - from Water Music - 
G.F. Handel - arr. J.  Moore - -  Perrnns Publication, Box 02033, 
Columbus, Ohio 4 3 2 0 2 - -  $2.00 

Two more outstanding keyboard mallet ensembles from 
Permus Publications arranged by James L. Moore. The Fugue is 
one o f  Bach's best known and provides much needed material 
for three players. The third part includes indications where 
lower passages may be played on 4-1/3 or 4"1/2 octave 
instruments. Both pieces include mallet  suggestions and have 
measures numbered for easy rehearsals. The arrangements are 
easy enough to be played by 1st year players with some 
practice, yet  will be enjoyable for more advanced players. Two 
mallet techniques used throughout.  (WS) 



SPANISH DANCE (Granados) - $7.50; OVERTURE TO 
'IPHEGENIA IN AULIS' (yOn Gluck) - $8.50; CONCERTO 
(Teleman) - $7.50; ADAGIO (Croelli) - $7.50. Transcribed for 

" mallet quartet by Ron Fink. Studio 4 Productions. 
These four works, transcribed primarily from string sources, 

adjust to the marimba ensemble setting with ease. They will be 
welcome additions to the college marimba ensemble repertoire, 
yet are no t  too difficult for the competent high school 
ensemble. With all four parts of comparatively equal difficulty, 
the professional ensemble will enjoy reading them. The SPANISH 
DANCE, a fine Latin composition, is especially useful in both 
formal and popular performance settings. 

The manuscript is hand written. It is neat and legible, and the 
copy process is of good quality. The writer finds the manuscript 
to be too closely spaced for ease in reading. The manuscript is 
printed on both sides of a double sheet of paper, necessitating 
one page turn. No score is published. (LP) 

PERCUSSION ENSEMBLES 

DUO FOR TIMPANI by Alexander Lepak, published by 
Windsor Music Publications, P.O. Box 33, Windsor, CT 06095 m 
$5.00 

DUO FOR TIMPANI is a three-movement work for two 
timpanists each using three timpani. The first movement is in a 
moderate tempo with the first section in strict time, the second 
section somewhat free, and the last section a modified A B A 
form. The second movement is unbarred and deals with 
polyrhythmic interplay. The third movement is fast. 

This work is written in score form so that each player is 
aware of the other's part. Lepak concerns himself more with 
glissando technique in his wr i t ingof  this work than any of the 
other contemporary timpani techniq_ues (i.e. center-edge play- 
ing, bowl sounds, finger playing and various sticks, brushes or 
mallet choices). There is only one indication for mallet choice 
(wood mallets, ending the third movement), therefore the 
performers must  make mallet choices according to the style of 
the music 

This is an excellent work for two talented timpanists. Good 
performance notes are given for each movement. (JB) 

CONTRAST 1 - Dave Udell, Udell Publishing, 135 Kohler St., 
Sun Prarie, Wisconsin 53590, 2p. 

This snare drum duet would do well for intermediate 
snare drummers. Although the rhythms are .not particularly 
difficult or unusual, it provides some problems with change of 
mallets and turning snares on and off. These are problems that a 
snare drummer should become familiar with at an early age. 
This duet certainly fills that void. The notat ion is traditional 
and presents no visual problems in terms of reading. This duet is 
recommended for intermediate snare drummers. (DG) 

CONTRAST 2 - Dave Udell, Udell Publishing, 135 Kohler St., 
Sun Prairie, Wisconsin 53590, 2p 

Unlike CONTRAST 1 this work is scored as a duet for one 
snare drum and three concert toms. In 5[8 meter at a fast tempi, 
it would be an excellent challenge to the accomplished 
intermediate level players or to advanced players. The work 
presents some intricate rhythmic patterns plus changes in 
mallets. Traditional notat ion is used and it is clear and legible. 
Although a price is not  given, it would appear to be minimal. If  
that is the case, this duet would provide suitable performance 
material for the percussionist's library. (DG) 

CONTRAST 3 - Dave Udell, Udell Publishing, 135 Kohter St., 
Sun Prairie, Wisconsin 53590, 2p 

This work is a snare drum duet which seems to be aimed at 
intermediate level performers. It has several unique features. 
The first performer uses a snare stick in one hand and a timpani 
mallet in the other. In  addition, the work includes several meter 
changes. Traditional notat ion is used and the printing is clear 
and precise. CONTRAST 3 would present a good challenge for 
two intermediate snare drummers. (DG) 

FIVE DREAM SEQUENCES for Piano and Percussion Quartet 
by Walter Ross, Published by Boosey & Hawkes. $1.50 per score 
(5 scores needed) - -  $7.50. 

FIVE DREAM SEQUENCES is a 6:00 minute work requiring 
the following instruments: bells, vibraphone, marimba, xylo- 

phone, chimes, 2 suspended cymbals, 4 tom-toms, 2 wood 
blocks, guiro, maracas, temple blocks, timbales, large gong, 
ratchet, claves, metal shaker, castanets, bass drum, and piano. 
The pianist must perform inside the piano as well as in the 
regular manner. The percussion parts are not  technically 
demanding, bu t  require that each player respond from the 
others' part. There are very few metered sections requiring that 
the conductor give cues clearly marked in the parts. Most of the 
music is measured in seconds. Detailed instructions are clear and 
accurate. FIVE DREAM SEQUENCES is a well written pro- 
grammatic work for percussion. It  is a musically challenging 
work for the players, leaving the listeners to ponder their own 
dream images. It  is well suited for a college percussion ensemble 
program. (JB) 

SIX REFLECTIONS for Percussion Quartet by Marcel G. 
Frank, published by Boosey & Hawkes. - -  $8.00 

SIX REFLECTIONS is a 10:00 minute work requiring the 
following instruments:  marimba, 2 snare drums, 2 vibraphones, 
xylophone, 2 sets of bongos, 3 tom-toms, 3 cocos, claver, 
maracas, slap stick, suspended cymbal, finger cymbals, triangle, 
bass drum, gong, glockenspiel, 4 timpani, and bass drum. This 
work is comprised of six short movements, each using a 
different combination of percussion instruments and each 
creating a different mood. It  is well written and challenging. The 
parts are difficult and require good percussionists, particularly 
on keyboard instruments. If  the work is to be conducted, and I 
think it should be, an extra part would have to be purchased 
because only four parts are included in the $8.00 price. SIX 
REFLECTIONS is an excellent musical composition for percus- 
sion. It  would best be performed by a good college percussion 
ensemble or a professional percussion ensemble. (JB) 
SONATINA for Percussion Quartet by Fisher TUll, published by 
Boosey & Hawkes. - -  $3.50 score and parts. 

SONATINA is a 7:00 minute work requiring the following 
instruments: wood block, triangle, snare drum, tam-tam, 
antique cymbals, tambourine, cymbals, suspended cymbal, slap 
stick, xylophone, vibraphone, temple blocks, tenor drum, 
timbales, glockenspiel, timpani, and bongos. This work is 
written in a fugue style with much imitation among the parts. 
Although written as one movement, the work divides itself into 
3 sections: first section of fugue style, second section o f  

cadenza style, and third section of imitation style. Good use is 
made of all the instruments required and the players should feel 
a sense of satisfaction after performing the work. There are 
some meter changes in the last section which would require 
rehearsing. SONATINA is a well written work for percussion. I t  
is never dull and should be rewarding to both listener and 
performer. It  would be good for an advanced high school 
ensemble or a college ensemble. (JB) 

PERCUSSION QUARTET NO. 1 - Morris Alan Brand --  
Bramora, Box 71, St. Cloud, MN. 56301 - -  $8.00 score and 
parts. 

This work is one of a series of new quartets for percussion 
available from the new publishers. Bramora feels "these percus- 
sion quartets are a first step in establishing the "Total  
Percussion Quartet", as the medium representing percussion in 
the family of quartets. Music for the percussion quartet has 
been in existence for some time as evidenced by the military 
drum quartets and various avant-garde ensembles. However the 
total percussion quartet (2 mallet players, drum set and 
timpani) will establish itself as a major medium as composers, 
publishers and performers come to realize its musical and 
educational value, just as music for larger ensembles helps 
develop the total musician." A moderate easy college level or 
advanced high school work, some changing meter passages, and 
3 mallet chords in the xylophone parts are found. Sonorities a r e  

largely based on intervals of 4ths. Should be a fine recital piece 
available from this new publisher. Bramora feels "these percus- 
and parts are of fairly clear quality. (JM) 

METALLIC MYSTIQUE - William J. Schinstine, Southern Music 
Co., San Antonio,  Texas 78292 - -  $5.00 

This percussion ensemble for six players presents no parti- 
cularly difficult rhythmic problems but  provides some effects 
which should make it interesting. Standard instrumentat ion is 
used including five brake drums. A coin and snare drum 
sticks are used on the suspended cymbal and the tambourine 
part calls for thumb rolls as well as shaken rolls. The 
work could easily be performed by a high school percussion 
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ensemble. The notation is traditional. The layout is very good 
and it is easy to read. This work should be a part of  the high 
school percussion ensemble library. (DG) 

MOSAICS (Percussion Sextet),  by Jared Spears. - C.L. Barn- 
house, Pub. - -  $6.00 for score and parts. 

Mosaics is of  an easy level of  difficulty for a high school 
group. Instruments required are all "standard equipment"  in the 
high school or Jr. High percussion section. No keyboard 
instruments are required. The meter  is 4/4 and the tempo 
allegro throughouL This short piece is excellent for introducing 
young percussionists to the percussion ensemble medium. (AP) 

FIXATIONS (Percussion Sextet), by Larry Snider. - C.L. 
Barnhouse, Pub. - -  $5.00 for score and parts. 

This is a fine piece which will offer a challenge to a good high 
school ensemble. Percussion instruments employed are ones 
which are commonly found in the high school music program, 
except that four timpani are required. Mallet keyboard instru- 
ments included in the score are xylophone and bells, both  of  
which are very easy. The notation is quite legible. (AP) 

CONCERTO FOR PERCUSSION - Morris Alan Brand - Bramora 
Pubs., Box 71, St. Cloud, MN 56301 - -  $12.00 for score and 
parts. 

This is a very musically conceived moderately difficult 
college level, or difficult high school level, percussion ensemble. 
Eight percussionists plus piano are required using bells, xylo- 
phone, vibes, marimba, chimes, snare drum, cymbals, bass drum, 
and timpani. The score and parts are done in hand manuscript 
that could be more legible, but  with a bit of  effort  all necessary 
data can be deciphered. Excellent writing for melodies percus- 
sion ensemble with support  from rhythmic percussion instru- 
ments. Abundant  contrasts in tempi and textures make the 
work very interesting f rom a listeners standpoint. (JM) 

RUSSIAN PERCUSSION - Laura J. Stoteshery Bramora Pubs., 
Box 71, St. Cloud, MN 56301 - -  $6.00 score and parts 

This well written percussion ensemble for 8 players is of  only 
moderate difficulty, yet  is musically quite effective. Instrumen- 
tation includes bells, xylophone,  chimes, snare drum, tenor 
drum, crash cymbals, bass drum, and timpani. Well within the 
abilities of  high school percussion ensembles. Bramora feels, 
" the  percussion family will further develop the octet  to the 
point  where percussion octets will become the standard recog- 
nized medium representing the large percussion ensemble. This 
impression is consistent with the total percussion philosophy 
where several mallet players are required to ensure color 
contrasts in both melody and harmonies, several percussionists 
to provide rhythmic and various color contributions and a 
tympanist to provide a strong bass line". (JM) 

THREE MEMBRANOPHONES - -  Dennis Carlson - -  Cosmos 
Music, 79 Menotomy Rd., Arlington, Mass. 02174 - -  $3.00 
score & parts. 

Scored for 3 or more players using 2 high snare drums, 2 
deep tom-tom and 3 bass drums,with optional Latin-American 
instruments and other sound effects suggested in the score by 
the composer. This is a driving rhythmic number o f  only 
moderate difficulty that would certainly fill the bill for  that  
" d r u m "  oriented number with audience appeal on your next  
concert. Parts are clearly writ ten and available in Xerox 
reproduction. (JM) 

FLYING DREAM - Dennis Carlson - Cosmos Music, 79 
Menotomy Rd., Arlington, Mass. 02174 - -  $4.00 score and 
parts. 

This mallet quartet  (2 vibes, 2 marimbas) with timpani can 
be augmented easily. Bells may play top note of  vibe 1 part. 
Doubling of any part will add to the depth of  the marimba 
parts. Bowed suspended cymbals and small triangles are im- 
provised to add to the setting. These are suggested additions by 
the composer. The individual parts are not  difficult and the 
overall effect is one of rich sonority and fullness f rom the 
mallet instruments. Presently available in clearly writ ten Xerox 
reproduced copies. (JM) 

B. C. C A D E N C E  - -  Dennis Carlson - Cosmos Music, 79 
Menotomy Rd., Arlington, Mass. 02174 - -  $5.00 score & parts 

Written for 6 players, the instrumentation includes: 5 temple 
blocks, snare drum, 4 tom-toms, suspended cymbal, triangle. 

-44- 

office desk bell, 4 brake drums, suspended coil spring, bass 
drum, tara-tam, whip, and 4 timpani. 

This is a difficult work rhythmically not  at all a "marching" 
eadence-like piece as the title might mislead one to believe. 

Players must perform four to seven note rhythms over one to 
four pulse with partials removed. Notation is mostly traditional, 
with a nice t reatment  of  textures. Definitely a work for an 
advanced college group. Presently available in adequate to read 
Xerox reproduced copies. (JM) 

THEME FOR PART HI - -  Dennis Carlson - Cosmos Music, 79 
Menotomy Rd., Arlington, Mass. 02174 - -  $6.00 se~re & parts 

This composit ion is for 11 players using - bells, 2 vibes, 2 
marimbas, opt. electric piano, electric bass, drum set, and 4 
player on various Latin and trap percussion instruments. The 
mallet instruments carry melodic ostinato figures and harmonic 
structures while the percussions provide a solid rhythmic 
background in 6/4 meter. Solo vibes are given open choruses for 
improvisation. This work is an excellent example of the fine 
large ensemble writing coming out in the "Berklce-style". It 
involves a lot  of players in a full musical percussion ensemble 
experience and should be very well received by audiences. 

Score and parts are in Xerox reproduction, a littled crowded 
on page, but  legible. (JM) 

MIXED ENSEMBLES WITH PERCUSSION 

CONCERTO FOR PERCUSSION AND ORCHESTRA (Piano 
reduction also available) by David Maves. Recital version, which 
includes 2 scores (piano reduction) and 3 separate parts, is 
$20.00 and is available from Bernard Kalban, Editor, E.B. Marks 
Music, 1790 Broadway, New York, N.Y. 10019. Requests for 
rental of  orchestra score and parts go to:  William Crummit, 
Belwin Mills, 16 W. 61st St., New York, N.Y. 10023. 

This work requires 25 standard percussion instruments. The 
composer states that  it was conceived for a single soloist, but  
that it may be performed by any number of  percussionists. The 
level is moderately difficult for the college player, and it is 
atonal. The piece is basically metric, although there are some 
ametric sections. Notat ion is standard. The piano reduction is 
fairly "straight-forward" and is not  difficult. The percussion 
part has some short improvisatory sections. Special effects on 
the percussion instruments are clearly indicated, such as striking 
the bowl of  the timpani, humming a 'D '  into a t impani head 
tuned to a 'D '  to produce a sympathetic response, etc. An 
interesting, well-written piece. (AP) 

FOUR SEA FRAGMENTS, Duo for Bb Clarinet and (1) 
Percussion, Permus Publications, P .O. 'Box  02033, Columbus, 
Ohio 43202, - -  $7.50 (includes 2 copies o f  score for perform- 
ances) 

Four Sea Fragments is for multiple percussion, including 2 
log drums, 5 temple blocks, 2 cymbals, vibes, marimba, 3 
antique cymbals, and clarinet. Frazeur, a well-known percus- 
sionist, knows how to write effectively for percussion. The piece 
is musically conceived with some lovely melodic and coloristic 
writing for keyboard instruments and clarinet. Four Sea 
Fragments should be an exciting recital piece for an inter- 
mediate to moderately advanced college player. The music is 
generally quite legible, although instructions clutter the page in 
places and I find it confusing that  the clarinet and percussion 
exchange lines on the score for the 3rd movement.  (KE) 

RECORDINGS 

ART OF PLAYING BRUSHES (Record) - -  Sam Ulano - -  
Released by Sam Ulano, P.O. Box 1126 Radio City Station, 
New York, N.Y. 10019 - No price listed 

The purpose of  this recording is to acquaint the drummer 
with some of  the brush techniques necessary to:  (1) back 
vocalists, (2) keep time in ballads, bossa novas and sambas, and 
(3) solo on the drum set. Mr. Ulano's method is a recorded 
session that f'zrst explains the beat, then demonstrates it, and 
finally applies it by using his trio. There are no accompanying 
notated explanations. Instead the student must listen to learn. 
The explanations are ordered and concise, although he assumes 
a good background in coordination and balance on the drum 
set. The result of  this is that  the record can be an aid to both 
students and professionals. This recording fills a much needed 
void in the library of  brush techniques. (Reviewed by Lou 
Abbot,  edited by WS) 



THE VIGS: "Somebody Loves Me" --  Dobre Records - DR1005 
Dist. by Ray Lawrence, Ltd., Box 1987, Studio City, CA 

91604 
Featuring Tommy, Roger, and Mia Vig, this album is a 

delightful family affair. Tommy is one of LA's leading mallet 
percussionist/arranger/conductors; Mia is his very talented vocal- 
ist wife; and Roger is, according to no less an expert than 
Leonard Feather, "by  far the best 31~ year old half-Hungarian, 
half-Korean drummer in Southern California"! Father Tommy 
composed and arranged all of the charts and multi-tracked 
electra-vibes and a multi tude of percussion instruments. Mia's 
vocals are tops, and you' l l  have trouble believing that you're 
hearing only a 31~ year old Roger featured on drums with a 21 
piece orchestra in a performance of "Theme from S.W.A.T.". 
All in all a most fun, enjoyable recording to listen to (JM) 

TEXT AND REFERENCE BOOKS & OTHER MATERIALS 

DRUM ROLL - -  James Blades, Faber and Faber, 3 Queen 
Square, London, England, 1977. 275 p., $15.95. 

How does one go about becoming a noted historian, author, 
scholar, professional performer, highly esteemed teacher, lec- 
turer, etc., etc.? James Blades, the well known British-by- 
nationality, international-by-reputation percussionist, answers 
that question with respect to himself in his recently published 
book, Drum Roll. The 275 page book, subtitled "A professional 
Adventure from the Circus to the Concert Hall," is a detailed 
autobiography describing Blades' "fifty years of percussing." 

Included in the book are sixteen pages of photographs to 
illustrate this chronological account of Blades' life. Of particular 
interest to the percussionist are the numerous stories and 
descriptions of instruments, playing experiences, conductors, 
composers, fellow percussionists, playing situations, first per- 
formances, etc. 

Drum Roll will make very interesting reading to the many 
world-wide who have become Blades admirers following the 
1970 publication of Percussion Instruments and their History 
(Faber and Faber, Limited). James Blades is a truly remarkable 
gentleman of the percussion world and the Percussive Arts 
Society is indeed proud to have him as a member of its Hall of 
Fame. (GO) 

FUN MUSICAL COMPOSITIONS FOR THE VERY YOUNG 
AND/OR UNMUSICAL - $4.00; TUNE IN: MAKING MORE 
MUSICAL SOUNDS - $4.00; MAKING MUSIC AROUND THE 
HOME AND YARD - $5.00; MAKING MUSIC IN MOMMY'S 
KITCHEN - $5.00 --  Emil and Celeste Riehards - Award Music 
Company - Unnumbered pages. 

Perhaps because we have diligently sought to establish 
percussion performance as a valid and complex art form, we 
have stressed the development of an advanced repertoire. We 
have tended to ignore the large potential role that percuuion  
can play in recreational music programs. 

Celeste (early childhood educator) and Emil (percussionist) 
Richards combine talents in this series of books on making and 
performing on  simple instruments, the majority of which could 
be classified in the percussion family. The ideas are creative and 
musical. All instructions are easy to follow. Equipment used is 
readily available in most homes and classrooms. Although the 
series is designed with the young child or the special education 
child in mind, many of the ideas could be used as a starting 
point  for any age students, including those in adult education 
music classes. Every elementary teacher in your school district 
should have a set of these books. (LP) 

TAP --  David L. Shrader and Carol L. Scott - -  Temporal Acuity 
Products, Inc. P.O. Box 5399, Seattle, Washington 98105. 
Varying prices for different combinations, from $8.00 to 
$400.00. 

This excellent rhythmic learning program was on display at 
PASIC '77 in Knoxville. It  is designed to improve rhythmic 
reading and tempo accuracy. The program, based on playing 
scored games, fascinates game addicts of all ages. Just a few 
minutes of playing increaed this writer's awareness of the 
subtleties of beat placement. 

The program comes with three series of tapes. The elemen- 
tary series is for the very young. The series appears to be 
carefully designed to progress at a rate calculated to encourage 
success without repetition and boredom. A wide variety of 
music of good quality recording is employed on the tapes. TAP 
could be used in a variety of situations. A number  of 
well-known school districts and some universities have already 
purchased the program. (LP) 

The new, enlarged 1978 Edition of  the PERCUSSIVE ARTS SOCIETY SOLO & 
ENSEMBLE LITERATURE GUIDE FOR PERCUSSION is now available for 
purchase. This booklet  is the most complete listing of  percussion literature available 
anywhere. Price - $3.00 each. Order from: Percussive Arts Society, 130 Carol Drive, 
Terre Haute, Indiana 47805. 

PLAN NOW TO ATTEND 
PASIC '78 

OCTOBER 28-30, 1978 
AT ARIZONA STATE UNIVERSITY 

TEMPE, ARIZONA 
MERVIN BRITTON, HOST 

JOHN 
FORNASZEWSKI D R U M  SHOP 

"Everything for the Drummer 
Come in and Browse Through 

Our Large Stock." 

JUST 15 MINUTES FROM THE 
ST. LOUIS GATEWAY ARCH 

WRITE FOR FREE "J.  F. DRUM SHOP" CASE STICKER 

(618) 451-6515 or (618) 877-3475 
3009 Nameoki Road 

Granite City Illinois 62040 
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Band and Orchestra Music Review 
This column contains reviews o f  band and orchestra 

compositions. Material at all levels from elementary to college 
and professional will be found. The clinician for this column is 
Professor WALLACE BARNETT, percussion instructor at Mlll- 
ikin University. Publishers and individuals interested in sub- 
mitting material are encouraged to write direct to: Wallace 
Barnett, School o f  Music, Millikin University, Decatur. Illinois 
62522. 

CROSSWINDS - -  by Barbara Kolb - Pub. Boosey and Hawkes 
This composition is scored for small wind ensemble and four 

percussion. Wind instruments include: flutes (2), oboes (2), 
english horn, clarinets (2), basso°nsh(2)'E trumpets in C (2), 
Horns in F (2), Trombones (2), alto saxophone (solo). 
Beginning slowly and very softly tone clusters predominate,  
precise entrances are important  as are dynamics. Flutes carry on 
a conversation which is joined by other woodwind instruments. 
While this is going on the tenor and snare drum enter so softly 
( ' imperceptible '  is noted on the parts). In all parts groups of  five 
abound and they are played against triplets or groups of  six a n d  
eight. No tempo is faster than a quarter note at 84. Vibratos 
vary according to given directions from fast to slow and the 
reverse. The solo alto saxophone begins at measure 96 with 
accompanying muted trumpets and horn punctuated by percus- 
sion. Traditional notat ion is used throughout  except  in the 
percussion parts where at measure 132 percussion instructions 
include: "place arbitrarily within bar keeping tempo of original 
sixteenth notes and with respect for the visual presentation of  
notes between percussionists." After  four bars there is a return 
to traditional rhythm notation. This is a challenging number. 

Percussion Instruments: tenor drum, side drum, triangle, 
snare drum, bongos, low suspended cymbal, sizzle cymbal, 
chinese blocks (3), suspended cymbal (very deep), marimba, 
tambourine, bass drum. University or professional - 13 minutes. 

STAR WARS MEDLEY --  John Williams, art. James Burden - 
pub. Columbia Pictures Publications 

A timely arrangement of  representative portions of  the movie 
score. 'Because of  the dramatic nature of  the score, tempi and 
dynamics change frequently and abruptly' .  After  a sweeping run 
by woodwinds a brass fanfare leads into an alia breve march 
based largely on triplet figures. Timpani, then vibes with 
clarinets and flute tremolo quietly introduce an english horn 
solo (cued for alto sax). Horns and trombones begin the call 
building to a marcato movement  with unison trumpet  melody 
soon joined by trombones also in unison. The ending moves 
from full chords in woodwinds to a brass fanfare to a run from 
woodwinds to the final four notes. Each member  o f  the Star 
Wars cast has his own theme and it is possible to imagine these 
characters in this arrangement. 

There are instructions for cymbal (suspended) as to choice of  
mallets, but not for mallet instruments. There are good 
instructions for percussion distribution. 

Percussion Instruments: bells, gong, cymbals (pr), suspended 
cymbal, field drum, triangle, vibraphone, xylophone, snare 
drum, bass drum, timpani (4) 

University or excellent high school band - 7 min 30 sec. 

BOHEMIAN RHAPSODY --  Rober t  Lowden - Pub. Big 3 
The first three measures are scored for 4 horns very 

effectively. The parts are cued for clarinets or saxes but  would 
be much better with horns alone. Throughout  this composit ion 
the dynamics must be strictly adhered to, for balance is crucial. 
The harmonic structure, though modern,  is not  that  of  using 
tone clusters. A drum set may be used if the drummer reads the 
chart, if not  the percussion section can cover the part. There is 
good use made of  bells and xylophone.  Chimes are used with 
the horns at the beginning and used very well indeed later on in 
the work. Although the time signature doesn ' t  change on the 
score there is a listesso tempo where the eighth note equals a 
quarter. The number closes with a return to the original tempo 
but not  the original melody. This should be an interesting and 
satisfying number. 
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The directions are clear for the drum set but  no indications 
are given for choice of mallets or timpani sticks. 

Percussion Instruments: Timpani (4), bells, chimes, xylo- 
phone, Hi-Hat, snare drum, bass drum, tom-toms (2), cymbals 
(suspended) 

High School or College - 4 : 3 0 .  

AMERICAN FOLK RHAPSODY, No. 4 - -  Clare Grundman - 
Pub. Boosey & Hawkes 

This is the fourth of  the series of  folk rhapsodies by 
Grundman and is equally as well done as 1,2,,& 3. Beginning 
with a lively introduction for full band that needs careful 
balance, the triangle and cymbals reinforce the brass crescendo 
in eight notes. The xylophone is used in unison with the 
woodwinds. This introduces 'Down in the Valley'  the melody 
scored for solo horn accompanied by three flutes and muted 
trumpets with a baritone countermelody. After  a key change 
'Lit t le  Brown Jug' appears in a different than usual version with 
an interesting percussion background. There is a beautiful 
transition into 'Rosie Nell ' .  The oboe solo is not  difficult but  it 
begins on low Eb. The xylophone part may be used on vibes for 
it is very legato. The horns and flutes change the mood to a n  

allegro 'Hey, Betty Martin, Tip Toe, Tip Toe' .  The ending is a 
short recapitulation of  the introduction. 

There are no indications as to mallets or sticks. 
Percussion Instruments: Timpani (2), xylophone,  snare 

drum, bass drum, triangle, cymbals, bells. 
High School or above - 5 : 3 0  

MARACAS FROM CARACAS --  John Kinyon - pub. Warner 
Bros. 

One of  the 'Supersound'  series for young bands. Although 
the percussion consists of  maracas and claves this composit ion is 
worth mentioning. I t  gives young percussionists a chance to 
learn how to handle these important  latin instruments. I t  begins 
with maracas which are joined by claves two measures later. The 
clave sound is simplified by having the second note on the third 
beat hut  the director could easily transfer this to an authentic 
beat. Reading rhythm is important,  for the maracas and claves 
do not  always carry on the same rhythm patterns. Lower 
woodwinds and brass pick up a rhythm to be joined by a 
t rumpet  duet (or section). Brass pyramids add to the structure. 
Dynamics are important. 

This composit ion can be performed by a very young band. 
The tempo is 126 and uses some eighth notes. Range for 
t rumpet  is from added line C to D (9th) using only one 
accidental and the clarinet range is f rom C to F ( l l t h ) .  Other 
instruments have an equally easy range. 

Elementary - 1 : 4 5 .  

THE HUSTLE - -  Van McCoy, Apr. Robert  Russell Bennett  - 
pub. Warner Bros. 

Played in a moderate rock tempo beginning with horns in 
unison with clarinets and flutes making a glissando down an 
octave in the first measure and another octave in the second as 
the trombones are added. ,?,axes carry on a smooth melody as 
the basses and drums set the rhythm. Other instruments are 
added and the dynamic level builds. Quarter note triplets are set 
against the steady maraca sound. Suddenly from ff  the melody 
occurs very staccato with a light harmony. A legato t rombone 
solo begins in contrast to the woodwinds and horns. This 
composition needs a light touch throughout. In notes to the 
conductor  R.R. Bennett  says " the  only problem in a concert  
performance is the danger of  losing the original intimacy of  the 
music by trying to fill the hall or park with sound. The Hustle 
should be full of  smiles." 

Percussion instruments: t impani (3), bells, xylophone, 
maracas, cymbals (pr), snare drum, bass drum. 

High School - 3:16 



PUBLICATIONS and 

PRODUCTS 

Material Compiled 
by  

John J. Papastefan, University of  South Alabama 

NEW PUBLICATIONS 

AUDIO-TECHNICA U.S. INC.,33 Shiawassee Avenue, Fairlawn, 
OH 44313 has available a l imited edit ion recording of  NEXUS 
ragtime music. 

BAND SHED MUSIC PUBLISHERS, Petal, MS 39465 has 
developed a new manuscript  paper especially for enlarged 
marching percussion section. 

BRAMORA, Post Office Box 71, St. Cloud, MN 56301 has a 
brochure listing their music for percussion quartets and octets. 

CIRONE PUBLICATIONS, Post  Office Box 612, Menlo Park, 
CA has an extensive listing of  books, solo and ensemble works. 

THEODORE FRONT MUSICAL LITERATURE, 155 North  
San Fincente Boulevard, Beverly Hill, CA 90211 has available 
the 1975 revised edit ion of  "Percussion Instruments and Their 
History" by  James Blades in bo th  cloth and paperback. 

IN'WOOD MUSIC PUBLISHERS, 26 Inwood Lane, Spring 
Valley, NY 10977 has recent ly made available new pieces for 
vibes and marimba. 

KASTUCK PERCUSSION STUDIO, 25 Brookside Road,  Ridge- 
field, CT 06877 now has VoL II  (1977-1978) addit ions and 
revision of  Vol. I of their percussion li terature discount catalog. 

KENDOR MUSIC, INC., Delevan, NY 14042 has an extensive 
array of  books and pieces. Write for their catalog. 

STANLEY LEONARD, 551 Sandrae Drive, Pittsburgh, PA 
15243 has a number of  percussion solo and ensemble works 
published. 

MODERN DRUMMER PUBLICATIONS, 47 Harrison Street, 
Nutley,  NJ 07110 publishes Modern Drummer Magazine four 
times yearly.  

MUSIC FOR PERCUSSION, 17 West 60th Street, NY 10023 
recently added a number  of  new releases to their catalog of  solo 
and ensemble percussion literature. 

NEXUS, 6 Church Street, Toronto,  Can. M5EIMI has released a 
new major recital piece for percussion. 

PERMUS PUBLICATIONS, Post Office Box 02033, Columbus, 
OH 43202 speecializes in new music for percussion and will 
send brochures upon request. 

S & S SCHOOL OF MUSIC, Keirn & Burchert Road, Pottstown, 
PA 19464 has a number of new percussion works including 
keyboard mallet ensembles. 

SERRY PUBLISHING COMPANY, In care of ATV Music 
Group, 6255 Sunset Boulevard, Suite 723, Los Angeles, CA 
90028 has several new percussion solo and ensemble works. 

SMITH PUBLICATIONS, 1014 Wilmington Avenue, Baltimore, 
MD 21223 in their 1978 Catalog of American Music list a 
number of percussion solo and ensemble pieces. 

SOUTHERN MUSIC COMPANY, Post Office Box 329, San 
Antonio, TX 78292 makes available a guide to their percussion 
publications. 
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An annotated listing of  all of  the published works of  percus- 
sionist /composer WILLIAM KRAFT,  complete  wi th  publisher 
information is available from: Joseph Boonin, Inc., Box 2124, 
South Hackensack, NJ 07606. 

A book  INFORMATION ON THE MARIMBA by David Vela, 
translated by  Vida Chenoweth is available from Libros Timms, 
Antigua Guatemala,  Central America. The cost  is $4.95 which 
includes air mail postage. 

TIP PUBLISHING COMPANY, 9926 Haldeman, Suite 24A, 
Depar tment  P, Philadelphia, PA 19115 produces a recorded 
self-study drum course. 

SAM ULANO has a bookle t  enti t led " F o r  Drum Teachers 
Only".  

NEW PRODUCTS 

MIKE BALTER MALLETS, 6515 North Seeley Avenue, 
Chicago, IL  60645 produces a wide array of  mallets described in 
their  brochure. They also recent ly announced two new models 
of  mallets for bells and crotales: the 9A Aluminum for a lighter 
sound, and the 10A Plastic. Also available is a new mallet  case 
and T-Shirts. Contact  your  dealer, or write direct  for  informa- 
tion. 

BLOCKS, 11"30 North  Drive, Memphis, TN 38109 produces log 
drums and pi tched temple blocks. 

BRIKO, Post  Office Box 10279, Phoenix, AZ 85064 announces 
the arrival of  the  new Peter Magadini bass drum pedal.  

VIC F IRTH ENTERPRISES, Box 10, Dover, MA has added a 
new line of  jazz/rock sticks to the catalog. 

HYER MARIMBA PRODUCTS, 354 North  Franklin,  Delaware, 
OH 43105 makes the new Rueban mallets for mallet  percussion. 

LUDWIG INDUSTRIES, 1728 North Damen Avenue, Chicago, 
IL 60647 has just introduced a new device for drums called the 
Sound Projector. 

RALPH LORR, 129 East Drive, North  Massapequa, NY 11758 
has for immediate sale three gongs and four Ringer timpani. 

THE PERCUSSION CENTER, 221 Fif th Street,  Fo r t  Wayne, IN 
46808 can supply Arc Marching accessories. Write for catalog 
and price list. 

REMO, Inc., 12804 Raymer  Street, North Hollywood, CA 
91605 has introduced a new line of two-ply drum heads, sound 
reflectors for ro to toms and Pro-mark mallets. 

S & S SCHOOL OF MUSIC, North Keim & Buchert  Road,  
Pot ts town,  PA 19464 makes available the new triangles and 
beater sets from Per-Del as well as the Exactone t impani tonal 
indicators. 

SLINGERLAND DRUM CO., 6633 North  Milwaukee Avenue, 
Niles, IL 60648 has purchased certain assets of  J.C. Deagan, 
Inc., manufacturer  of  mallet percusison instruments. 

TERRA TU, INC., 4420 Superior Avenue, Cleveland, OH 44103 
is a new professional percussion shop offering many lines of 
instruments and related equipment.  

AVEDIS ZILDJIAN COMPANY, Post Office Box 198, Accord,  
MA 02018 has a free twenty-page catalog available. 

SYNARE 2 PERCUSSION SYNTHESIZER is a melodically 
conceived instrument capable of  producing xylophone,  marim- 
ba, and all synthesizer and drum sounds. The unit  has 12 
playing pads that  are digitally tuned to exact  half-step intervals, 
or may be retuned to the pitches of your  choice. A built-in 
DIGITAL SEQUENCER allows the performer to store in 
memory  up to 125 'pi tches  and in any rhythm,  and recall them 
by merely tapping a pad. Soon to be released by  this company is 
the new SYNARE 3. F o r  information about  these instruments 
write:  STAR Instruments,  P.O. Box 71, Stafford Springs, CT 
06076. 



ON THE TECHNICAL SIDE 
Materials Compiled By 

Gene J. Pollart 
University of Rhode Island 

RE-INTRODUCING ODD METERS 
by  Joe Porcaro and Dave Levine 

During the 1960's and 70's the use of odd meter signatures 
(5]4, 7/4, 9/8, etc.) in jazz and rock has become common. The 
Dave Brubeck Quartet, with Joe Morello, and Don Ellis' 
Orchestra and Sextet employed the use of odd meters in much 
of their music. TV shows of the late 60's, such as Mannix and 
Mission Impossible, with music by Lalo Schifrin, had theme 
songs in odd meters. More recently groups like the Mahavishnu 
Orchestra, with Billy Cobham, and composers, notably big band 
composer Hank Levy, have turned to odd meters for much of 
their rhythmic diversity. 

The term "odd meter" refers to the fact that there arc an 
uneven number  of beats in each measure (ex. 5/4, 7/4, 5/8, 7/8, 
11/8, etc.), not, as unfortunately has been the case, that  these 
meters are "odd '  because they are seldom used! Popular, folk, 
and dance music of other cultures, such as Greek, Hungarian, 
and Indian, rely heavily on odd meters; but  because odd meters 
are infrequently used in American music, teachers and students 
frequently neglect this aspect of playing. Theoretical and 
practical knowledge of odd meter signatures is important  for all 
musicians; and for drummers, working with odd meters should 
be an essential part of their basic training. 

Although there has not  been much written on playing in odd 
meters, there are a few excellent books now available on the 
subject. ODD TIMES - A New Approach to Latin, Jazz and 
Rock, Applied to Drum Set (published by Try Publishing Co., 

II 

distributed by Professional Drum Shop, Hollywood, Ca., 
(1970), 48 pp., $4.00) is writ ten by Joe Porcaro, the co-author 
of this article. Joe is a percussionist and teacher in the Los 
Angeles area, whose experience and expertise is documented by 
his work with the Don Ellis Big Band, and his recording work 
for such prominent  composers as Oliver Nelson and Lalo 
Schifrin. In his preface Joe writes: "Many of today's composers 
and groups are searching for new approaches in their music; one 
of these being the asymmetric meters (odd meters). Therefore, I 
feel there is a great need for a guide to the odd meters in Jazz, 
Latin, and Rock." 

What Joe actually did, however, was to write an encyclo- 
pedia, rather than just a guidebook, for odd meter drumming. 
After a brief discussion of breaking down the complex time 
signatures to simpler two's and three's, the author progresses 
from basic 7/4 and 7/8 cymbal patterns to sophisticated drum 
beats for both jazz and rock. He then follows the same steps to 
construct patterns and beats in 9/8, 5/4, 10/8, 11/8, 13/8, and 
19/8 rock and jazz. The last section of the book deals with odd 
time Latin beats, such as bossa-novas, mambos, and sambas. 

Because of its thoroughness in covering the subject and the 
technical demands it makes on the player, ODD TIMES is 
similar to J im Chapin's Advanced Techniques for the Modem 
Drummer, and in this book Latin and rock, as well as jazz, are 
discussed. Joe carefully explains no t  only the substance of the 
book but  the equally important concepts behind it. He 
continually stresses that the s tudent  must  "take it upon himself 
to make up some of his own";  thereby giving the student a firm 
foundation and at the same time encouraging him to build and 
experiment on his own. For an informative and interesting 
introduction or reacquaintance with odd meter drumming this 
book should be required reading. 

Players should be able to swing in odd meters as well as they 
can in 4/4. While there is no easy way to accomplish this goal, 
ignoring the problem will no t  help in solving it; Clearly some 
at tent ion should be given to the matter  of odd meter signatures 
and learning how to play them. Listening to the records in the 
following discography and working out  the examples that are 
provided can be a start. So enjoy yourself, and have an "odd"  
time! 

SELECTED DISCOGRAPHY 
RECORDINGS FEATURING ODD METERS 

Dave Brubeek, Dave Brubeck's Greatest Hits. Columbia 16 10 
0298. Includes Take Five featuring Joe MoreUo's drum solo in 
5/4. 

Don Ellis Orchestra, Live at Monterrey. Pacific Jazz 10112; Live 
in 3-2/3/4 Time. Pacific Jazz 20123; Shock Treatment. 
Colombia CS 9668 
These early Don Ellis recordings feature Steve Bohannon on 
drums. Later recordings such as Turkish Bath and Tears of 
Joy are also recommended. 

BAND 
tW John ~ , ,,,,. 

MEL BAY PUBLICATIONS 
PRESENTS 

STAGE BAND 
DRUMMER'S OUIDE by JOHN PICKERINQ 

John Pickering, author of the popular 
"Drummer's Cookbook;'  has compiled a 
master text showing the drummer how to 
read and play contemporary, big band 
drum charts. This text should meet the 
need of thousands of high school and 
university drum students. 

LIST PRICE. . .  $4.95 

WRITE FOR FREE CATALOG TO: 

~ MEL BAY 
PUBLICATIONS, INC. 
PACIFIC, MO. 63069 

Roger Kellaway, Roger Kellaway Cello 
Quartet. A & M SP 3034 With Emil  
Richards, John Guerin, and Paul 
Hu mp h rey s 

Dave MacKay and Vicky Hamilton. Im- 
pulse AS 9184. 

Contains a 4/4 Jequibau (Brazilian 
Bolero) and a 7/4 Blues. John 
McLaughlin, The Mahavishnu Orches. 
tra, various recordings Featuring Billy 
Cobham. 

Emil Richards, Stones. Uni 73008. 
Very odd time& With Joe Porcaro and 
Mike Craden. Spirit of '76. Impulse AS 
9182 
With Joe Pocaro and Mark Stevens. 
Title track is a blues where the time 
signatures change with the chord pro- 
gression: 4 bars 5/4 (I), 2 bars 7/4 
(IV), 2 bars 5/4 (I), 2 bars 9/4 
(turnaround), and 2 bars 5/4 (I). Al l  
this contains 76 beats, hence the title. 
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DRUMSET SYMBOLS-These symbols will 
be used throughout most of this book. 

J • "  . . . . . . . . . . . . . .  R i n h t  Hand C ~ 1  
. . . .  " ............ Lei't Hand T C ~ a l  ..................... ,__ _] 

= : ~ : : : : ' : "  ....... "Sm~ll Tom ( ~  " 'J=-,~i---  

~. . . . . . . . . .  : " "  L a r g e  Tom Torn ~ . . . . . . . . . . .  I 
.L" " " -  ..... " -  B~ss Drum . . . . . . . . .  

. . . . .  H i  H a t  w l t h  t h a t  Drura 

G r o u p  A 

I 2 ~ I 2 ! 2 

~... O~h.,j J ,~ j j j j 

' - :  - ' ii(, 

l 2 ~ 1 2 1 2 

EXAMPLES - FROM ODD TIMES, by Joe Porearo. 
(Used by permission of the author.) 
The first series o f  examples shows how to take a basic 

pattern (3÷2÷2) and develop it into a complicated drum set 
beat. These patterns can be used for either jazz or rock 
depending on whether the player plays swing or straight eighths. 
The next examples show ways o f  dealing with more complex 
meters and odd time Latin Music. 

3 + 2 + 2  

! 2 8 
d" ~ ~ 

R . 1  

I 2 t 2 

" 1 |  

r r r 
! 2 ~ t 2 1 2 

I 2 8 I 2 1 2 1 2 8 1 2 I 2 

J J J ,J J .J J . ,~ ,~ J Z" '3  

~ r  ~ ~ ~ F . .  C.,~ " r ~ ~  r..Lrl r..Lri 
3 3 3 3 

" - "  ~ ~.~ " - "  3 3 3 3 

~ . . t  z 2 ~ "  3 a ~ "  ~ i ~ "  2 

,~-; J J~J ,~-j J ~  
'~.o. r r r " '""  

"~" T T T T ' F  7" "F T T 

,,. N N J  J~ J~.,,,. JTJJTJJ J-~ J-~.,,,. J~NJ 
I 1 "  " l l r  " l l r  

,8 r" r r " '"" 

. , , , .  J J~JJ j~J ' - -~ . , ,  
"11 

"2" 
J~ 

T 

J-~, 
"Jl 

"1| 

- -  " I I I  . . . .  
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I n t e r e s t i n g  p a t t e r n s  for  drum f i l l s  can be developed by t a k i n g  the 
rhythms of the jazz  cymbal b e a t s ,  and p l a y i n g  them on d i f f e r e n t  drums and 
c~bals of the drum set. Group A 3-1-2q-2 

Count ing 1 2 8 
Jazz Cymbal Patterfi"3" x 2"~01 2 ~  l 2"~ 0 l ~ "  2 l ' ~  2 

R.H. Cym. 

R.lt. Cymbal 
L. H. Clnnba 1 

S.D. 
B.D.  

T-59 ~ ~ ~ ~.~ ~ 

SAMBA 

The fo l lowing  p a t t e r n s  w i l l  be p layed wi th  a s t i c k  in  the r i g h t  hand, 
p l a y i n g  nea r  the c e n t e r  and o f f  the rim of  the snare  drum. The l e f t  hand w i l l  
be p layed  wi th  a b rush  wi th  the matched g r ip ,  towards the c e n t e r  of  the  sna re  
drum. := , , .  I ----4- 

~J* d ----. R.H. Center ~--.--L.H. Brush near center 

-mL,--R.H. Rim Shot o r  n e a r  rim of snare drum 

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

SAMBA PATTERN, IN~ 

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

0 0 0 @ $  
"SPECIALISTS IN PERCUSSION" 

"ATTENTION CONCERT PERCUSSIONISTS" 

We stock the finest in heads, custom-made sticks, mallets and 
accessories at discounted prices. 

Write for our new 1978 Mail-order Catalog. 

0 0 0 @ $  
46 E. Crafton Avenue, Pittsburgh, Pa., 15205 (412) 922-1086 

A REQUEST 

Articles and material for all of the columns in PERCUSSIVE 
NOTES are welcome and needed. We hope that you will share 
your ideas with your fellow PAS members through these 
publications. PLEASE WHEN SUBMITTING MUSICAL EXAM- 
PLES IN HAND MANUSCRIPT - MAKE THEM NEAT AND 
LEGIBLE SO THAT THEY CAN BE REPRODUCED AS 
RECEIVED. 
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V O I C I N G  C H O R D S  O N  V I B E S  
by Chuck Vaccarello 

With the growth in popularity of  multi-mallet, particularly 
four mallet, playing, an understanding of  the basic criteria for 
voicing chords becomes an important  aspect of the vibist skills. 
Good chord voicing not only enhances the overall sound of  the 
ensemble, but  when comping changes gives the soloist that extra 
"k ick"  which helps stimulate him to play on. 

I personally am not  in favor of  playing the standard "c losed"  
voicings, because the vibe is aurally as well as acoustically a 
weak instrument. "Close" voiced chords do not  sound as strong 
as "open"  chords simply because they are limited in range. I 
find that  the larger the interval f rom top to bo t tom of the 
chord, the stronger and bigger the chord sounds. 

DJ 
I ) . 2  

I! !i II 
I ~ I  l~ 1 ~  ~ I I .  • " I I  V, 0 ~" * I |  0 0 ,11 

I would like to describe three teehniques that I have found to 
be successful with my own playing. The first technique is what I 
describe as being "compromise"  voicings. These are chord 
voicings that work well on most tunes and also fit well with 
other chording instruments like the piano and guitar. I have 
found that from job to job, where you are often confronted 
with players that you have never worked with before, problems 
can arise as to how and when to play. This problem is especially 
true when working with new piano players. Every player has his 
own way of making chords. I have found in many instances that 
these compromise voicings work well when playing with new 
players. 

Very simply, when voicing Major 7 or sixth chords, I voice 
them in the following order: Root ,  Fifth, Major7 or sixt~h, and 
third. 

The reason for this particular voicing is two-fold. First of  all, by 
putting the seventh and third in the bo t tom voices, the interval 
of  a tritone is formed, which gives the overall chord a more 
defined dominant7 function. Secondly, with the third and 
seventh being the generating tones of this chord, it leaves the 
the upper voices free enough to be used as extensions. 

Regarding chord extension, the problem that four mallet 
players face is that  we are limited to only four notes for chord 
voicing. With this in mind, the player must choose the more 
important  notes of  the chord and use them. For  example, in 
major chords with an added ninth, I will usually voice the chord 
with root,  third, major seventh or sixth, and ninth. I leave out  
the fifth because it is the least important  voice of  the chord. 

i i ( ~  ~ :: : : ;r . g .  . ~  

With minor  chords, depending on the situation, the way I voice 
the chord will change. With minor 9 chords, I generally voice 
them with the root,  third, seventh or sixth, and ninth. 

One must keep in mind that we are discussing only very basic 
chord extensions. The topic of  chord extensions could be quite 
an extensive article in itself. With minor eleven chords, the 
voicing which I feel works well on the ins~ument  is root,  fifth, 
seventh, and eleventh. 

, 

This voicing is somewhat unor thodox because of  no third or 
ninth, but  the sound is characteristically minor eleventh. 

Finally, with dominant  seventh chords and their extensions, I 
find that using two extensions simultaneously results in some 
nice sounding chords. For  example, with dominant  thir teenth 
chords, I voice these using the ninth. The voicing is seventh, 
third, thirteenth, and ninth. 

The same voicing is also practical with minor7 or sixth chords. 

. ;  A ~ "#' - -  
i i  

~l'.'.~' ~, o 

With dominant7 chords, the voicing changes. In this case, I voice 
the chord with the seventh in the bass followed by the third, 
fifth, and root.  

, T  

I ii s - 

Another  common example is dominant  seventh chords with 
altered extensions. Again, the seventh and third are in the 
bo t tom and altered extensions are found on top. For example 
O 7 would be voiced seventh, third, flat thirteenth, and fiat 
ninth. 

,, ~.~ 
4 t ~  ~ :: 

Up until now, I have described compromise chord voicings 
that work well under most  situations. When the vibe is the solo 
chording instrument, its possibilities for chord voicing open up 
considerably. The next  technique is one in which chords are 
voiced around a common tone For  example, within the context  
of  a TI-V7-I pattern the chords are voiced around the common 
tone "G" .  

I A .  n g : :  " ii  
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This pattern can revolve around any number  of tones within the 
particular key. In  this case, the key of C. 

The last technique I would like to describe is that of voicing 
chords around the melody of a particular tune. The importance 
of this concept is three-fold. First, voicing chords around the 
melody helps maintain a cont inui ty of voicings within the tune, 
in that like chords will be voiced the same no matter how many 
times they come up. Voicing chords around the melody 
strengthens the overall melody and when one is comping around 
the melody, a sense the " tune"  is s t i r  present, in that one can 
still hear the line in an abstract sense while another person is 
soloing. 

Overall, listening and playing tunes will help develop a 
musical sense as well as stimulate ideas, which is what jazz is all 
about. Also, listening to players on  other instruments aside from 
your instrument will aid in developing your  own concept and 
style. I would say that about, 90% of my listening is to other 
players aside from vibists. I have just completed a discography 
of important jazz albums, as well as an extensive bibliography of 
jazz history and method books. People interested in a copy 
should send a self-addressed stamped envelope to: Chuck 
Vaccarello, Kretzmann Hall, Concordia Teachers College, 7400 
Augusta St., River Forest, Illinois 60635. 

THE AUTHOR 

Chuck Vaccarello is head of the Percussion Department, and 
the new jazz studies program which involves courses in 
improvisation, arranging and composing, as well as Jazz Bands at 
Concordia College in River Forest, Illinois. 

University of Cincinnati 
College-Conservatory of Music 

Study with 
B L A C K E A R T H  P E R C U S S I O N  G R O U P  

Ensemble- in-Residence 
Garry Kvistad, Stacey Bowers, Allen Otte 

• Comprehens i ve  pr ivate instruct ion in 

all areas of percussion 

• Ins t rument  making and  ma in tenance  
of traditional percussion equ ipment  

• Mallet making and  repair 

• Extensive percussion orchestral experiences 

Cincinnati  Auditions: 

November  9. 1977 Janua ry  21. 1978 
December  10, 1977 February 4. 1978 

For information contact 
W Harold Laster 
Ass=stant Deans Box K 
College-Conservatory of Music 
University of Cincinnati 
Cincinnati, Ohio 45221 

SWISS RUDIMENTS 
by  Jeff Donnelly 

Perhaps the second most important instrument in today's 
marching band is the Snare Drum: The first being the Bass 
Drum. The Field Snare Drummer can use the "Standard 
Twenty-Six Rudiments" to form very intricate rudimental solos. 
However, with today's growth in music, one should be aware of 
the use of Swiss Rudiments. 

The obvious difference between the American Rudiments 
and the Swiss Rudiments, is the sounds that can be produced 
when used in the right context. Therefore, something to keep in 
mind is that "A new rudiment may only be justified if it 
produces a new sound-effect, or a better sound-effect than a 
similar existing rudiment, or if the ~me sound-effect is caused 
with an easier technical execution. "~To demonstrate the use of 
Swiss Rudiments let us contrast the sound-effects between 
similarly rhythmed rudiments of each rudimental system. 

A good example of how the Swiss rudiments can benefit the 
Snare Drummer is by comparing the Swiss Army Triplet with 
the Flare Accent. The Flare Accent is a hard rudiment to 
master. It is very difficult to execute at fast Tempos. Swiss 
Army Triplets are very smooth sounding and are easily executed 
at fast tempos. Another such comparison can be made between 
the Single Windmill Stroke and Flare Paradiddle. The Windmill 
Stroke is very smooth and easily executed at fast tempos 
whereas the Flare Paradiddle sounds choppier and is almost 
impossible to execute smoothly at fast tempos. 

Another contrast between similar rhythmed rudiments can be 
illustrated through the Tap Flare and the Flare Tap. The Tap 
Flare has an accentuated sound that can be used to emphasize a 
theme which would be difficult to produce with Flare Taps. The 
Flare Tap is a very smooth sounding rudiment which can be 
used basically for a connecting point into phrases. In most Swiss 
Drumming, the Tap Flare is seldoruly written consecutively 
because they are difficult to maintain. Flare Taps are easy to 
maintain, but lack the jumpy sound which is easily distinguish- 
able in the Tap Flam. Another interesting characteristic about 
these two similarly rhythmed rudiments is that they both have 
the same basic sticking. They both are based on the sticking of 
the Long Roll. The only distinguishable sound factor is the 
placement of the Flams. 

One last contrast can be made between the Berger Lesson 
#25 and the Lesson #25. The Berger Lesson #25 is a very 
smooth flowing rudiment whereas the Lesson #25 sounds like a 
horse galloping. 

Each of the aforementioned Swiss rudiments are very 
effective in creating interpretation differences as compared with 
the American Rudiments. These differences can add a smooth 
controlled touch to any rudimental solo or cadence figure. 
1 
Dr. F. R. Berger, Instructor For Basle Drumming (Trommel- 

verlag Basle: Basle Drum-Editions,?) Pg. 1. 

THE AUTHOR 

JEFF DONNELLY studied with many fine Rudimentalists 
such as Art Nelson, an excellent Swiss Rudimentalist.  He 
drummed with Robert  Goute and Dr. F. R. Berger, both being 
accredited Rudimentalists from Switzerland. 

Jeff is currently working towards a Bachelor Degree in Music 
Performance at the Crane School of Music in Potsdam, New 
York and studies with Jim Petercsak. He has instructed several 
drum and bugle corps and is currently critiquing the Malone 
Baton and Drum Corps. In additon, he privately instructs many 
students in Rudimental  Studies. 
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I. Tap Flare 

2.  P a t a f l a f l a  

SWISS RUDIMENTS 

J 
L r L  R IR L rL 

( S i n g l e )  

d 

L RrLIR 

( O f f  a F l a m )  
> > > 

I IR L R rL IR 

R 1R L r L  R 1R 

(Doubled)  

[ IR L R rL IR L R rL 

~. S w i s s  Army 
T r i p l e t s  

~ Q 0 Q 

1R R L 1 R  R L IR R L 1R R L IR R L 

4.  D r a g a d i d d l e  
R R L R R L L R L L R R L  R R L L R  L L 

5.  B e r g e r  
Lesson  25 

> > > > 

R IIR R L r r  L L R ii R R L rr L L 

6.  F l a m  R o l l s  
1R  R 

(Do no~ a l t e r n a t e )  
IR R IR R 

7.  S i n g l e  
W i n d m i l l  S t r o k e  . . . . .  

8 .  Double 
W i n d m i l l  S t r o k e  I R R L R L R r L  L R L R L 

> 

9.  Two 
P a r a d i d d l e - D i d d l e  11R L R R L L 

> 

rr L R L L R R 

10. Three Stroke Ruff 
P a r a d i d d l e - D i d d l e  l r l  R L R R L L r l r  L R L L R R 

-53-  



P IC I 
By: Jim Piekarczyk 
Community Professor of Applied Percussion Studies at 
Governors State University, Park Forest South, Illinois 

INTRODUCTION 

In the past three issues o f  Percussive Notes, my column has 
focused on excerpts from my book titled "Drum Set Exercises" 
to be released January, 1978 by Opus Music Publishers, Inc. of  
Chicago. Each article dealt with equipment  set up, hi-hat and 
bass drum endurance, melodic drum set studies and the practical 
application of  the above in creating drum set solos. If you have 
kept abreast with the exercises and applied all examples, you 
should have some insight as to what your weak points are. 
Furthermore, my past articles should have set up a good 
practice routine for your drum set studies. 

I would like to introduce a new topic of  interest in my 
column. "Reading With All Four  Appendages". 

BASIC DRUM SET NOTATION 

I , i i J 

GUIDE LINES 

Take any snare drum line and apply these ideas. 
1. Read the line hand to hand on the snare drum, this will help 

you to understand the rhythm. 
2. Play all eighth note rests ( ~ )  with the hi-hat. 

Play all single eighth notes (~}) with the bass drum. 
Play all groups of eighth notes ( ~ )  or  (J~) on the snare 
drum. / 
Play all quarter notes ( d ) on the right or left cymbals. 

3. Keep in mind that the eighth note serves as the basic 
duration in example 1-A and that  all four appendages serve as 
the time keepers. In addition, this will introduce you to 
many tonal variations that  can be achieved from the 
instrument. 

4. Apply dynamics, accents, and put to use your sticks, brushes, 
mallets, at  different tempos to form a consistent sound 
through all four appendages. 

EX: 1-A 
Basic snare drum line 

. . F I T I _ F F 1  , I I _ . r , I  , FI I . r ' l  , , ,mq , ,_ i ,  f , ,  

, __~ '_~  F N , I  t ' ~  I , _ l  r'~ f ' , l  ~ ~ , ,  
F : "  :"  : " "  i "  : . . . .  i "  . . . . .  i . . . . . .  :11 

EX: 1-B 
If the line was to be writ ten out  as suggested, it would look 
like this in actual notation. Also included is the suggested 
sticking. 

,,,m-~,,, F r o  4,,-q n J  ~. 4 'J i-1 I #  

EX: 2-A & 2-B 3 
The eighth note triplets serve as the basic duration. (~J~) = 
basic duration Play the hi-hat " w i t h "  the exercise on t~5-  & 

four (not against it), i.e., don ' t  think of  the hi-hat as the time 
keeper, but  as part of  the overall sound. Apply the suggested 
sticking. 

F-'G F-] f-q r--] ~ ° 7 o - - , ° °  . . . . . . . . . . . . . . . . .  ; 

f T 1" ~ ~ f r 

Q u i z  

Lets go one step further and test your  present coordination. 
The eighth note triplets on line 3-A serve as the basic 

duration, ( . ~ )  = basic duration. Line 3-B is the idea built f rom 
the basic p~ff'ern in line 3-A. 

~r.e 

, : 

CONCLUSION 

Tape record your practice routine. By doing this you will 
bring to light all possible sonorities, basic coordination prob- 
lems, and most  of all, you will be aware o f  your consistency in 
tempos and dynamics. 

Work at " n o t "  playing the bass drum to form a steady beat. 
But internalize the " t i m e "  - to feel the steady flow of  the time 
wi thout  having to state it on the bass drum with all four beats. 
By incorporating this into your  practice routine, you can play 
syncopations utilizing all four appendages without  losing the 
time flow. Furthermore,  by leaving out  the bass drum to  form a 
steady beat, you will learn more about the time, phrases, form, 
and the instrument in general. 

If  you are having problems with these exercises, I suggest 
that you review my past articles to build up your  endurance and 
coordination. Then proceed on once again. 

In the Spring-Summer issue of Percussive Notes - my column 
will focus on coordination problems utilizing all four append- 
ages. 

WHEN WRITING ADVERTISERS 

PLEASE MENTION THAT YOU SAW IT IN 

"PERCUSSIVE NOTES"  

AN OFFICIAL PUBLICATION OF 

THE PERCUSSIVE ARTS SOCIETY 
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D E V E L O P I N G  T H E  M A R C H I N G  

P E R C U S S I O N  S E C T I O N :  

T i m p - T o m  Tr io s ,  M a r c h i n g  T i m p a n i ,  a n d  

T u n e d  Bass  D r u m s  

Published by permission o f  "Woodwind World-Brass and 
Percussion'Spring 1977 issue. 

by Jay A. Wanamaker 

The lower pitched drums in the marching percussion section, 
i.e., t imp-tom trios, tenor drums, marching timpani, and tuned 
bass drums, have achieved notoriety due to contemporary 
trends and developments in the modern day percusison section. 
Many factors, including tuning, the size and shape of the drum, 
muffling techniques and devices as well as decisions regarding 
setup and field placement, add to the director's dilemma and 
require definite decisions for performance situations. I would 
like to share a few ideas on methods to achieve a well-balanced 
percussion section that will add to the appearance and overall 
sound of a marching band. 

Timp-tom Trios 
The timp-tom trios have achieved wide acceptance and use in 

today's marching percussion section. The trio consists of three 
various sizes of tenor drums. There are three different sets 
generally used for supporting the melodic line of the percussion 
score. These sets include the tenor, baritone, and bass trios. 
Personally, I prefer the tenor tirnp-tom trio; with diameters of 
14", 16" and 18" respectively, all with a depth of 10". These 
drums sound as the alto voice in the percussion section and 
should be tuned high to make a discernible contrast in pitch 
identification. They are tuned relative to each other and sound 
best when there is an interval of a major 3rd or perfect 4th 
between each of the three drums. The timp-tom trio should be 
tilted at about  a 15 degree angle with the batter head (top) 
facing toward the performer to insure maximum sound project. 

Mallets of various textures will further enhance the musical 
arrangement. I have found that double ended mallets are very 
effective and economical. The mallets consist of a wooden bead 
on one end and a hard felt bead on the opposite end, which pro- 
duces a contrasting sound. A large, medium felt mallet is sug- 
gested for legato sections in compositions requiring~that~echnique. 

Marching Timpani 
The latest innovation of the low-pitched drums is the 

marching timpani. A unique aspect of these drums are their 
hand-cranked tuning mechanisms. Marching t impani range in 
sizes of 20", 23", 26" and 29" diameters and sound as the tenor 
voice in the percussion section. The range of each of the drums 
is a major sixth, except the 26" drum which has a range of a 
minor sixth. The extreme ranges of these drums should be 
avoided whenever possible because they are less resonant in 
pitch. Unfortunately,  many of the parts composed for marching 
timpani are overwritten, which place a burdensome demand on 
the player. Due to the hand-tuning mechanism, tuning changes 
should be kept to a minimum and only when necessary. 

"Marching Timpani should be kept as close as possible to the 
audience. If the t impani are placed on the ground during the 
course of the performance, then the head should be tilted at 
about  a fifteen-degree angle to the audience. Shortening the 
front leg a few inches will put the drum on a tilt and allo~w the 
sound to project into the audience instead of straight up. ' '1 

The timpanist should be equipped with a pair of hard 
staccato mallets and a pair of  legato mallets. A third type of 
mallet with a medium core should be used. A stick bag, which 
may easily be constructed or purchased, should be attached to 
the side of the timpani to contain the mallets when not  in use. 
A pitch pipe and-or tuning fork is a must  for accurate tuning 
changes. 

Tuned Bass Drums 
Until recent years, bass drums have been used only as time 

keepers. Today, tuned bass drums can actually support melodic 
and rhythmic phrases. The bass drums are the lowest tuned 
instruments in the percussion section and sound as the bass 
voice. I suggest using 24", 26" and a 28" diameter drum, all 
with a 14" depth and also a 34" bass drum with a 16" depth. 

These drums are also tuned relative to each other and sound 
best when there is an interval of a perfect 4th or perfect 5th 
between each of the four drums. Using tuned bass drums will 
help create an effective bass line and add an exciting backbone 
to the entire ensemble. 
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(photo by Jeff Hatting) 

The bass drums ring and produce overtones which will 
require additional muffling. By using a 5" by 5" patch of four 
layers, taped on the inside of both heads should help to subdue 
some of the overtones. 

"Turning the bass drums parallel to the audience (ex. same 
position as a bass drum on a drum set) will increase the volume 
and intensity three times the amount  as compared to the drum 
shell facing the audience. The bass drummers should learn to 
march in tl~is manner, to increase the projection of the 
instrument. ' '~ 

The bass drum players should be supplied with two large felt 
mallets. By using alternating strokes (hand to hand), the 
performers should be capable of playing sixteenth note passages 
throughout the bass drum section. 

"Strut t in '  Down Main Street ' '3 is an example of contempor- 
ary scoring for a full-sized marching percussion section. This 
street beat features the snare drum line performing stick clicks 
and coordinated inter-segment patterns. The B theme features 
the lower pitched drums. 

1Jay A Wanamaker, Marching Percussion: A Percussionist 
Perspective, Percussive Notes, Vol. 15, NO. 1, Fall 1976, p. 26. 

2Ibid, p. 26. 

3"'Struttin' Down Main Street" - Copy right 1977 Marching 
Drums - Potsdam Publications, 1 Hillcrest Manor, Potsdam, N.Y. 
Midwestern Music and Art Camp, a percussion adjudicator for 
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THE MARIMBA BAR  
by Linda Pimcntel 

You may direct your questions for this column to: Ms. Linda 
Pimentel, 1564 Arlington Ave., Columbus, Ohio ~3212. 

Q : I  am presently studying Clarence Barber's DUO FOR 
EUPHONIUM AND PERCUSSION1 and hope to perform it 
on my graduate recital. Although I am fluent in four-malht  
vibe playing, I am having trouble manipulating the mallets 
required for the second movement. Please discuss how you 
performed it. Also did you follow the tempos indicated on 
the first and third movements? 

A:Firs t ,  my set-up varied slightly from the recommended 
set-up. The suspended cymbal and the sizzle cymbal stands 
were placed immediately adjacent to each other  so that the 
cymbals overlapped, with the suspended cymbal higher and 
placed behind the sizzle cymba l  These two cymbals slightly 
overlapped both the snare drum and the lower corner of  the 
vibes. I preferred to use a regular chromatic set-up of  
crotales. Dangling erotales can be hazardous to strike rapidly 
and with correct dynamic intensity. Warren Hyer built me a 
nice table for the erotales that suspended out over the vibes. 

This was placed to the left of the stand which held the 
triangle (two clips) and the music. I began the second 
movement holding six tools in this fashion: 

1. a cord covered vibes mallet, 
2. abrassbe l l  mallet, 6 5 ~ ~ ~- 
3. a cord covered vibes mallet ~ ~ / ~ / ~  
~. a cord covered vibes mallet, 
5. a triangle beater, 
6. a cord covered vibes mallet. 
The crotales were played with the brass bell mallet and the 
triangle with the triangle beater. The cymbals were played 
with the vibe mallets or the triangle beater as indicated. 
Because I was performing on the triangle with my left hand, T 
had to work a bit  extra to develop a smooth triangle corner 
roll (example ~/1). I laid down the triangle beater and the 
brass bell mallet at the end of measure eight and the 
beginning of  measure nine. The vibes mallets in the left hand 
had to be inverted very quickly at the beginning of measure 
11. In measure 11 (example ~/2) T dampened the " E "  in the 
vibes with the inner mallet just  before playing the " A "  with 
the outer mallet with almost a " f lam"- type rocking motion. 
This pattern occurs several other times. Because of  the 
perilous leaps between cymbals and erotales, I rarely looked 
at the score between measures 13 and 18 (example ~/3). 
Throughout  the work I tried to arrange my array of mallets 
in such a way as to eliminate all unnecessary motion. 
Measures 18 and 19 (example #~), illustrate such. On the 
vibes, all upper (black) bars were played with the outer 
mallet and all lower (white) bars were played with the inner 
mallet of  the right hand. The suspended cymbal was played 
with the inner mallet stem and the sizzle cymbal was played 
with the outer mallet stem in the left hand. 

The composer tells me that the middle movement  is often 
being performed by two percussionists. Thus you have this 
opt ion at your disposal. I took both the outer  two 
movements considerably faster than marked. Euphoninmist  
Sandra Emig and I chose tempos at which we felt the blend- 
ing o f  parts flowed smoothly. 

EXAMPLE 1 

=.. " - ' - : ~ , , e -  . ; .~ . ;  . _ , ~ .  

._,, .~ .  , ,  . . . . .  ~ 

, , , ~  ===.. ._~,  

, ,V"  

EXAMPLE 2 w, I ,  

EXAMPLE 3 

EXAMPLE 4 

• ~ m p  

i 

" -  , , < .  ~ " -~ ,  ~ " ' r v~-d. 

LI " 

i J  i 

~^ , . . ~ - - ~  , ~ - - - ~  l ,  

• - -  - ~ ' ~ "  ~ ~ ' i  ; , L ~  i 

1Barber, Clarence E. Duo for  Euphonium and Percussion. Cleveland: Ludwig Music Publishing Co., 1975. 
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Q: The question of  memorizat ion in relation to percussion 
music concerns me. I have been teaching now for almost a 
year, having taken over a private studio of  another percus- 
sionist. Thus I have several fairly advanced students who are 
performing for state contests and other recitals. I have always 
used music during performance on percussion set-ups and 
have memorized bar percussion solos. Among my students, 
memorization seems to be haphazard and likely to fail at the 
wrong moment.  Wha t  do you think about memorization of  
percussion music? 

A: First, let 's  take a look at memorization in general. Going 
back say three hundred years we find musicians partially 
reading music and partially doing something that we might 
call improvisation hut actually it was closely related to 
memory work. When soloing, or playing an important 
position in an ensemble, a musician of ten improvised around 
a given chord structure. He had MEMORIZED the chord 
structure. Most musicians of  the Baroque period played 
ornamentations by reading non-notated symbols or by 
additions of  choice. Their decisions about how to embellish 
no doubt  was related to their memory  of  what ornaments 
were then in style. During the classical and early Romantic  
periods, the cadenzas of solo works were supposed to be 
freely improvised and based on the development of  materials 
remembered f rom the rest o f  the work. During the heyday of  
such pianistic greats as Liszt and Clara Schumann, memori- 
zation of  music firmly entrenched itself in the concert hall. 
Eventually memorization became the keystone of  the formal 
solo rectial. Almost all vocalists, pianists, and string per- 
formers now give solo recitals by memory.  Some conductors, 
wind instrumentalists, and organists also memorize their 
music. As you have noted, the primary tendency to 
memorize among percussionists have occured in bar percus- 
sion performance. 

The ability to quickly memorize is closely related to an 
aura o f  mystique that has tended to shroud the art o f  music. 
Every party attender, once he has established that you are a 
musician, seems to have a story to relate about some child 
who sat down and played the piano fantastically by ear 
without  ever having a lesson. When I was a child I clearly 
remember being told how Handel, with superhuman strength 
and inspired by God, created the MESSIAH in a miraculously 
short time. Such tales all contribute to the mystique of 
music, as do the stories of the quick memorization of  music. 

What you need are some clear facts on which to base 
decisions on when memorization is appropriate and how it 
should be approached. This is the information that I know 
about memorization: 
1. All memory is essentially analytical. The performer can 

analyze musical performance in several ways, such as: 
a. Analysis of the elements of  the piece so that he can 

reconstruct it by form. 
b. Kinesthetic awareness and muscle memory.  The various 

body postures assumed by the percussionist must often 
be carefully planned and remembered. The spacing and 
set-up of  the instrument(s) and striking tools is clearly 
part of  this element of memory. 

c. Photographic memory consists of the student actually 
remembering all the marks on the musical page. 

d. Phonographic (aural) memory is that which is so 
marveled at by friends when a person plays by ear 
wi thout  any formal training. We use it in several ways 
including making adjustments after we have played a 
wrong note so as to reset the pattern. 

2. Most memory work is justifyable when it aids, the 
appreciation o f  the performance. For instance, singers can 
express more when singing by memory. If memorization 
enables the percussionist to perform in a more expressive 
fashion, it should be considered. 

3. The majority of  memorization is done by conduc- 
tors and performers who have lengthy, cumbersome 
scores to read and/or large set-ups to leap about  (consider 
the late nineteenth century piano concerto). However, 
there does come a time when the ratio probably works in 
inverse and the score or set-up is too large to justify the 
amount  of  time spent in memoriziation. 

4. Justification of  time (see above item) is an important  
factor in the consideration of  the professional musician. 
Because I am quite a fluent reader, reading large blocks at 

a glance, and am able to move about  quite freely while 
reading, and because I have many things that I value in 
life, there are times when I simply cannot justify 
committ ing the time to memorize certain items. 

5. The complexity of  the music influences the amount  of 
time necessary for memorization. Music that follows 
common melodic, harmonic, rhythmic, dynamic, etc., 
patterns is easy to memorize. As the cocktail pianist 
would say, " H u m  a few bars and I'll fake i t !"  However, 
extremely complex music, if well structured and the 
patterns are carefully studied, can be memorized with less 
work than most students think. 

6. As mentioned in the historic perspecitve, memorization 
tends to come in and out of  style. At the moment  there 
are a number o f  indications that it is not  nearly so " i n "  
among large groups of musicians as it once was. Percussion 
soloists are generally not  criticized for using music so long 
as it does not  hamper their freedom of  movement.  

7. If  some of your students are planning to enter music in 
a professional capacity, particularly in the role o f  school 
music instructor, you may do considerable damage by 
insisting on spending a great deal of  time in memorization. 
Perhaps the biggest problem for the beginning music 
teacher is his slow reading of notat ion and particularly 
scores. He has difficulty in score comprehension and in 
detecting pitch and rhythm errors. Thus I put  more 
priority on notat ion reading than on memorization of  
solos. 

F rom the above statements I may appear to take a stand 
against memorization of  solo literature. This is not  the case. 
My students do memorize. We literally practice the analytical 
skills necessary for memorization. Some of these same skills 
improve note reading. I have a few "tricks of  the t rade" to 
pass on. When memorizing bar percussion music, have the 
student memorize with note-by-note recall the beginning of 
the piece, the ending of the piece, all transitional sections, 
and several good starting spots throughout  the piece (in case 
one gets lost he should have a convenient spot to which to 
jump). In several cases my students, in their nervousness and 
haste to begin, have started in the wrong key! The 
note-by-note recall eliminates such disasters. When I was 
teaching students younger than college-age, I conducted a 
weekly performance class. Each of my students were 
required to play something by memory for the class once a 
month.  All listening students were to either write comments 
about the performance or to verbally comment.  I then 
commented about  the comments which greatly aided every 
one's communicat ion skills. If  a student was frightened and 
forgot his piece, he got up again a few minutes later for 
another, almost always successful try. If he forgot because he 
had not  carefully prepared, he repeated his performance the 
next  week. In this class we practiced details on stage 
depor tment  and discussed communication fears and prob- 
lems. My students were usually poised and confident  in 
public performance as a result of  the weekly sessions. I have 
also had my students engage in "mini-performances" in front 
of any convenient audience. A "mini-performance" can be 
achieved by pretending an audience is present and by playing 
your  lnemorized piece for them, or by playing for the family 
after dinner, or by playing for the student who has the next 
lesson. 

To summarize, we have talked about  the history of  
memorization and the mystique which tends to surround it. 
We have discussed the basic ways of  memorizing, and some 
of the reasons why or why not  to memorize. We have also 
mentioned some ways to help the student feel relatively 
comfortable in memorized performance. 
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TERMS USED IN PERCUSSION 
b y  M i c h a e l  R o s e n  

" I n  th is  co lumn ,  readers  are inv i ted  to ask me  ques t ions  
conce rn ing  the  names  of  i n s t r u m e n t s ,  var ious  n o m e n c l a t u r e ,  
p laying t echn iques ,  etc. ,  f o u n d  in mus ic  o f  F r e n c h ,  G e r m a n ,  
I ta l ian,  Por tugese  or  Spanish .  I will do  m y  bes t  to  answer  y o u r  
ques t ions  a n d  pub l i sh  t h e m  in  th i s  c o l u m n  in  a d d i t i o n  to  a 
persona l  l e t t e r  i f  so reques ted .  Please wr i te  to :  Michael  Rosen ,  
Ober l in  Conse rva to ry ,  Ober l in ,  Oh io  4 4 0 7 4 .  

I have  received m a n y  le t t e r s  f r o m  readers  ask ing  w h e n  m y  
b o o k  " T e r m s  Used in  Perc t fss ion"  will  be  pub l i shed .  T h e  S c h o t t  
Publ i sh ing  c o m p a n y  ha s  o f f e red  to pub l i s h  t he  b o o k  and  as s o o n  
as I get  all t h e  mate r ia l s  t o g e t h e r  I will  s end  it  t o  t h e m  and  I 
imagine  t h e  b o o k  will  be  avai lable n e x t  year .  I n  any  case I will  
be  sure  to  le t  r eaders  k n o w  t h r o u g h  th is  c o l u m n .  

I received a l e t t e r  f r o m  Michael  P r i t eha rd  o f  H o u s t o n ,  Texas  
w h o  asked t he  fo l lowing:  

Q. " I n  o u r  Pe rcuss ion  Ensemble  we are p e r f o r m i n g  Frescoes  7 0  
b y  Ber to ld  H u m m e l  a n d  h e  calls fo r  R a h m e n t r o m m e l  i n f o u r  
p i tches .  T h e  engl ish t r an s l a t i on  is T a b o k .  I suspec t  these  m a y  
be  sli t  d r u m s  b u t  wou ld  l ike y o u r  o p i n i o n . "  

A. R a h m e n t r o m m e l  l i teral ly  m e a n s  f r ame  d r u m  and  in th i s  case 
I t h i n k  H u m m e l  w a n t s  t he  t y p e  of  f r ame  d r u m s  m a d e  b y  
S tud io  49 w h i c h  he  p r o b a b l y  saw a t  o n e  t ime.  T h e y  l o o k  l ike 
large t a m b o u r i n e s  w i t h o u t  jingles. Y ou  m i g h t  t r y  to  ge t  t h e m  
or  use var ious  sized t a m b o u r i n e s  and  d a m p e n  t he  jingles. 

I w o u l d  l ike to  d e v o t e  t he  r e m a i n d e r  o f  th is  issue 's  c o l u m n  to  
some  r a t h e r  eso te r ic  de f in i t i ons :  t hose  o f  t h e  i n s t r u m e n t s  o f  
La t in  A m e r i c a  and  Mexico .  These  i n s t r u m e n t s  a p p e a r  in  several  
count r ies ,  a n d  even  regions  o f  coun t r i es ,  u n d e r  several  d i f f e r e n t  
names .  F o r  th is  reason,  t h e y  are d i f f i cu l t  t o  def ine .  I r e fe r  t h e  
reader  t o  t w o  exce l l en t  b o o k s  o n  t he  s ub j ec t  b y  Sybi l  Marcuse :  A 
Survey  o f  Musical  I n s t r u m e n t s ,  a n d  Musical  I n s t r u m e n t s :  A 
C o m p r e h e n s i v e  Dic t ionary .  

T h e  b r o a d  sub jec t  of  e t h n o m u s i c o l o g y  is b e y o n d  m y  
exper t i se  b u t  I inc lude  the  fo l lowing  w h i c h  I have  f o u n d  in m y  
search  for  de f in i t i ons  o f  t e r m s  used b y  such  c o m p o s e r s  as 
Vi l la-Lobos  and  Chavez.  M a n y  o f  t he  w o r d s  are I n d i a n  (Aztec ,  
Maya,  e tc . )  and  axe n o t  Span i sh  a t  all, also t he re  are several  
Por tugese  words .  

Assovious  (P) - whis t l e  
caixa (P) - gener ic  t e r m  fo r  a d r u m  
caixeta  (P) - w o o d b l o c k  
canusao  (P) - snare  d r u m  
caracaha  (P) - guiro rye  i n s t r u m e n t  
cas t anhe tas  (P) - cas tagne ts  
c a x a m b u  ( L A m e r i c a n )  - t o m - t o m  he ld  b e t w e e n  t h e  knees  a n d  

s t r u c k  w i t h  h a n d s  and  s t i ck  s i m u l t aneous l y  
d a d o o  ( L A )  - Venezue la :  large m a r a c a  
e k o n  (LA)  - Cen t ra l  A m e r i c a n :  cowbel l  
e n k a n i k a  (LA)  - Cen t ra l  A m e r i c a m :  squa re  cowbel l  
esqui la  (S)  - cowbel l  
fu r ruco  (LA)  - Venezu la :  f r i c t i on  d r u m  
gangarr ia  (P) Ind ian :  cowbe l l  
G a n z a  (LA)  - s a m b a  s h a k e r  (me ta l )  
gi l lm gil im (P)  - Braz i l i am bell  t ree  used  in Mardi  Gra  a n d  

Parades 
guayo (LA) - Dominican Republic: guiro type gourd scraper 
grage (LA) - Haiti: guiro type gourd scraper 
guajey (LA) - Dominican Republic: large maraca type groud 

rattle 
guira (LA) - Central American: cabasa 
huada (LA) - Chili: maracas 
huehuetl (Mexican Indian) - large ornately carved single headed 

wooden drum 
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hul  (LA)  - G u a t e m a l a :  slit  d r u m  
ieumai  ( L A - -  Nicaragua:  maracas  
j icara  de agua (Mex . Ind )  - w a t e r  d r u m  (large gourd  ha l f  

s u b m e r g e d  in  w a t e r  and  s t r u c k  o n  t he  upper ,  r o u n d e d ,  pa r t )  
joea  (LA)  - single h e a d e d  large conga  t y p e  d r u m  
juca  (LA)  - Nicaragua:  f r i c t ion  d r u m  
Ka-me-so (LA)  w o o d e n  t u b o  ( s a m b a  shaker )  
k i y a d a  ( L A )  - Cent .  A m e r i c a :  j a w b o n e  
m a c e t a  (P) - mal le t  . 
m a g u e y  (LA)  - Dora .  R e b . :  slit  d r u m  
m a n g u a r a  ( L A )  Co lumbia :  slit  d r u m  
m a r i m b u l a  (LA)  - Cent ra l  Amer i ca :  large t h u m b  p i a n o  t y p e  

i n s t r u m e n t  o f t e n  s t r u c k  w i t h  mal le t s  
mu la  (LA)  - c o n g a  d r u m  t y p e  single h e a d e d  d r u m  
ra spado r  (LA)  - guiro  
reso-reso (LA)  - b a m b o o  gniro  
sonaja  (MexInd )  - maracas  
t a m b o r a  (LA)  - D o m i n i c a n  R e p u b l i c :  two  h e a d e d  t o m - t o m  

p layed  h o r i z o n t a l l y  w i t h  b o t h  h a n d s  & o f t e n  s t ruck  o n  shell  
with stick 

tarola (S) - Mexican timbales 
tenabari (Mex. Ind) - butterfly caccoon rattle made up of 

hundreds of caccoons 
teponahuaste (LA) - Honduras: slit drum 
teponaxtle (Mex Ind) - large ornately carved log drum 
tunzu (LA) - Guatemala: slit drum 
tuti (LA) - Dora. Rep.: castagnets 
tzicahuaztli (Mex. Ind) - guiro type instrument 
woda (LA) - Chile: maracas 
xem (P) - samba shake r  
xocalho (LA) - samba shaker 
yuka (LA) - Central American: conga type single headed drum 
zumbumba (P) - lion's roar 

It[ I,, 

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 Al l - -  

Send el.00 for publishing, postage 
& handling to: 

Kastuck Percussion Studio 
25 Brookside Road 
Ridgefield, Conn. 06877 
(203) 438-2910 
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P R O G R A M S  compiled by  
WILBER T. E N G L A N D  

Indiat~a University, Bloomingfon, Indiana 

ATTENTION * ONLY PROGRAMS THAT GIVE 
pUBLISHER INFORMATION ARE PRINTED IN 
PERCUSSIVE NOTES. Always write this iafocmafion in 
Oa yOu r pmlgam~ be fore ~ d l e g  ~hem. By doleg so i t  w i l  
mske the Pt~ggams listing much morn valuable u a 
x e l o u l c e  for locating and ofde t~g  lltemtule by  all o f o o r  
xeade~ 

[Editor's Note . I n  t h~  Y.~e of PROGRAMS, you will 
tint find programs fiom PennsTlvania through Wfiron~n 
and fore~n countrle~ tl~t did n~ appear fn the Fa~ 1977 
L~me because of xpace llmltotion~ Next you will find the 
o3mplete state and country llsHn~ of new proMramx 
recelved £or the Winter 1978 isme.) 

PENNSYLVANIA 

CLARION STATE COLLEGE 

Faad ty  C~tmber Mus~ Concert I1 /1 /76  
John M. Floyd, petcmmion 

Duettino Concertante for Flute and Pe~cus.v~on-lugolf 
Da ]d -  Tetra. A. Bmude 

Student Recital 11/23176 
Bill Rey~ ]~:rcuts~n 

Sonata for Three Umccompanled Kettledrums-Daniel 
Jones - H i m k k ~ n  

Student Recital 11123/76 
Jack Schmidt, Percusdon 

S u r e  for MaHmba-A. Fisxtnger - Pexc. Arts 

percussion Ensemble Concert 1212/76 
John M. Floyd, Conductor 

hdnde  for p e ~ u m l e n - ~ y  Miner-  MFP 
Lament-IL Farberman - Ad le r  

Three Pieces for Pe~cutslon Qutrtet-Bermon- ~it 'me~ 
Anag]yphos: Six Episodes for lb=cmaion Orchestra Op 

$ l -Kef l tan  - CeBeDe 
Rondo In  D .Monm/a~  Schinstine - Schimtioe 
IWdude for Four  MafimbarrI.eonar~- Vo lkwein 
Toccata for Percumlen IntUument~-Omv~ - Belwin 
Tom-Tom Foolery-Abel- Fi~ch= 
Song for  Trombone and Percusaion~J. McKcnTAe - MFP  
Earthly I%uad h,e-Tom Jones/art Schmidt - Sch le~ ine  

Symphony O~che~a and Concert Choir 12/8/76 
Imsc Ostrow, Conductor 

CarmIna Burana-Carl Ogff-  Sc, hot t 

petcumion Ensemble Li t=ature  I /8 /77  
Oinic Performance 

PennWlvanle Musk Educa ton  A~ociation 
Annual Confe~ence~ Pittsburgh 
John Floyd, CUcd¢lan and Conductor 

P~e~nde for Four Mafimbat-Leontrd- Volkwein 
Toccata for Percuuion I n m u m c n ~ v e z -  Belwin 
Three Pieces for Pe~cusdon Qnar~et-lkn~on - Sch inne r  
Rondo  In  D-Moz , t r t / ~ i ne  - Schinsfine 
Lament-Faxherman - Adler 
E4ulhly Paradise-Tom Jonesltrz Schmklt * Sehln~tiae 
Tom-Tom Enolery-AbeZ- Fbche~ 
Rhythml~ Tumbles for ~eeze -Eaw  Perc~ 
Enlembl~Feldltekt * Witm~k 
'I~e Rolling Sea From Bmeze-Eaty l ' e tc .  
Ememble-Feldst cLn - W ] tmakk  
Quartet No, 1 from perctmion Studies-Brown and MuNer 

- Kefidor 

l ~ t m i o n  Ensemble performance 118177 
Pera~ylvan~ State Chaptar, PAS Meet i~  Ptt tsin~lh o 
John M. Floyd, Conductor 

l~e~ude fo~ l%n-cuedon-Mnl~ (MFF) 
Amg lyphos :  Six Epimdes for Pexcusslen Orchestra, Op 

$1 -K~ ten -  OeBeDe 

Pe~cu~on Ememble T o w  1/9-1/12/77 
John  M*  Floyd, Condttctor 

Prelude for l o u t  Madmba~-Leon~d * Volkwein 
pew~Mon Mm~c-Colg~ase - MFF 
Amglyphen:  Six Episodes fog Pergamon O~chesta Op 

51-Kerttet~- CeBeDe 

Toccata for pet~ut~on Im/runurats-Chevez- Belwin 
Pte/ude for petcumion-Miit~ - MFP 
Three Pieces£or ~ Quattat-Bemon* Sc, hkm e~ 
Rondo in D.Momrt /an  Sc;~ndt  - Schin~et 
~ t - i i .  Fsxberman - Adlor 
Era'tidy Per~im-Jones/a~ Schraklt * 
Tom-Tom Foolery-Abel - Fi~he~ 
Suite for H~hnhe-Fhninge~- Pe~. Arts 
Sonata for Three Urmccomt~nled Kettlndrum-Jones - 

Hinrkksen Edt 

Junior Recital 2/16177 
Jack Schm id t ,  Pe~c~t I ~on  

Sonata for Tunp~d-Beck - Boston 
pe~cus~on Musk- Colgrtss - MFP 
Suite for H t r~he -F im~ge~-  pe~ .  Arts 
Match for Two Peks of Kettle&urns-Andre & Jacques 

Ph l l i do r  - Marx 
Sonata for petcut~on and Piano-Russell- MFP 

S~udent Recital 3]22]77 
Bill Ray, Pe~cundon 

Concertino in A Minor-Bach - Cheppell 

Faculty Recital 3]28/77 
John M. Floyd, pefcumion 

Preludes for V l b r ~  Solo*Serge de G u t y n a  (Fcreol) 
Partita fox Solo Umc~oml~tmed Pex~u~don-C..~n - Calm 
Four  Pieces for lhnp~mi-Be~tmo - 
Theme and Variations for Fotw T~mlani-Floyd- Studio 4 
The ~ o f  I)ertm~k-Feklman - C.F. Peters 
Sonata for Matknl~t and l~no-Tsnnex - Cole 

Student Recital 3/29/77 
Lisa Koch, pe~mudon 

Sonata l I I  in F-Ibndel - Schinnex 

l~cum~on Ensemble Tour 4 ~ - 4 / 2 1 1 7 7  
Northwest p e n n ~ y l ~ t .  John  Floyd, Conductor 

Polyphenes-M. Cunninghem- Media 
Percussion Music-Colgraas - MFP 
Matont,  Mia Cara-l,t~us/a~. Boyd]Peters- F n n k ' s D r u m  

Shop 
LIft-Off-lu~.ck - Manu  
Emertatnez Rag-Jopllnltr~ Moore * Pe~nus 
Ba~ho Songs, Six Po=ns by Matsuo Basho for Soprano 

and Three Pe~tmdenim-Miller-  M I ~  
Suite for Pe~ tmlon-Krf f t -  Bdwin  
Inte~ors-Moran - G F ,  Peters 
Misty-Garner/an: Schhmine - S~hinstine 
Encore  i n  Jazz-Fkt h -  Fitche~ 

Pc~cus~on En~mble  Concezt 515177 
Floyd, Conductor 

Polyphonles-Cunningham - Media 
pec t in /on  Musle-Colg~ se 
Roudtno for Eight Hand Chpp~rs-Bemon- I,b~ks 
Matom,  M~ c a r a - I ~ t ~  Boyd/pete~ - Frank's Drum 

Lift-Off.peck * Mtnu 
Entertainer Ra~Yoplio/Moore- P=mus  
B u h o  Songf~ Six Poems by g a t l ~ o  Bl tho  fo~ Soprano 

and Three percumionists-Mii~ - MFT 
Suite for Percu~ion-IC, a f t -  Be ]w ia  
Interiors-Mortn - C.F. Peters 
b~ty-C,~mer/tr~ Schle~tina - Schimtlee 
Encore Ln Ja~/eF~t h - Fmchex 

P~HHSYLVAHIA STATE CHAPTER OF PAS 

pei~umion Ensemble 3/2]77 
O)nce~t at the Mid-East l n s t ~ m ~ t a l  Mm~ Confseence, 
Pittsburg - John  Floyd, Stanley Leonard, C-a~y Olmsteud, 
Conductors 

Evolutlena-I.eomud - Leon t xd  
Xylem-Leonard - Leotard 
Imerlors-Hortn * Peters 
Three Epimde~Yolm O 'Rea ly .  S c h k m ~  
Street Song-Orff - Schott 
Matona Mia Otra-Dtl.amo/Pet e ~  - Fgank's 
Jazz Variant-Beck - Boston 

PENNSYLVANIA STATE UNIVERSITY 

Symphonic Wind Enmmble Con~=t 4129177 
Smith Totd~on, Conductor 

Com~'to for Pe~cum~on and Wind Ensemble-Kaml  Hum 
- Belwia 

INDIANA UNIVERSITY OF PENNSYLVANIA 

Percumion Ememble 11/16/76 
Gaxy J. Ok~taud ,  Conductor 

Laura Sotve-abxizio Caznao/Hnk - Simmmck 
Interactions for V~m'aphnne and l ~ c : J o h n  ~ * 

Toccata Without I ~ t s - M e y e ~  04FP) 
~ o  fox Tub~ lind ~ Oxche~xa-Hartley - 

Boordm 
Sueet Soug,Oxff- Soho t t  

Faculty Recital 3115177 
Ga ry  O lm~ te~ ,  l ~cu * t ; on  

Deettino Concertante-Dahl - Bmnde 
S o ~  llI-Burge - Bmude  
Sonata for Two Pianos and Petcta~on-Bartok - 

Junior Pe rd i t i on  Rec~d  3/20/77 
D*n ~ p l e ,  .Um'y S~epl~ 

Tornado*Mar kovleh - Ca'retire 
Etude Op 11 No 4-Mtme~ - Studio 4 
Etude in A-flat Op 6 No 2-Mtm~r - Gambio I f i r ~  

Eight Plecm for Tlmp~n~Ca~er - Ame~. 
Three Impreu iom foz  Keybo t rd  l ~ c u s ~ o n  and Piano- 

Knlpple - Manu 
Maximba SuRe-Sifter - WIM 
Fou~ Ple~e* for Thnlmni-Re~-ganm - MFP 
Double Concerto for Two pe~cumion and Ofchestxt- 

Ckone-  C~one 

Junior Recital 3]23]77 
Rontld Horner, Chris FoYer 

Sonata f o r  Ma r imba  and Fhno-Tarm~ - M.M.C.ole 
Die Zwh  ~chennacldne-pey~on - CH  
Conce~leo for Xylophone and O~che~rt-May~mi - 

Peters 
Concer to  f o r  ~ r t cuu ion -M lZheud  - Univ. Ed. 
Sacra-Caner - Au,oc. 
Setennde-Schnher t/Davis - CL ~unhnuse 
Duo Miniature for Malkt petcnu~omTaaner * MPT 

petcor~on Enu~rnble 4125177 
Gary L OhnsteM, Conductor 

Thxee Play-Exvm - Peters 
M u ~ c  • Battuta for P=cus~don Ensemble-Schiffman - 

Assoc. 
Take Tha t  - A ]b r i gh t  - Jobert - 
Londonderry Ak-Traditlenal - Manu 
Dance for the ComedianfeSmeta na-Mutm~ - Forster 
The ~ . H .  Green - Manu 
Xyiophonia-J. Green - Ma.nu 
Af ikan  Welcome Piece-Udow -VMMP 

RHODE ISLAND 

BROWN UNIVERSITY 

The Ensembler ~ c u u i o n  
3]27]77 

Bm~iug House: Overtuxe, Op 185a-Hovhene~ - C. F ,  
Peters 

4/4  for Fom'-Ckone - C~one 

TENNESSEE 

EAST TENNESSEE STATE UNIVERSITY 

Pe:cmn~on Enaernble 515177 
David W. V i ~ e n t ,  Dkector 

I n t r ada -~ t  * Vit~ent  
~mn-a-Bon*on - MCA 
~ c h i , J t i o ,  * Soutl~wn 
l~dude for fmt~ Mar i ahe* - I .mm~ - Volkweia 
The S a m e ~ S e m t e  - Vioeem 
Mam-Berm~in - Viocent 
Can't Take My Eyes Off Yo u-O, ews - Vincent 
Tcccata-Chevez - ~elwin 

UNIVERSITY OF TrANOOGA 

lU~cum~on En~mble  11/11176 
Dan S p ~ d ~ , .  C o ~ e c t o r  

B ~ ? o r t  Shetch*Spem~ - ]~u~hn.,~e 

~entatonle Ciock-C~kovsky - Ca'retire 
October Mountain-Hovhanesl- Peters 
Three Broth~s-Co~ra~- Musk for Pe~.  
Three Dm~ce ~ta-Rtmmit - Pt'ele~ 
A La Samb~-petars - peters 

Percmmlen Ensemble 2 / I1 /77  
E~m S l ~  Conductor 

l~t  micra for lq~-ce.s~,o~ I,'u~'u merit s-Roldo- Southern 
The  Swords of  Mode-I~I~taH - Fnmk's  
Afflc4m Welcome Piec~Udow - UMMP 
DeMgn Groups for Pe~ct,umion-Slmon s - Mtnu 
Fugue XVI i~ g m l e e c - k c h / ~ n  - Manu 
Xylophone R~eoothlm Spalding- ~ u  
Jesus ~atist Superstar Medley*Web~rlm'~ K~mnndy- Msnu 

TENNESSEE CHAMBER PLAYERS AND THE UTC 

PERCUSSION ENSEMBLE 

Dan Sp~Idk~g. Coudu,,~.o~ 
4/10177 

Myste~iou~ H o n e  Refore the C.~ta-Hohvaness - petart  
The Burning Home Ov~ture-Hohvane~ - Peters 
I n t e ~  Op I0  for Eis~n ~hlgze~ople~--soderl ind - 

Norweillle n Cornpo~xs A~oc. 
for Small O~chutua & pe~umion.Vamse - 

S c h k m ~  

Eammble - Temme~m PAS FERC Day 4/30]77 
Dim St~tdk~. Conde~tor 

-Swords of  Mod•-LLug-Petar $ - FDS 
Sk*tch for ~ n - L o P t e ~ i -  MFP 

Muelwe.ho-Abel/ar~ Combs - Manu 

UNIVERSITY OF TENNESSEE-KNOXVILLE 

Dual Pef~umion Concert 11/19177 
UK Lnd UT 

Inventions on  • Mottv~C~lgnuz * MF 
Three Studies for petcuseion-Jc~ Eun  Ha o Msnu 
Rttmo J ondo-Sm~Jw, h * AMP 
Tim S w o n h  of  ] , ~ d a . I . ~ p e t ~ s .  FUS 
Int~ductioo and ~McXm~zie - MFP 
Sp~dJh daace-GmmdosJFiok - Manu 
Dance Macsbm-Sain bSaeor/Viocent - Manu 
Gt lmbomugh -G tuge r -  Southern 
A T ~ e  for JLZZ S p * e ~ s -  SMP 

Percus~bn Ensemble 3/2/77 
F. Mlehael Combs, Conductor 

O ~ - t u m  for pe~cuuion Enmmble-Bock. Kendor 
Octet for Keybe~d  percut~n-Snoeck  - MFP 
" ' In te rmezzo"  from CavaIl~ia Rus~cana-Masean~] 

Vincent - Manu 
Celebration and Ohomle-DePonte - Manu  
Blue percumioreKor f - pPP 
October Mounmin-Hovhanes - MFP 
Rondo  ,f~a4rz, ando-Do t * on  - SMP 
Abstracto No I-Santiago- Hanu 
"Cheva Balkq" From Fiddler on  the Roof.art, W. Woods-  

Manu 

1%tt~'uuio n Ensembio $l$/77 
F.  Mlehad O)mbs, Cendwtor  

Ioroduction and ~ c h ~ y  • Creative 
Fancy Thet : I )av~ - Qmt ive  
Funeral March of  a Mafio.C~unod/Vlecent - Manu 
"Dance  of the Commed ia  ns ' -S  meta n~Mu  ~ r  - Forst er 
Improviat tion-Colgras - Manu 

Frye  ~ ,  petcmmlen 5/5177 

Toccata for Maxknhe-Dler~f* MFP 
L'  Ept te  A Tnoo-C, e m i l ~ n i  - Editions Max F.4~hlg 
Mndeme for Marlmhn-$. Smith - l~t'mna 
Ma~h-Cart~ - AMP 
13m~e o f  t he  Co rmdilor-Smetam]Mu tsez - Fors ta r  

TEXAS 

NORTH TEXAS STATE  

I 'mcm~on  E raemb le  11 /6 /76  
M. Houllf, T. Maquke, Dkecton 

Prelude for Pegcm~on-Milkr - MFP 
O* t l ea to  Fum iu l r ao -Cowe l l  - Nmv 
Tocca ta43~ t vez .  Enhv ia  

Clmmb~ Piece for Percum~on Qukxt et-Co~p~us - MFP 
T h e e  & o t h e ~ K n t f t ,  Sou th~n  
Momanmn-Benc f i seu t t o  - 
~a  ndeau .pe .w / -  South4m~ 
Homunculus C.F.-Pen~ Sou the~  
Mu~c4t Batt uta-Schlffman- Assoe~ 

Faculty Recital 12/7176 
M. Houlltf 

Conc*rfino for Timp4ml-Colera ts * Ml~ 

~ t ~  C h u  Recital 
12112/76 

Fugee-I lea~l~Fink~ - S c h k m ~  
Y,  Bow After the  Raia-peteta - pet e~s 
Somta  in E-Bach - /my  Edition 
Minuet k~ A-Mozart- Int~n~ 

G n ~ t m ~  RecRt12121177 
D. M u h b u m  

Dm4tioo ConeerUmte-D~l - Temt  
Concwto for Ma~ab~ and Vibes-Milhend- Ed¢¢h 
Introit-Nehlyhel - E.C. Ketby 
Tske Thet-Alb~IgM - Jobert-I~is 

Sen~  ~ 2 /25 /77  

Concerto for M a r ~ h e  & Piano-Bast a - Manu 
Coacertino for Vlb~pho~e & O~chestra-Flek - Otto 

Wrede 
Vt rmtbn$  for Drums  •nd  Viole-Col~aU - MFP 

F a ~ t t y  I t e k ~  
},L Hrmlllf, H,  Olutel 

A Dream Fantasy-E~Iz - Ft .~h~ 

DMA Recital 317/77 
Rohen  Hom(on 

M m ~  for • Suram~  E v ~ - C n w n b  - Pe t~  
Somta  f ~  Two Pianos & p e ¢ c ~ n - B t r t  ok  - B&H 

Facul~ Recital 3116177 
M. Ho~if .  I .  ~ h u l t  

Duet for Trumpet & l'e~uN~on - M. Houllif - Manu 

Pet-~xtsdon ~ b l e  3/25]77 
~L HoutUf 

Take T h e t - A l ~ t  - Johext-pexi~ 
Two Rhythralc s-Roldan. Somhet-n 
Symphony for Pelcut~ort-h~,hrmm - Elkan-Vog,d 
Pex~on~-Hot/lif - Manu 
Blue Rhythm Qtt~tet-Koff-  Paul ~ Pub*. 
J.P.-Boulfif - blanu 
Intamctio~s for Vib~phone  & Pe~cumlen . B~qp tmo - 

B h k r u a - F ,  k l s t ~  - Mares 
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RICE UNIVERSITY 

Percuminn Enmmble 3115177 
R l c h ~  B~'own, Conductor 

Re: Petcumon.Kadin - Chamber Music Library Sam Fox 
Reflections for PercussiowMartin- Manu 
Diverdons for Flute and Mafimba-Tarmer - Menu 
Percu~ion Mullc-Colgrt~- MFP 
Einen Kkino Hachtmuslk-Mozart - Manu 
Suite fat Pcrcusdoml~aft - Mills 
Dbcussion.Atam - Peters 
Fugue in G Minor-Bach/to Woodhul - Manu 
Encore in 3az~-Fisth - Sisehe/ 

Faculty Recira13121177 
Richard Brown, Pcrcu~ion 

Five Improvisttiom-Takeuchi- Universal 
Recitative and Improvisation for Four Kettledrumt~uter 

HomMe to Keith azrret and Gary Burton-go~ - Mauo 
Partita No IIIJ,S. Bach ~ International 
Varlet (on* fox lou t  Drums and Vlola-Colgrst* - MFP 
L'Histoke du Soldat*St ravinsky = J & N Chester 

Student Recital 213/77 
Lovie Smith, Percusdon 

Concerto No 5 in A Major K. 219 for Violin and 
Pi~no-Moutrt - Schirmer 

Sonata No 1 for Timlmni and Piano-Ci~one- Crone 
Three Dances for Solo Snare Drmu-Bemon- C/rappen 
Partita No 2 in D Minor for Utmccomlmmud Violin-Bach 

Intern. 
English Suite-Kraft * Award 
Concerto pout Marimba et ~ r a p h o n e  et Orchestre- 

Milbeud ~ Enoch et Cie 

Student Recital 1130177 
Donald SpimllL Marimba 

Concerto for Manmba-Creston- Schirmer 

Pereumon Fxtsemhle 417fl7 
Ridmrd Brown, Director 

l~*cuuion Suite No l-Bebon (Bright Star) 
Comedians GalinpKabalevsky - G.Peters 
Moon StepBleum- El Ken.Vogel 
Frescoes 70 for Petcul~on Quartet*Hummel - Simrock 

lkmbu~-London 
BASS Ball-Leavit t/tlx Del~ ~ Berklee 
Wake UpoLeavir t/ire Drip * Berklee 
Concerto de de Aranjoet]Spain.Rodrigu/Corea art Cutaia 

• Mane 
Toccata-Omvez - Belwin 

SAM ttOUSTON STATE UNIVERSITY 

16th Annual Contemporsty Memo restlval 
3 /~ /77  
I ~  R,dph ~ Director; Dr, Kxrd ltu~, Guest Con~ 
ductot 

Concerto for Pemcsslon and Wind En*embl~-llum - AMP 

UNIVERSITY OF TEXAS-ARLINGTON 

4/21/77 

Daybte.ak-Chrpman ~ MFP 
Sonata No I fat Solo Violin-Bach ~ Peters 
percu~ion Smte.Rutsell- MFP 
Sonata fox 'pympani.Beek * Boston 
Ikdhde-Stabile - War(era Inteml 

UNIVF RSITY OF TEXAS-EL PASO 

Evening of Pe~ussion 5/1177 
Vl "¢ki P, Jenks, Direc(or 

Toccata fez P~cu~mn Imtruments-Chavez ~ Belwin 
Parade-Gould - G&C Mu~c 
Song fat Trombone and Percumor~McKenzio- MFP 
Ilalfhte-Cbtk ~ O. Clalk 
Sonttina.~fnil ~ B&ll 
Agnus Dei:Palestt me/art Moore- Permus 
BourecPHandel/~xt Moore- petmus 
Greendeeves-~raditional/arr Peters- G, Peters 
I~wnlng prayer-H umperd rock)art Monte - Petmus 
Adagio for St rlngs-Samu¢l Baxberlax'x Jenks ~ Menu 
Beet Barrel Polka-V~uoda]art watt * Manu 
J~2z Vamnt s-John Beck- Boston 

lloutton Symphony 3/13-15177 
Lawrence I ester, Music Direeror 

Richard Brown. Percuuaonist 
C0nce~to for Solo Percussionist and Or~he~lxa-Eth - 

Merlon Ptest 

tr'j['AIl 

WI'B[ R STATE OOLLEGE-OGDEN 

faculty Recital 3/28177 
Douglas ] ,  Wolf, Percustioinst 

Inspirations Diabol~que-T~gawa - T~7 
Eantaste lmpromptu-Chopm - 1 ersatz 
Tho~tht s fat Flute and V~raphone-DePonre" MFP 

Etude in C Ivia}or Op 6 No 1D-Mulet ~ Gamble ".lt~ed 
Alone-Tom Brown ~ Kendor 
Imqua-Tom Bzown - Kendoz 
Concertmo for MarimbvMayuzumi~ C.F, Peters 

Pe~-usdon Ensemble 5125177 
Dongins J. Wolf, Conductor 

W.S.C. I):um Corps C.adenc~s-Varner* Menu 
Overt u~e in Pe:cus~on-Cirotm - Cfrone 
Toccata for l~rcusdon Instmments-Omvez - Be]win M/Ils 
Three Episodes fox l~tcumon Ensemblo-O'Reilly - 

Schirme: 
Symphony No I for Pcrcu~ort-Ckone- Cirone 
Jazz Variants, Beck - Boston 
Fancy That-Davis - Creative 
Godsp~1 Modley.Schw~trtz/arr K, C~ntile - Manu 
El Races De La Camptown-ar: "1". Davis - Creative 

VIRGINIA COMMONWEALTH UNIVERSITY 

Percussion Ensemble 4/27/77 
Domdd A. Bic~ Dkccto~ 

Toccata for Percussion Instmments-Chavcz - Belwin Mills 
Africtrt Sketche~Willi~ns - Ludwig 
Dance Barbaro-Lambro - Peters 
Jextapo,;tinn No 1-El Dabh- Peters 
Bali-C,o~o n * MFP 
Laura Soa,avCaroso/Fink- Simrock 
Quintet for Mallet Petcumon-Gtstyne - Fereol 
Prelude and Fugue in E-flat minor-Bach 
Pencherlne Rng./oplin/Fraunfeir er - Manu 
Sabre Danc¢-Khatchaturian - Menu 

Percusdon Lab Ensemble 5/3177 
Donald Biok~ Dkeetor 

Three Piece* fox l~tcutrion Qutrt ct.Benson- S~l~mer 
Trio for Pereu.ion-Kraft * MCA 
"['he Soe~ of Queztecoatl-Htrdt~n - MFP 
Suite for P~cumon-Fuzfl- Mil~ 
A La Samba-M. Peters - M, Peter* 
Drcan~vil l~M~ncini/~z Schmstme * S & S School o f  
Music 
A Blast of Cb..-Schinstin¢ - S & S School of Mutate 
The Enter t alncPJop]in/art Moore- Pernlus 

Junior Recital 3/17177 
Charles C. Barclay, Percussion 

Di~ns for Fhne and Moran(ha-Tanner- MF:P 
Englith S~oK:~ - Award 
Theme and Variatinm-FIoyd- Studio 4 
The King of Denmark.Feldman- Peters 
Yegow After the Pain-Peters ~ M, Peters 

WASHINGTON 

EASTERN WASHINGTON STATE COLLEGE-CHENEY 

Duo Recital 
Bryan Bogue, MRc Sakatch, Percussion 

Concertino-Cx¢ston ~ Schirmer 
Concerto fox Petcu~*ion.Milhaud - Universal 
The Twitt Piing Machine-peyson - Creative 
Fantasy On Japanese Woodplrints * Hovhane~ - C.F. 

Peters 
Beguine and Samha-Frock - southern 
Theme fox Goodbye-T. Dav~$- Barnhou~e 
Trio For Pe-rcus*ion-Bemon - MFP 

Petcutdon Enterable 5126177 
Martin J, Zyskowdd. Conductor 

Percumion Mutic-Colsrass- MFP 
Three Movements for Percussion Emcmblo-Keagle - MFP 
Toccata Without Int~Jument s-Meyer - Kendor 
Suite for Percussin n-KJ'a ft - Mills 
C:e~cendo-A, Leptk - Windtox 

PercusSion En*emble at Banff Center 5121177 
Banff, Alberta, Canada 

The Morning of the Wozld-Maloo f - Berklee 
Muti~ fox Mallets and Percu~don-Bavicchi - Oxford Press 
Quat e~nion-Delp - Southern 
SuRe for Percut.don-Kra ft - Mills 
Forest Ram-Depeinte- MFP 
Beguine Scene-W. LeavRt - B~tlde~ 
A Taste of Brahms-Davis - Creative 

WEST VIRGINIA 

WF~ST VIRGINIA INSTITUTE OF TECHNOLOGY 

P~cusdon Ensemble 3177 J, Michael Roy, Director 

Bordello Bordeaux-art Roy = Menu 
Mongonucleods-penkow - Manu 
Nadb's Thcme-Devorran 7 Botkin- Manu 
Joy tO the World-art ROy - Man. 
LOS Din~es Azteca$-Gardner Read - Cole 
Los Echange*-Fmk - Sirmock-Hamburg 
The Swords of Moda-Liug-pet era - FDS 
Concerto No 1 for Percu~iowCirona- Crione 

WISCONSIN 

UNIVERSITY OF WISCONSIN RIVER FALLS 

Faculty Recital 3110/77 
Teny Smith, Percussion 

Rondena per Organo Pedak • Timpani-Marius Mormi- 
kendam - Domemus A.sterdam 

I". Nehls. Teny Smith, percussion 4/27/77 

credo In Us-Cage- Peter; 
Water Mmic-Cag~- Peters 
Variations Ill-Cage * Peters 

Perouss~n and Marimba Ensembles 5119177 
Tm-ty Smith. Director 

Overture for Pexcusdon Ememblo.Beck - gender 
Statements for Pe~cuteinn-Muczyndd ~ Schirme~ 
Ritmo Jondo-Sutmach- Assoc. 
P~dude and ~Volz- Bourne 
l~atan: Echoes of the Grecian.Hatch- Hatch 

Th:ee Concert Pieces for Eight Hands on Two M~riof  
has-Hatch - Hatch 

UNIVERSITY OF WISCONSIN-EAU CLAIRE 

Dennis Lestcr, ~cusdon 
4/13/77 

Viol in Sonata No 5-Beethoven - Schixm~ 
One Word-Bnly Cobbem - Manu 
Welcome, Viking l-I~tmL* ~eate~ - Manu 
Concerto Gro~o Op 6 No 10-Corelli-C.F. Peters 

Performance Class 4/20177 
Bob Gibson, M~e Klingb¢iL D~ ins  Lerter, Toni Duzbin, 
Jim GalbSBex, Marimbas 

AUogro from Concerto Gtosso: Op 6 No lO.CoreRi- C.F. 
Peters 

Comedians GaliopKabalevd~ylarr G. Peters * Franks 

Marimba Ensemble 
Run Keezer, Dk~ctor 

Rondo: P:estc-Haydnlarr Vincent * Menu 
Chom]e-Banst ein/arr, Vincent - Menu 
Dtnse Matcbze-Saint S~en$ltrr Vincent - Manu 
Wiener l~mer~ Landler-Schubert/art Vincent - Manu 
Anitra's I~mce-Grie~Jarr Vincent * Minu 
Contmpunctus No 9-Bach/l i t  Vincent - Menu 
Bachmach Medley-B,t chmachl tn Kee~er - M~nu 
Mancini Medley-Mancini/ttx Werlein - Manu 

CANADA 

UNIVERSITY OF SASKATCHEWAN 

Pexcu~on Choir 3/16177 
David C. Wame, Dk~tor  

M~r~h for P e r c ~ n - R l n d -  MFP 
Trio for Petc~n-Ktt~ *MCA 
Ha~ire-Oa:k - Cla:k 
October Mounrsin-Hovbeness - CF,  Peters 
Tango D'Or~ntal-Tobias - Adl~r 
Mudca B~tuta~chlf fman- Amoc. 

UNIVERSITY OF VICTORIA 

Concertina for Xylophone & Orchestra - Mayuzumi - 
Peters 

Encounters Ill-Kraft - West em Intern. 
Liaisons-Roman Hauberatock-Ramati- Unlver~d 
Congo Fever-Brown 
Concertino for Tlmpani-C.o~ra*** MFP 

UNIVERSITY OF WESTERN ONTARIO 

Graduation Radial 
d'Arcy Gray, l~cusdon 

S~ta-Czrt er - Atone. 
SuRe for Solo Vibraphone-Leptk- WMP 
Inspirations Diaholique-Tugawa - WIM 
Sonata for Two Pianos and Percussion-Bartok- B&H 
Life-Gray - Manu 

PUERTO RICO 

INTER AMERICAN UNIVERSITY OF PUERTO RICO- 

SAN GERMAN 

l~cmnion Ensemble 3117/77 
Alien K. Lanbem, Director 

IntroductioreLanham - Manu 
Toccata Pera lnstmmentos de Percuminn-Chavez- 
The Burmng Home Overture Op lgSa-Hovhan¢ss - C.F. 

Peters 
]~ccbena le-Nov~ss - C.F. Peters 
~ n c e  of Bkck*ll~red Mountain Storm 
Op 183a from Wind Drum.Hovha~ss- Peters 
October Mountain, Op 135-Hovhaness- Peters 
3 + 2.Faberman - Adler 
T~Fout-Al~Davis - Barnhou~ 
Percusriontl Melee Op 33 No 4.Gtnz- Mills 
Akgree Muchacho-Ab¢l - I ~ d w ~  
Moming..,Ginw!-Dnip - Kendor 
Encore in 3azz-Firth - Fischer 

Percussion Entemble 513177 
Allen K, LanVam, Director 

Mosiac~-Spems- Barnhouse 
Toccata-C~avez - ~V~ls 

ARKN(SAS 

Arkansas State U n i v e r s i t y  

Percussion Ensemble 11/15/77 
Dr.  dared Spears,  Conductor 

Concorto Grosso, Op. 5, NO. 6 - V I v a l d l  
(Eng land)  

C A L I F O P . N I A  

San Diego S ta te  Univers i ty  

Graduate t ~ c l t e l  - P a t r i c k  P f l f f n e r ,  
Percuss ion;  Den Copenhaver, P iano;  
La r r y  Fant ,  Trumpet 515177 

Conceet lno f o r  Marimba - Paul Crestoo 
(~o Sch l rmer)  

NO, 9 Zyk lus  - Y2srlhelnz Stc~khausen 
(Theodore Presser  CO.) 

Concerto f o r  Marimba &V lb raphone  - 
Dar ius  Mi lhaud (FJ~CH e t  C le )  

Encounters I l l  - W i l l i a m  K r a f t  
(Western I n t e r n a t i o n a l  Music,  I n c . )  

COLORADO 

Rocky Rtd,qe HOStC Center 

Rocky Ridge Percussion Enslmble 7119177 
Dr. John Ba ldy |n ,  I n s t r u c t o r  

Pre lude and A l l e g r o  - Edward Vo l z  
(Bourne) 

FESTIVA~ Or la;SIC 7/,~Z/77 - 8/?/ ; '?  

Rocky Ridge Percusslon Enslmble 
Dr. John BeldMln, Instructor 
Su i te  f o r  Pel~cusslon - W i l l i a m  I~ 'e f t  

(HI I Is Music)  

BO l l y  Wisdom and Kevln H l t chcock ,  Hertmba 
F i ss ion  - Mor r i s  Long ( A d l e r / O e l w l n )  

Hlrcus Breuch11, Snare Drum 
Two Unaccompanied Solos f o r  Snare Or~ - 

Michael Co lgrass  (Lawson-Gould) 

Kev|n Ht toh0o0k and H o n y  Wisdom, Snare 
Drum 
Four th  Endule - R ichard Dobbs (Schm l t t )  

Kevln H t t chcock ,  H l r l m b a ;  T i m r e  R i l e y ,  
Piano 
Sonata t a r  Harlmba and Piano - Peter  Tanmlr  

(M M Cole)  

Kevln Hltchcock, TympanI & Snare Drum 
Do l led  f o r  the Dance - Saul Goodmen 

(Hi I 151 
ToPnado - M l t ch  Harkov lch  ( C r ~ t l v e )  

HOlly WiSdOm, M i r l l d m ;  Steffanle Hlnkley, 
Piano 
SonaTa f o r  ~ r l m b a  end Piano - PeTer Tanner 

(M M Cole)  

Kevtn HI tchcock  and L(sa R O ~ ,  Snare Drum 
Jus t  Two - M l t ch  Markovlch (Crea t i ve )  

L isa  Romeo, Ha r tmb l ;  J u l i a  Romeo, A c c O ~ .  
Concer#lno - George f r o c k  (Southern)  

[evJn H1tchcock and H o l l y  Wisdom, 
Percussion 
Percussion Oown Home - David Car ry  (GelaxT) 

H o l l y  Wisdom, Xylopndne; Rocky Ridge Hostc 
Center  Orches t ra ;  Robert  01son, Conductor 
Su i t e  fo r  Xylophone & Orchest ra  = Carey 

(Galaxy) 

Rocky Ridge Percosslon Enslmble 
Dr.  John Baldwin, Instructor 
RE: Percussion - K a r l i n  (Sam Fox) 

Dr. John Ba ldwin ,  Percussion 
Senate f o r  B*ss Drum l C~ary L a r r l c k  

(Larrlck) 
Cymhellsm - Jack Mouse (S tud io  PR) 

~es tern  State College of Colorado 

Sen io r  Rec i ta l  - TOm A l l e n ,  Percuss ion;  
The Western Sta te  C011ege Percussion 
Ensemble, A l l e n  Bro~n, O l r e c t o r  
216177 

Concerto No. I in  A a l o o f  f o r  
v i o l i n  and p iano - J .  S~ I~¢h 
( i n t e r n a t i o n a l  Music,  I nc . )  

French S~ i te  f o r  percuss ion so lo  - 
Wi ! I lam K ra f t  (~os tern  I n t e r -  
n o t i o n a l  MUSIC, I n c . )  

f ou r  Piece*. f o r  Timpani (196Z) - 
John 8orgamo (MusIc for 
Percuss ion,  I n c . )  

Mu lT iphon l×  f o r  percuss ion ensemble 
and tape - T h ~  Hutcheson (HeMor 
Percuss ion Publ I shers )  

Crys ta l  S l l e n c e -  Chick Corea 
(menus.) 

Sen io r  Roc i t e l  - I~n  Ca r r t e re ,  
Percuss ion;  The k~s te re  State 
Percussion ( n s w b l e ,  A l l a n  Brown, 
D i r e c t o r ;  A11en grosm, Percussion;  
}~rtha ~etson,  Piano 2/20/77 

A l l e m n d e  end Cor ren te  In D minor  
( f rom the  Four th  Sonata fo r  V i o l i n  
A lone)  - J.  S. Beeh (C i r ]  F i she r ,  
I n c , )  

Fiss ion  ( f o r  two ~ r l m b a s )  - Morris 
Lang (Henry A d l e r ,  I n c . )  

Double Concerto ( f o r  tWO i ~ r c u a s l o n l s t s  
and p iano)  - Anthony CIPooo (CIrooe 
Publ I s ~ r $ )  

C a n t i c l e  NO, 3 ( f o r  f l u t e ,  g u i t a r ,  
end percussion ensemble) - LOU 
Har r i son  (Music f o r  Porcusslon,  I n c . )  

The P ink  PanTher ls  Encounter w l t h  tbe  
P a t r i o t s  - C I  i f t on  WI I I lams end 
Henry HencIn l  (menu.) 

Tones fo r  Joan% Bones - Ch lck  Corea 
( ~ n o . )  

-61- 



Reci ta l  - Jazz Qu in te t ;  A] Bru~n, 
01rector  2/22/77 

Green Dolphin St reet  - Washington/ 
Kaper (mesus.) 

500 14lies High - Chick COrea (r~enus.) 
Spr ing Can Rea l l y  Hang YOU Up the 

Rest - Teeny Wolf (m~nus.) 
Green MOUntains - Steve Swallow (menus.) 
Biuset-te - J .  Thlelemans (manus°) 
Blues in C NO.|or (menus.) 
Song - AI Brown (~anus.) 
My Favor i te  Things - Richard Rodgers 

(m~nus.) 
Day Waves - Chlck Cores ( ~ n u s . )  
Var ia t ions  on a Well-Known Tune - 

Anonymous (~anus,) 

Rec i ta l  - David Sveetk ind,  C l a r i n e t  4/26/77 
A l l en  Brown, Percussion 

Sources I l l  f o r  Two Performers ( C l a r i n e t  
and Percussion) 1967 - David Barge 
(a lexander Broude, I ns . )  

Jun io r  Reci ta l  - Ba~ela Hunter ,  Piano, 
Harpslchnrd,  and Percussion 4/29/77 
A l l en  Brown, Percuss|on; f ~ r t ha  Watson, 
Piano 

D lve r t l ~en to  (3 Fantaslen) fo r  harpsichord 
and percussion - Bauer (B re l t ksp f  & 
H~r te l )  

Improvlsat lons fo r  percussion and piano - 
N Ihn lov l c l  (Huegei & Co.) 

Concerto for  marll~ba - Mi lhaud (Enoch & CO.) 

Percussion Case#ale Concert 5/17/77 
A l l en  B r u ~ ,  D i rec to r  &Vtbes  

Trlpl~ych - Anthony Cirone (CIrone Pub.) 
NIDht Huslc fo r  Percussion - Robert Starer  

( H i l l s  Muslc~ i nc . )  
Concer t ina f o r  vibraphone and piano - 

S ieg f r ied  F lnk  (Otto Wrede, pub.)  
Re~emper the  Sea - Crai 9 Dawson (menus.) 
Concert ina fo r  Percussion - Byong-kon KIm 

(M i tche l l  Peters,  pub.)  
Sea Journey - Chick Cores (menus.) 

State FIre~en's Assn. " S i l v e r "  Anniversary 
Concerts - k~Stern State College Symphonic 
Winds; Kenneth Snapp, Conductor; Freder ick 
Fennel1. Guest Conductor 3/4/77 
A l l en  Bro~l .  Percussion; H e ~ r s  o f  Percussfon 
Sect ion 

Concerto fo r  Percussion end Wind Ensemble 
(1972) - Kerul Husa (Associated Huslc) 

CO~HECTICUT 

Crs i t i ve  Hust% Matbers f te ld ,  Conn. 

Bacf te l  - The Creat ive Noslc Percussion 
EnseebIe; Michael L~ ROsa, D i rec to r  6/9/77 

Polyphonies - Michael Cunnlngham (madla 
Press ) 

October Mountain - A lan Hovhaness (C. F. 
Peters Carp . )  

The Case of NIetzsch - Hlchael La RoSA 
( l ~ r  Percussion Peb l l shers )  

H~I l e t  Quar te t  - Ludwig Beethoven, 
A r r :  Michael La Rose ( m n u s . )  

Sui te fo r  Solo Snare Drum - Michael 
La Rosa (Paul Pr ice Pub l l shars ]  

V is ions of  the Apocalyose - Michael 
La Rosa (manus.) 

Kestuck Percussion Studio 

Hustcal  Ar ts  Percussion Ensemble; 
Steve Kastuck, Conductor 8/77 

Three Dances - McKeczle (MFP) 
Crab-Canon f o r  ~ Percussion - gonger (HFP) 
Eerie I n te r l ude  - He ls te r  (Ludwig) 
F l r s t  Quartet  - Br i l~on (MFP) 
One Over Three - B r l t t o n  (NFP) 
Percussion Huslc - CoIgrass (MFP) 
The Good News - teresa (HaHar) 
Impresslonato - K~th is  (MFP) , 
Pal"tern Percussion - Brown (mender) 
Fanfare fo r  Percussion - Helm (NFP) 
EaSy 2/4 Percussion Qu ln te t  - Ross 

(NFP) 
L i t t l e  Su i te  - Kraus [NPP) 
Blue Rhytlvn ~ u l n t e t  - K o r f  (PPP] 
A L a  Nanlngo - Peters (14. Peters) 
Three Brothers - Colgruus [MFP) 
Toccata - Chavez (Dolwin) 
Honet - NoKenzle (MPP) 
What - Reuschenburg (TRY) 

ILLINOIS 

Eastern I l l i n o i s  Un ive rs i t y  

Daneral Roct ta l  9/27/77 
WI1114m Bryant, Hir lmha;  G1enna Jmes ,  
Piano; ~es ley Russe l l ,  Ttmpant 

Rondo f o r  14arimba and Piano - Theodore 
Frazeur (Music fo r  Percussion) 

Four Pieces fo r  Timpani (1962) - 
John Bargamo (Music fo r  Percussion) 

Juntor ~cttal - M1111~m 8ryant, 
Percussion; JImes ~ e t r ,  Peruusslon 
10/21/77 Glenna James, Ptano; Kur t  
Fe~quher, Soprano Saxophone 

Sonata for  Three Unaccompanied Timpani 
(C. 1964) - P h l i l l p  Re~ey (Music fo r  
Percussion) 

Wave Notion (c.  1977) - 8111 Holenhof 
(Kendor Muslc) 

90 Minute Wonders (Su i te  fo r  Marimba) 
(c .  1958) - Char les DeLancey 
(H i tch  Peters) 

Saeta fo r  Four Timpani (1949) l EIIIot-~ 
Car ter  (Assocleted Music) 

Lament for Vibes (c .  1975) - Thomas L. Davis 
(Barnhouse Co. ) 

Cc~cer t lno f o r  Marlmha and Piano (1940) - 
Paul Creston (G. Schlrmer) 

NoIchl~ede~'s Return (1977) - WI l l iam D. 
Bwan t  (menus.) 

Parcuss|0n ParF0n~nce Class ]0 /21/77 

Pass In Review - Harold Prent ice  (Balwin)  
Etude f o r  La t in  American Instrteaents - 

WI I I lam Sch lns f lne  (Creat ive Music) 
Etude Op. 6, NO. 8 - C l a i r  O~ar Hussar 

(Studio 4) 
Sonata fo r  Three Kett ledrums (19a7) - 

Daniel Jones (C. F. Peters)  
Facets for  Solo Percussion - armand Russel l  

(G. $ch l r~e r  ) 
Narch fo r  Four Timpani (1949) - E l l l o t t  

Car ter  (Associated Music) 

Northwestern Un i ve rs i t y  Scheol of  Xestc 

I ~ l v e r s l t y  Parcuss|on and H i l l e r  Ensembles; 
Ter ry  L. App]ebaum, Conductor 1 ] /22/76 

Ant lphon for  Double Percussion Cbolr  - 
F. Michael Combs (Southern) 

Vectors fo r  Percussion Ensemble and 
E lec t ron i c  Tape (reviSed vers ion)  - 
Stephen L. Syverud (Okra) 

Rondeau - Frank Bancr lscu t to  (MFP) 
Sounding Figures - Peter  R e l ~ r  Schulz 

(marius.) 
A f r i can  Welcome Piece - Michael Udc~ 

(LI4HP) 
Serenade "Elne K le lne  Nachtmuslk" K. 525 - 

N. A. Hozart  (Bre l f kop f  & H~r te l )  
Chorale f o r  Harl~ba q u i n t e t  - Robert 

Resseger (FDS) 
H~tona, mle cars - Orlando Lassus; A r t :  

John Doyd (FDS) 
Fugue XXI I f r~n  the "i~el l-Tempered C Iav le r "  

Book I - J .  S. Bach; A r r :  Gordon Peters 
(menus.) 

Select ions f ro~ "Carmen" - Georges B ize t ;  
A r t :  C l a i r  Musser (Forester )  

Dance of the  Comedians from "The 
Bartered Br ide" - Bedr lch S~etana; A r t :  
C l a i r  Musser (Forester )  

University Percussion and H a l l e t  Ensemb]es; 
Ter ry  L. Applebaml, Conductor; A l l e n  
NoJtere, Graduate Ass l s tan t  Conductor 2/8/77 

Two R l ~ I c a s  (nos. 5 & 6) - ~ d e o  Roid~n 
(SV~C) 

The Swords of  Hoda Ling - Gordon G, 
Peters (FDS) 

Streams - ~ r r e n  Benson (MCA) 
Aur iga - Reginald Smith 8 r l n d l e  

(Peters Ed.) 
~ua r te t  f o r  Paper Bags - Lar ry  Splvack 

( tang)  
Octet  f o r  Keyboard Percussion - Kenneth 

M. Snoeck (MFP) 
Andante f o r  Marimba Ensemble - Peter  

Tanner ( ~ n u s . )  
Polka, from The Golden Aqe B a l l e t  - 

I ~ l l t r l  Shostakovlch; a r t :  Gordon 
B. Peters (FDS) 

P l zz t i ca to  Polka - Johann & Jceef Strauss; 
A r t :  Terry L. Applebeum (menus.) 

Comedian's Galop - Dmitr i  Kebaievsky; 
a r t :  Gordon B. Peters (FDS) 

The Hust le  - Van HCCoy; A r t :  Sheldon 
E l ias  (menus.) 

Student Pe r ( te l  - Bruce Catwer, 
Peruuss(on (o f  the  Graduate Class) 
4/12/77 
Derlene Bys t r t cky ,  Piano; H i l t o n  Harper,  
Piano 

Five Improvisat ions f o r  Vibraphone and 
P i a n o -  KO~I Takeuchl (Un iversa l )  

Sonata f o r  SOlo Timpani - George Mard ln ly  
(PPP) 

Prelude No. ~ In A minor - Ha l t e r  
V l l l e -Lobos ;  A r r :  Thomas Davis ( ~ n u s . )  

Sonata No. I in  G minor - J. S. Bach 
( in ternee lanai  ) 

EK - Steels  l i  - Wi l l i am He i le l 'mn  (ACA) 

Un tve rs | t y  Percussion Ensamble; T e r w  
L. Appleb~um, Conductor; B. Htcbeel 
MI11tmas, Graduate Ass is tan t  Conductor 
4/22/77 Wi l l i am Walker,  Bass; Htxed 
Choi r ,  ~ l k |  Fo l r a th ,  D i rec to r ;  John Hol land 
& David Hidbon, Harra tors  

Synchronisms No. 5 f o r  Five Percussion 
Players and Tape - Har lo  Bavldovsky 
(Balwln - H i l l s )  

Su i te  f o r  Percussion - Wi l l i am Kraf~ 
(Balwln-HI I I s )  

Two Pieces fo r  Percussion Ensemble - 
Nancy Norton (marius.) 

Ch i ld ren  of  God f o r  E ight  Percuss ion is ts ,  
Mixed Choi r ,  Two Narra tors  & BAss 
So lo is t  - Steven Su l k l n  (menus.) 

I o n l z a t l c n  - Edgar Var~se (R l co rd l )  

Student Rec i ta l  - Deborah Ketz,  Percussion 
(o f  the Senior  Class) 5114177 
Pat r t c ta  B lack ,  Piano; Judy Washburn, F lu te  
and Ptc0olo;  Hembers o f  the Un ive rs i t y  
Percussion Ensmb]e 

Rec i ta l  Sui te fo r  Marl~f0a - Wel te r  Watson 
(MFP) 

Sonata fo r  Timpani - John Beck (Boston 
Music CO.) 

Var ia t ions  fo r  F lu te  (p icco lo )  and 
Percussion - David L. L a U r a  (MFP) 

Quar te t  fo r  Saxophones - Terry Applehaum 
(Southern) 

Down tO the  N igh tc lub  - S. Kupka, E. 
C a s t l I I o ,  D, B a r l b a l d l ;  Arr: Deborah 
Ketz ( ~ n u s . )  

Student Bac i ta l  - Wi l l i am PrteDa, Peruusslon 
(o f  the Graduate Class) 5/17/77 
Don Sch le lcher ,  T ~ ;  John Fa | r f Je l d ,  
French Horn; Kevtn Good, Trumpet; Charles 
B u t l e r ,  Trumpet; P~Iph Reppo]a, Tube; 
Harc H l r ,  Conductor 

Four Pieces fo r  Trombone and Percussion 
( I967,  ray.  1972) - Stephen Syverud 
(Okra) 

Terse I l l  (1968) - a k l r a  Mlyoshl (Ongaku) 
Sextet  fo r  Brass and Percussion (1965) - 

E l l e  $ legmels ter  (MCA) 
Adventures fo r  One (1961) - Robert Stern 

(MFP) 

Student Roci ta l  - A l l e n  No j te ra ,  Percussion 
5/20/77 Diane Sohiek, F l u t e ;  Deborah 
HaDAe, Piano 

Etude fo r  Teperecorder and Percussion - 
Wi l l i am L. Cahn (Cabs) 

Four Pieces for  Timpani - John Bar~J~no (MFP) 
Duet t lno  COncertente fo r  F lu te  and 

P e r c u s s i o n -  Ingo l f  DAhl (Broude) 
Fantasy on Japanese 1(oodprints - Alan 

Hovhaness (Peters Ed i t i on )  

Smear  Htgh School Huslc I n s t i t u t e  - 
Percussion Ensemble; Ter ry  Applebaum, 
Conductor 7/27/77 

Percussion Rel~e - Rudolph Ganz (Be lw in -  
M i l l s )  

Second Piece for  Percussion Ensemble (1977) - 
Nancy Nor#on ( ~ n u s . )  

Song of Matehuala - AI Payson (~enus.) 
El Races De La Camptown - A r t :  Thomas L. 

Davis (Creat ive)  

U n i v e r s i t y  o f  I l l i n o i s  

Detvers t ty  o f  I l l i n o i s  Peruusslon 
Ensemble 10/21/76 

L i f t - O f f  (196~) - R u s s a l i  Peck 
(Northern l I I  Ino ls  Un i ve rs i t y )  

S i l e n t  S igna ls  (1976) - NlllIam Duck~orth 
(Bucknel I Un i ve rs i t y )  

Tr iads - He ln r l ch  Konietzny (B. Schott )  
The Song of Queztecoetl (1941) - 

Lou Harr ison (Huslc f o r  Percussion) 
Invocat ions to  the Svara f ~ d a l a  (1973) - 

Wal ter  Hays (Wichi ta State Un i ve rs i t y )  

/~e r tcan  Composers Ensmble 11/21/77 

Hight  Music I (1965) - George Crumb 
(Balwln-MI I is) 

Lanterns and C~ndlei Igh t  (1975) - 
Barney Ch l l ds  (Smith Pub l i ca t i ons )  

Poems I ,  I I ,  I I I  ( 1 9 7 0 ) -  S tuar t  Smith 
(madla Press) 

I ~ g e  t o  D ix ie land  (1975) - Lyndon 
DaYoung (Northwestern Un i ve rs i t y )  

F.F.F.  ( F i l e  f o r  Pelkerson) ( I972/7~) - 
James Fulharson (Dar t lng ton COllege~ 
Devon, England) 

L le tverst ty  o f  I l l t n o l s  Percussion Ensemble 
2/11/77 

Welcome to  Whlpperglnny (1951) - 
Barney Ch l ids  (Music f o r  Percussion) 

Two Movements fo r  Ma l le ts  - ~i l l l am 
Ste inho r t  (Lang Pub l i ca t ions )  

Currents  (197~) - Ho~ard J.  ~uss 
(Un i ve rs i t y  of I I  I I no l s )  

Three B r a z i l i a n  Min ia tu res  (1968) - 
Osvaldo Lacerda (Ed i t i on  Scho~-~) 

Five Pieces fo r  Percussion Quar te t  - 
T h ~ s  Freder lckson (Un i ve rs i t y  
of  I l l i n o i s )  

Senior  Recite1 - Hark Swanson, Percussion 
11/13/76 

Knocking Piece (1962) - Benjamin Johnston 
(Smith Pehl I ca t lons )  

L inks (1974) - S tua r t  Smith (6mlth 
Publ icaHons ) 

S ta lks  and Trees and Drops and Clouds 
(1967) - Rerber~ BPun (Smith 
Publ i co t l ons )  

Two Hovements f o r  Marimba - Toshlmttsu 
Tanaka (Degaku NO Tomo She) 

f~lsterS Roctta l  - K t rk  McKenna, Percuss(on 
11/18/76 

No. 9 Zyk lus  (1959) - I ~ r l h e l n z  
StockHausen (Universal  Ed i t i on )  

Su i te  fo r  Marimba (1950) - A l f red  
F l ss l nge r  (Percussion Ar ts )  

Var ie t ions  fo r  Solo Y~-Hedru~s (1964) - 
Jan W i l l l z ~ s  (Music f o r  Percussion) 

Sources I l l  (1967) - David Barge (Br~ude) 

Senior  Hect ta l  - Don BanMn, Percussion 
3/23/77 

Tlme fo r  Marimba - Mlnoru MIkl  
(ongaku No Tomo She) 

Mutables - Lu ls  Jorge Gonzalez (Kendor) 
Hed l t a t l on  f o r  Schlagzeug (1965) - 

Klaus Mashagen (Ed i t i on  Refers) 
A Singing Song - Gary Burton (Creat ive 

Music) 

H ls te rs  Reci ta l  - Char lo t te  Hlbrey,  
Percussion 4/26/77 

Concert ina fo r  Timpani and Tape (1973) - 
Jan Hanus (General Music Co.) 

Mobile fo r  Two Percuss ion is ts  (197~) - 
Marta Ptaszynsha (Pie4) 

Two Hovements fo r  Marimba - Toshlmitsu 
Tanaka (Ongaku No Tome Sha) 

1 0 ~  

Duquesne UnJversJtyv Scheol o f  Masto 

PercussJen Ensemble; Htcheel Kumer, 
DJructer  2/22/77 ( C l i n i c - c o n c e r t  I )  

Mew Sounds In the Classroom - George CJelf 
(Universal  Ed.) 

Los Dioses Azteces - Read (Cole) 
Three A s i a t i c  Dances - Frock (Southern) 
A f r i can  Welcome Piece - Udow (Un ive rs i t y  

of  Miami) 

Percussion Ensmble ;  Htehael Kumr ,  
D i rec to r  4/19/77 (C l (n (c -conse r t  Z I )  

Rise Up O Flame - Praetor lus/Leonard (Camp.) 
The En te r ta ine r  - Jopl in/Moore (Permus) 
Drum Fun - Brown (Kendor) 
Waltz fo r  Swingers - Davls (Creat ive)  
Ta ran te l l a  - Farberman (Ad ler )  
Music fo r  Pieces of  Wood - Reich ( m n u s . )  
Laura Soaue - Caruso/Flnk (Slmruck) 
Discussion - Reuschenberg (W. I .M.) 
Toccata N l thou t  Instruments - Mayer (Kendor) 

Untvers t t~  Of Northenn lo~ i  
Deptr taent  o f  leJsJc 

Mind and Percussion Sin]nap 5/8/75 
Robert Haack, T t m o n t ;  Dan Hume l ,  
H i r I ~  

Canaries - E I I l o t - t  Car ter  (AMP) 
Six L i t t l e  Pieces f o r  the Marimba - 

Chr is topher  Knzol i  (14. Peters) 

Mind and Percussion Seminar Rocttal  
10/2] /75 
Robert Haack, T i l ~ n l ;  John Grihem, 
TIDpan] 

March f o r  Tlmpanl - E l l lo t~ t  Car ter  
(t~P) 

Tympanorum Muslcas - Donald Jenni (AMPI 

Wind and Parcusslon Semlnar /Roc| t t l  
11/11/75 
Robert Haack, P 4 P I ~ ;  Gary Peters,  
Xylophnne 

Sonata NO. I - J .  S. Bach ( I n t e r n a t i o n a l )  
Sonata - T. g. P i t f l e l d  (C. F. Peters)  

Wtnd and Percusslon SelJnar Reci ta l  
12/12175 
Steve Hark, Hir tmbe; Gary Peters,  
T t l r ~ n J ;  John Graham, M a r | l ~ ;  J u l i a  
Dause, Piano 

Prayer - R. Glpson (Southern) 
I~p rov lsa t lon  - E I I l o t t  Car ter  (/WP) 
Rec i ta l  Sui te f o r  Rerlmpa - I(. Natson 

(MFP} 

Wind ned Percussion SmJnar  3/30/76 
GaW Peters.  T(mpant 

Four Pieces fo r  Timpani - John Became 
(MFP) 

Wind and Percussion Seminar 4/27/76 
WaDdle 8 r e s s t ] ,  Percussion; Rob 
Fedson, TJmpin|;  John Graham, T 1 ~ n |  

Tuccate - DmAngelo (MFP) 
Sonata - John Beck 
SaUte - E l l l o t t  Carrel- (N4P) 

Wlnd and Percussion Smlnap  11/16/76 
Steve Hark,  HIrtmba; John Graham, 
I ~ r t ~  

Tear Drops - M i t che l l  Peters (M. Peters) 
P a r t i t a  No. 2 - J .  $. Bach ( I n t e r n a t i o n a l )  

Wind and Percussion SeB]IlaP ]2/t4/76 
Joel 0ver t0n,  Timpani;  Denton Kate]s ,  
T t l l ~ l n t ;  Dennis Johnson, TImpant 

Scherzo - H i t c h a i l  Peters (M. Peters) 
T r i ba l  Serenade-  N l t c h e l l  Peters (x .  Peters) 
In t roduc t ion  & a l l e g r o  - Saul GoodmBn 

(NII  Is )  

t / ]nd and Percuss|on Semlnar 4/12/77 
Joel Overran, H=rbdaa; XevIn W|ostead, 
TJmpaet; Kent Schu l t z ,  Timpani;  Denton 
Kete ls ,  T t ~ n t ;  Steve Hark,  T t l r ~ n t ;  
Dennis Johnson, TIBpan|;  Rob Fedson, 
T t ~ n t  

Zen Wanderer - M i t c h e l l  Peters (M. Peters) 
The Stox~m - M i t che l l  Peters (M. Peters) 
Solos I I  and 12 - Jack McKenzle (HFP) 
Ba l led  f o r  the  Bance - Saul G o ~ n  

( M i l l s )  
Statement f o r  Timpani - G e r ~  Whaley 

(Mender) 
Three Designs fo r  Three Timpani - Robert 

Munzynskl (Schlrf~er) 
Solo Dlelogue - Stanley Leonard (Vo lkve ln )  
Four Pieces fo r  Timpani - John Bargamo 

(NFP) 

UN] Percussion Ensembles; Randy A. 
~-~ancasp, Di rec to r ;  Robert HllCk & Den 
X m l .  Guest Conductors 10/1SI76 
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K~ock-on-Moo~ - Allan Blank (MFP) 
Percussion Music - Michael Colorass (MFP) 
Mohef ~nd ~oyal Fan,are - JosquIn d~s 

P.res/Osn Hummel ( ~ n u s . )  
A l i a  Zoppa - Steve M~rk ( ~ n u S . )  
Chiaroscuro - ~obert  Haeck (menus.) 
A f r l~sn  Sketches - J .  Kent Hi I l iams 

Prelude ~1 - Jc~nn Larsen ( t~n~s. )  
Ver ia t )ons on en ind len  Tala - Shrader 

(Med~a) 
T~ree-P~ay - ~Pqn Ervt~ (M. Peters) 

SOntor Recite1 - Jean Dettmann, Ptano; 
Robert ~. Raeck, Percussion 11/24/75 
I ~ r l e t &  Hatheson, Piano 

Clng Pieces Br~,ves - Jacques ~eI~¢luse 
(~duo) 

r r ~  [10h t  Pieces f o r  Fo~r T i r~e~ l ;  V l l l ~  
Vl~ & V~l - Cl l~o~ t  Car te r  (~24P) 

Sonafa NO. i In ~ mlnor - J .  ~. ~ c h  
( l ~ te rn~ t  }onal) 

Facu l ty  Concert - Randy A. Hogancamp, 
percussion 12/3/75 
H~r le te  Ratheson, Piano; John Graham, 
Percussion; Dan Bummel, Percussion 

0~o ~ l~ la t~ r~  - Peter  Tanner (H~p) 
~onala - Daniel ,~ones (Peters)  
Pe~cuss)c~ MUSIc for  Two - C i l i a  Ste tner  

(SeeSaw) 
~ fo r  Percu~sior, and Piano - P~r is  

PliHn 
The R~Bt[me Robin - c~e~rge ~ami l i on  

I~reen. (Crsen) 
o~ Cabin Blues - ~rsen (Green) 

Percussion Ensembles; Randy 
~og~incamp, Director 12/9/7S 

~ver tur~ In Percusslc~ ( I g7 | )  - 
A, Clrooe (Cirone) 

Three ~paces (1970) - S. Leonard 
(~eonard) 

~hree Sketches f o r  Per~usslc~ (1975) - 
A. Neat (n~nus,)  

Prelude and Allegro) (196~) - E. ¥o1~ 
(Bourne) 

Sfateraents fo r  Percussion (1970) - 
;~, t~zvnsKl ($chinner) 

Symphony NO. I for Percussion (19651 - 
~, Parchman (~ lkan-Vo~el)  

Senior  Rec i ta l  - Jim White.  Percussion 
3/1/76 

Saimlgo~dls - P ier re  P e t i t  (Ledge) 
$oi~ fo r  Solo Timpanist  - Sc~t~t Mustcn 

( ~ h l n ~ e r )  
R. D. H. - Richard Clpson (Southern) 

Ufll Percussion Ensembles; Randy A. 
o~ incamp,  D i rec to r  3/17/76 

Fanfare fo r  Double Percussion Tr io  - 
(Southern) 

Upon Rea l i za t ion  of a Dream - Walker 
(man~s.) 

FuBa-Eive - Bach/Faln l  (Creat ive)  
Na i l s  - R ~  (Cirone) 
Space Cl r~us - Corea/Carison (man~s.) 
Sui te Var lee - Ptaszynska (Leduc) 
Bandeau f o r  Percussion - BancPlscutto 

(M~P) 
~ver tu re  f r~n The Marr ie of r l  re - 

M o z a r t / H u s s e ' ~  

Senior Rec i ta l  - JO Ann Larsen, 
Rercusslon 4/14/76 
H I r l e t a  Hatheson, Piano; Randy 
Hogancamp, H~rl~ba 

Recuer~los ~e Los Dalea1"es - Henri Tomasl 

Var ia t i ons  fo r  Soio ~<ettledr~J~s - Jan 
WI I i lams (MFP) 

Concerto fo r  TwO V i o l i n s  I~ D Minor - 
J .  S. ~ c h / S p l e r l n g  (F ischer )  

Facu l ty  Concert - An Evening o f  Chamber 
Husfc ~ i t h  Don ~endt and Fr iends 4/19/76 
Randy Hoganca~, Percussion 

Circu-Parade, duo fo r  A l to  ~axophone and 
Ba t t e r i e  - Pier re  Max Duhots (Ledu¢) 

UNI Percusslon Ensembles; Rend~ A. Hogsncamp, 
l~l--rector; Robert H. Baack, Daniel L+ 
Huge1,  & ~o Ann Lateen, Guest Conductors 
5/6/76 

Cere~onla| - P. Creston (Schln~r) 
( u n t i t l e d )  - D. Hummel {msnuS.) 
Ost }nato - R. Bernard (Peters)  
Symphony fo r  Percussion - S, Leonard 

(Leonard) 
S t e l l a  by S t e r l l g h t  - A r r :  Rogancamp (menus.) 
Easy Winners - Jopi)n/Hogancamp ( ~ n u s , )  
The Dl~lmmer's Her i tage - Fennel l  (F ischer )  
Murche Funebre d'Une Mar ionet te - 

Gaunt/We i key ( ~ n u s . )  
Co~boys - Splvack (L~ngl 
Quar te t  f o r  Paper BaOs - Splvack (L~n 9) 

Facu l ty  Concert - Randy H0gancamp, 
Percussion; John Holstad,  Piano; Donald 
)~nd t ,  A l to  Saxophone and V i o l i n ;  o t h e r S  
6/9/76 

Clrcus-Parede - P le r r~  Max Oubols (Leduc) 
Sonata NO, I - At~thony J. Cirone (Cirone) 
The Ragilme Robin - George H~milfon Green 

(Green) 

I ~ I  Percussion Ensembles; Randy A. Hogsncamp, 
~ fFec t0 r  10/11/76 
F r t t z  Kaenztg, Tuba; Joe Glunte ,  Guest 
Conductor 

Galneborough - Y ~ s  Gauger (southern)  
Prelude XXil  - J .  S. Bach/Peters (FLUS) 
Hata l ,  Skin,  and Need - Frank L. Payne 

(menus.) 
Japanese Impressions - Anthony Clrcee 

(Clrono) 
Contrapunotue l I I - ~ r ~  AI ford 

(southeru)  
Krishna - R~y~ond Luedeke (m~nus.) 

Senior  Reci ta l  - John Graham, Percussion 
10/13/76 
Har le ta  I~theson,  Piano 

Concertina fo r  Harlmba - Paul CKOStOn 
(Schirraer) 

Scherzo fo r  Four Timpani and Piano = 
D ;d ie r  Graeffe (MFP) 

NO. 9 ZykIus - K~r lhe lnz  Stockhausen 
(Universal) 

Faculty Concert - Randy A. Hogancatap, 
Percussion 11/29/76 
Hary Beck=an, Xarp; Th0~ls Barry,  
Engl ish  Horn; Rick Lawn, C l a r i n e t ;  
Kenneth S l a v e t t ,  Double Bass; 
Stephen T t l lapau9 h,  Percussion 

Fantasia - W. A. NOzar~/de Gastyne 
( Fereol ) 

Duo - WI I 1 iam Syd~an (Peters) 
Con t inuum-  Stanley ~eonard (Leonard) 
T ientos - Car los Sur lnach ( / ~ )  
Sonata I~ - Anthony Cirono (Cirone) 

Senior  R e c t t a l -  Gary Peters,  
Percussion 12/6/76 
Har le ta  Hatbeson, Piano; 014I Brass 
Choir ,  Robert Krueger,  Conductor 

ConcerTina fo r  Harlmba n Paul Creston 
(Schl rmer) 

The King Of Denmark - Morton F e l d ~ n  
(Peters) 

Concer~;o f o r  Timpani and Brass 
Instruments - Peter Tanner (Tanner) 

UNI Percussion Ensembles; Randy A. 
Hogencamp, D i rec to r  12/8/76 

The $~ords of NOde-Ling - Gordon, 
Peters (FOS) 

PercussIonal l t y -  Anthony Cirone 
(Cirone) 

SuiTe fo r  Percussion - WI I I lam Kra f t  
(Balwln-Mi I Is)  

QuotatTons in Percussion ( l )  - 
A r thu r  Cohn (Balwin-Ml i l s )  

Agnus Bai - G. Palestr ina/Moore 
(Permus) 

Greemsleeves - A r r :  ~ r d o n  Peters 

Bi i l~ lca NO. 5 = Amadeo Rolda'n (~FC)  

Senior  Reci ta l  - Bruce Walker,  Percussion 
12/13/76 

T ~ i s  Etudes - Jean A~baln (Leduc) 
Sonata-~ l legro f o r  Murlmba and Piano - 

M i t che l l  Peters (M. Peters)  
Sonatina fo r  Timpani and Piano - 

Alexander Tcherepnln (Boosey & Hawkes) 

Facu l ty  Concert = A Chamber Concert 
2 /8/77 
Lathon Jero igen,  Conductor; Randy Hogancmp, 
Percussion; o thers 

The Sold ier*$ Tale - Igor S t rav lnsky  
(Tex~ by C. F. Bamuz; Engl ish  T rans la t ion  
by bllohael Flanders and K|tt~/ Black) 

01tl Wind Enseeble; Kit1 H. Ho l v l k ,  
i ~ d u c t o r  2111177 
Randy Hogancamp, Percussion 

Concerto 12 fo r  Percussion and Wind 
Ensemble - Ban Spalding (menus.) 

UNZ Percussion Ensembles; Randy A. 
o~-~ancamp, D i rec to r  2/23/77 
Charles L e t t ,  Trombone 

Streams - Marten Banson (ML~) 
~V~ysterious Horse before the Gate - 

Alan Hovhaness (Peters)  
Evening Prayer - E. Mumperdinck/Hoore 

(Permus) 
Bourree - G, F, Handel/M~ore (Permus) 
R l t~ l ca  16 - A, ROld~n (SMPC) 

Concerto-Aria Concert - [Jill Chamba~ 
Orchestra;  Graeem Cownn, Conductor 3 /2/77 
Joh~ Grahlm, l ~ r imba  

Co~¢ert ino for  Marimba and Orchestra~ 
Op. 21 (I9401 - Paul Creston (Schlrmer?) 

Facu l ty  Concert - RencLY A. Rogsnceep, 
Percussion 4111177 
Har le te  HItheson, Ptaon 

So, eta VI (E H a j o r )  - O. F. Handel 
(F ischer )  

Five Words - ~arren Johnson (southern)  
Chester - I ~ ,  B l l l l ngs /Anway  (menus.) 
Black Is the Color of My True Love's Ha i r  - 

A r r :  de Gastyne 
Snare Drum Solos - D. L. Hummel (menus.) 
Scherzo C~prlce - C l a i r  Cmar NOsser 

(Studio 4) 

Senior  Rec i ta l  - SCott Davis, Trumpet; 
Dan Hmmel, Percussion 4/28/77 
M i r l e t a  Hatheson, Piano; Cheryl B ru in ,  
Organ; Je r r y  Kenny, A l t o  SIx ;  Hike 
Ta f t ,  Bass; Hike Hichalicek, Piano; Dale 
Ensmlnger, TrumPet; Rtck Lawn, Tenor 
Sax 

F ive Improvisat ions fGr Vlbraphon 
und K lav l e r  - KOjI Takeuchl 
(~fnlversal)  

Fantasy Duos - Robert Myers (Myers) 
C h l l d r e n l s  Song - Chick Corea (menus.) 
Crysta l  S i lence - Chick Corea ( ~ n u s . )  
Cats in  the Street  - Scot# (~avls 
Donna Lee - Cher i i e  Parker 

Student Rec i ta l  4129/77 
Denise HcLaughl in,  A l to  Saxophone; 
Jan1 0ver ton,  Percussion 

C i rcus  Parade - Dubols (Leduc) 

UH! Percussion Ensenbles; Randy A. 
Ro--gsncamp. Di rec to r ;  John Graham & 
BrUce Ca lker ,  Guest Conductors 5/4177 

Symphony I I  fo r  Percussion - A. Cirone 
(Cirone) 

L iv ing  fo r  the C i t y  - Stev le Wonder; 
A r t :  Steve Mark ( ~ n u s . )  

Ha i l s  - James Rag<> (Clrone) 
Sui te for  the Vic t ims Of Ap Dang GI - 

R. Hampton (Southern) 
Concer t ina for  Percussion - Byong-~n 

KIm (M. Peters)  

RercUSSIOn and Harimba Ensembles; 
Randy A. Hogancamp, D i rec to r  10/12/77 

Musica Ba t i s te  - Harold Schlffman (AMP) 
Three Pieces fo r  Percussion Quartet  - 

Warren 8arisen (Schln~er) 
Canflcle NO. I - tou Harrison (bIFP) 
Three Hemhranophones - Dennis A. 

Carlson (menus.) 
A d a g i o -  A. C o r e l l ~ / F l n k  (Studio 4) 
Spanish Dance - E. Grnnedos/Flnk 

(Studio 4) 
Three Brothers - M l c h e e l  Colgrass 

(MFP) 

UNI Symphony Orchestra;  Jack Grnham, 
~ d u c t 0 r  10/31/77 
Randy Bogancamp, Percussion 

Concerto for  Percussion - D. MIIhaud 
(~e[ versa I ) 

KENTUCKY 

Bor them Kentucky/ Univers i ty/  

Facu l ty  Rec i ta l  - Husic f o r  Percussion 
and V to ln ;  Trudy 0. Muegel, Percussion, 
Dr. Glenn A. Huegel, V io la  4/29/77 

Sonata He. 4 (V io la  w i t h  Vibraphone) - 
Antonio V i va ld l  ( I n t e r n a t i o n a l )  

Va r ia t i ons  f o r  Four Drums and Vio la  - 
Michael Colgrass (Music fo r  Percussion) 

Piece on for~e de Habanera (V io la  w i t h  
Harlmpa) - Haur lce Ravel (Ourand) 

Su i te  He. ~ (solo V i o l a ) - J .  S. Bach 
(R ico rd l )  

Etude Op. 6,  NO. g (SOIo M~rlmbe) - 
C l a i r  OMr Hussar (Franks Orum Shop) 

Sonata for  V io la  and Percussion - 
Gen Parch~n (See Saw) 

HASSACHUSETTS 

Oelverst t ) ,  o f  Hissachuset ts 

The Un i ve rs i t y  o f  I~ssachuset ts  Percussion 
and H~r im~ Ens~b les ;  Peter H. Tanner, 
o t r e c t e r  1119/77 
I ~ r t h a  Beesley, F l u t e ;  Pa t r i c t a  Lear:/, 
Soprano; Karen Jav ie r ,  Soprano 

The Burning House Over ture ,  Op. 18Sa ( 1 ~ 1 )  - 
Alan Hovheness (Peters) 

Two Rl tmlcas (1930) - Almodeo Rolda'n 
(southern)  

te Comparsa - Ernest<> Lecuona (menus.) 
Adagio f o r  St r ings  - Samuel Barber (Schlrmer) 
Haleguena - Ernesto L~cuona ( m n u s . )  
Three Puerto Rlcan Songs (19761 - 

Ror r l s  tang ( tang)  
Ceremonial, Op. IO~ ( Ig73) - Paul Creston 

(Sch I r~e r )  
Cantata para /~norlca Hegira (1960) - 

A lber to  Olnastera (~oosey & Hawkes) 

BICHIG~N 

Wayne S t a t e  Ue ive rs i t y  

Student Rec i ta l  - Les l fe  David, Percussion 
4/26/76 

TIn~penlana per  Timbales e t  Piano - 
Eugene Bigot (Leduc) 

Sonata fo r  Xylophone - Thcmas B. 
P i t f i e l d  (C. F. Peters)  

Student Rec i ta l  - Ke i th  Claeys, 
Percussion 5/3/76 

Harlmba Sui te  - Paul S i f l e r  ( B r l g h t s t e r  
Music Pub l ishers)  

Sonata fo r  Three U~ecccmpanled K e t t l e d r u ~ s -  
Banle l  Jones (C. F. Peters)  

Concerto fo r  Percussion - Dar ius 
HI Iheud (Un iversa l )  

Student Recital - Hike Wencel, 
~rcusslon 6/3/77 

Sonatina f o r  Timpani - Alan Rldou-~ 
(Doosey & Hawkes) 

Etude, Op. 6, NO. 9 - C l a i r e  Musser 
(Studio 4) 

Morr is  Dance - K ra f t  (Avant Music) 

Student Rec i ta l  -Reymond Rtggs, 
Percussion 6/10/77 

Etude, Op. 6, NO. 2 - Musser 
(Studio 4) 

Four Pieces fo r  Keftledrun~s - Vouhass 
(M. M. Cole )  

Var ia t ions  fo r  14u l t lp le  Perousslon 
end F lu te  - Frock (Southern Music) 

~fude In C Major - M u s s e r  (Studio 4) 

Senior  Rec i ta l  - Ke l th  A. Claeys, 
Percussion 10/4/77 

Three gances fo r  Snare Drum - Bansoc 
(Chappel) 

Sonata ~o. i - J. S. Bach (Schlnnor) 
Concert Piece for Timpani ~nd Strings - 

NOwak (American Camp. A i l i l n c e )  
[n¢ounters  I ! I fo r  Percussion and 

Trumpet - Kraf t  (WIM+) 
Dialogue fo r  Percussion and Bass 

C l a r i n e t  - F lnk  (Off<) Wrede) 
A l l  the Things You Are and Blues for  
A l i ce  - (manus.) 

Wayne State Onlverslty lelri~ Ensemble; 
So lv i t o re  Rabbto, D i rec to r  6/1/77 

Scherzlno f rc~  Symphony NO. 4 - 
Tchaikowsky/Peters (Franks Drum Shop) 

Prelude NO. XXII - J .  S, Bach/Peters 
(Franks Drum Shopl 

C ~ d i a n s  Ca l lop  - Rahelevsky/Peters 
(Franks Drum Shop) 

Western H|~hlgan Un i ve rs i t y  - Percussion 
Chamber Husic SEHINAR '77 

Facu l ty  Rec i ta l  7118/77 
John Vander Keg, Hirimbe 

Etude 16 In  O Minor - Morris Coidenherg 
(Cheppe I ) 

Etude 18 in O - f l a t  HeJor  - Buster  Ba i ley  
(Ad ler )  

Etude 17 "Accent"  - Buster  Bai ley (Ad ler )  

Student Reci ta l  7/24/77 
Lounette Dyer, Rer|mba 

Fur ioso and Valse In  d minor - Earl  
Hatch (Harimbas Un l im i ted)  

Student Rec i ta l  7/28/77 
Hltche11 Peters q u a r t e t ;  A l i n  liovhaness 
q u a r t e t  

Three Pieces fo r  Percussion Quar te t  - 
Warren Banson (G, Schirmer) 

Percussion Music - Michael Colgrass 
(NOrr is)  

Su i te  fo r  Percussion - WI I i lam Kra f t  
( M i l l s )  

Invent ions on e NOtlva - Michael Colgrass 
(MFP) 

Sche rzo -  Saul C~odmon ( M i l l s )  

SEHINAR '77 F ina l  Concerts 
Percussion Chamber leJslc Semlnar- John 
Vander WeB, Coordinator :  

Program 1 7/29/77 
Alan Hovhaness Percussion {~mrte t  - 
John Vander l~eg, Coach 

Sui te  fo r  Percussion (Fanfare and 
Ost lnatos)  - I¢11 Ilam Kra f t  (Mi i i s )  

Program I I  7 / 3 0 / 7 7  
Hichael Co19riss Percussion Ensemble - 

John Vander Wag, Conductor 

Waltz Rondo - Harold Farhera~n (Ad ler )  
Toccata (A l l eg ro  un pete marz la le ]  - 

Car los Chavez (MII IS) 
Three Episodes fo r  Percussion - John 

O'Re| I Iv (G. Schlrmer) 

HINNESOTA 

St. Cloud State University, 

PERCUSSION SH@~TASE '77: 

SCSU Percussion Octet - Horrls 
Alan Brand, D i rec to r  10/17/77 

"Turk i sh  Munch" from Ruin of Athens - 
Beethoven (Bra~ora)  

Octet fo r  Keyboard Percussion - 
Snoeck (MFP) 

Sketch f o r  Percussion - LO Pres t l  
(MFP) 

Dance Sui te  - Brand (Beamora) 
Class loa i  March In C - Brand 

(Bramora)  

Fred Harderness, Percussion 10/18/77 
J|11 I~. Hirderoess,  Bassoon, Piano; 
Hor r ls  Alan Brand, Percusslon 

Etude In C Major - C l a i r  Omer Husser 
(ou t  of p r i n t ;  o r i g i n a l  pub, unknOWn) 

Etude In A-F la t  - C l a i r  ( ~ r  Mueler 
(out  of  p r i n t ;  o r l g l n n l  pub. unknown) 

Duo fo r  Bassoon and Peroussion - 
EPdln Chandler (m6nus.) 

Solo fo r  Three Drums - Fred Marderness 
(manus.) 

Alone - Tom Brown ( (under  Music Ino . )  
Jus t  FI Ippln' - Ph i l  Kraus (Henry Adler)  

Bram0ra Percussion Quar te t  10/19/77 
Horris Alan Brand, H a l l e t  I ;  l~thy 
HOpWOud, Hallet II; Peter Kneellnd, 
Drum Set; Steve BorgstroB, T.v~oan|; 
Jayne T ra~ lo r ,  Piano; Kathy Fatrbanks, 
F lu te  
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"Aspen" Percussion Quartet  ~o. 3 
wi th  Piano - B~nd (Bramora) 

The Burning House Overture - Novhaness 
(Peters)  

Gc, n~rto fo r  Percussion Quartet  - 
Adney (Br¢~nora) 

Percussion Quartet  No. 2 In A Minor - 
Brand (Bramora) 

NEW YORK 

Graduate Rocttal - Deborah Knaack, 
Percussion 5/27/77 

Fanfare and A l l eg ro  - Leonard (Slmrock) 
Co~puter Music , for  Percussion and Tape - 

L lJaren HI I le r /G.  A I lan  O~Connor 
(Theodore Presser) 

Etudes fo r  H a r l ~  - Gordon Stout 
[Paul Price Pub.) 

Psappha - l ann ls  Xenakls (Salaber t  Music 
Pub.) 

Car icatures fo r  Solo Percussion and 
Chamber Qu in te t  - L u d ~ l l l a  Ulohla 
(manus.) 

Clar(on State Col leqe Summer Band Clinic 

percussion Ensemble - John Floyd, Conductor 
8/13/77 

Rc~n Hol iday - Bobby C h r l s t l a n  (Creat ive)  
A l leg ro  - Francois Davlenne (Southern) 
Percussion Piece - Ted Petersen (Kendor) 
Tom-Ton Foolery - Alan Ahal (Carl F ischer)  

Crane School o f  Haste; Sta te  Univers i ty /  
CoIIeqe; Potsdam~ HY 

Senior Reci ta l  - I ~ r l o  Gaetono, Percussion 
3/18/77 
Sue Bu~gett, Acc0mp. 

SLIlT~ fo r  Harlmba - Paul S l f l e r  (WIMI 
Song of the L ibra  ( f o r  Vibraphone) - M~rlo 

Daetano (MFP) 
Snare Drum SOlo El - Hurray H o u l l [ f f  

(manus.) 
Concer#lno ( f o r  Xylophone and Orchestra)  - 

Toshl ro Hayuzuml (Peters)  
Etude, Op. 6, NO. IO - C l a i r  O~ar Musser 

[Franks Drum Shop) 

~ H  S ta f f  Roctt~l  7/7/77 
HaPTO Beetano, Percussion 

Snare Drum Solo No. I - Murray N o u l l l f f  
(manus.) 

Prelude NO. I fo r  Harlmba - Hario Daetano 
(menuS.) 

Etude, Op. 6, NO. I0 - C l a i r  Omer Hussar 
(Franks Drum Shop) 

Eastern SCHOOl o f  HUStC 

Bectoral Lec ture-Bect ta l  - John 
Floyd,  Percussion 7/1177 

~ a t t l n o  C<xlcertanta fo r  F lu te  and 
Percussion - In~o l f  Oahl (Tetra,  
Groude) 

C. W. POSt Center o f  LIU 
SchoOl of  the Arts  

C. W. Post Percussion Ensemble - 
Steven Nastuck, D i rec to r  12/15/76 

Percosslon on the Prowl - Ans l lnger  
(Pro A r t )  

PercUSSI~ MuSIc - GOIgrasS (MFP) 
TwO R l t u a l s  fo r  Percussion (1968) - 

M i l l e r  (MFP) 
Three Brothers (19~1) - Colgrass 

(MFP) 

C. W. Post Percussion Ensemble - 
Steven Kastuck, D i rec to r  3/30/77 

Blue Rhythm QulnteF (1972) - Korf 
(PPP) 

LI l~t le Su l fa  (1970) I Krause (MFP) 
Song of  Quezte¢c~tle (1941) - 

Harr ison (MFP) 
Hoe Do~nl (196~) - Missal (MFP) 
Toccata (19421 - Chavoz (Dalwln) 

State Univers i ty  of  New York a t  

Concerto Award Concert - 0s~ego 
Col lege Orchestra,  Joseph HenrY, 
Conductor 5 /2/77 
Thomas HcGrath, Percussion 

C~oncerto fo r  Percussion and Small 
OrCheStra - Dar lus Ml lhaud 
(~fnlvarsa I ) 

Senior  Reci ta l  - Themes HcGrsth, 
Percussion 5/12/77 
Stan ley Gosek, Piano 

$<mafa fo r  Timpani - John Beck 
(Boston Huslc)  

Sea Ref ract ions - H l t c h e l l  Peters 
(Ml tche l  I Peters) 

French Sui te  - Wi l l i am Kra f t  (WIM) 
Idlophones and Me~branephones - ThOmaS 
~rath (~nus,) 

~ a t a  fo r  Y~rlmha end Plane - Peter  Tanner/  
Boyd (M. M, Gale) 

Perplexus - Wi l l i am Cahn (m~nus.) 

Syracuse UniverS i ty  

Syracuse Un ive rs i t y  Percussion Ensemble - 
Ernest Hozqutz, D i rec to r  2/27/77 

Overture fo r  Percussion Ensemble (19761 - 
John Beck (Kendor) 

FIve Min ia tu res  f o r  SIx Percuss ion is ts  
(1970) - Wi l l iam McCauley [Leeds Mus.) 

Can t i c le  No. I (1965) - Lou Harrison 
(MFP) 

In te rac t i ons  fo r  Vibraphone and Percussion 
(1973) - John 6ergamO (MFP) 

Toccat~ fo r  Marlmba and Percussion 
Ensemhle, Op. ~ (19~9) - Robert Ke l l y  
[Composer's Fac. Ed=) 

Forests of the  Sun (19731 - Timothy 
Randolph C la rk  (~anus.)  

Senior  Rec i ta l  - Michael B u l l ,  Percussion 
1/30/77 
Bever ly  Levraao l t ,  Ohoe & Piano; 
KrJeg ler ,  F l u t e ;  Crysta l  La Po in t ,  Piano 

Solo F l i g h t  - T. ~k>ore (m~nus.) 
Etudes In B and C Major - C. 0.  Musser; 

Arr: E. MuzquIz [Franks Drum Shop) 
Septlgrams - W. $chmldt (elm Pub.) 
Eight Pieces for  Four Timpani - E. Car ter  

(Associated MusIc) 
Ar ia  No. 5 - E* Schwartz (menus.) 
Concerd:lno f o r  Harlmba, Op. 21 - P. 

Creston (Sohl truer) 

Student Rect ta l  - Willime J .  VW:~, 
Percussion 4/7/77 
Charles SpucHes, Percussion; Htchael Bull, 
~ri~; Scot t  Hyers, Nartmba; John 
L ip ton ,  H~rfmba 

P a r t i t a  - Wi l l i am Cahn (Coa~ooserts MS) 
Toccata fo r  marimba - Emma Lou D ie te r  

(HFP) 
Reverie - Gordon StOUt (C~mposerts MS) 
Re f lec t ions  - Donald F~aack (Composer's MS) 
N o l a -  F e l i x  Arndt ;  A r t :  GoB. Hamilton 

Green (out  of p r i n t )  

NORIH C~ROLIffit 

North ~rnltna Scunol o f  the A r t s ,  
Mtnston-Salem, NC 27107 

Nadnesday PerFomance Hour 11/9/77 
NCSA Percussion Ensemble; J .  Hassie 
Johnson, D i rec to r  

Dade - Gary M. Bo l lnger  [Kendor MusIc, 
I ~o.  1 

Le Santler de la Riv iera - Harry Harvln~ 
Jr.  (Harklno Press) 

Three Brothers - HIchael Colgrass 
[Music fo r  Percussion) 

NORTH D~KOTA 

I n t e r n a t i o n a l  NoSiC Camp 
Dunsetth,  ND Summer " l '~ 

Facu l ty  N igh t :  
John Oenks, percussion;  V tck l  Jenks,  
Percussion; Roger dmetson, Percussion; 
Unlwyn Hagen, PercusSIon 

Sonata fo r  Two F lu tes  (marimba 
t r a n s c r i p t i o n )  - Johann Ch r i s t i an  
(Schul tze?)  

Duo I l l  from V i o l i n  Duets [merBeha 
t r a n s c r i p t i o n )  - Ignace Pleyel  
(G. Schl rmer) 

Domlnlck 7 th  - Carl Peele/  Dick Hymar 
(Be lwln)  

Rock Duet - Kashenskl (menus.) 
Two Nove~nts  for  Marimba - 

Toshlml tsu Tanaka (Ongaku No To~o) 
Sonata fo r  Xylophone - ]~x)~s B. 

P l t f l e l d  (C* F. Peters)  
Beer Barre l  Polka - Vejuoda/Wlt t  

(menus.) 

Student Ensembles - Vickt  P. Jenks, 
D i rec to r  

Agnus Del - Palestr lna/Moore (Per~Js) 
Evening Prayer - Hm~erdln~k/140oPe 

(Parmus) 
Prelude & A l l eg ro  - Edward W. VoIz 

(Bourne) 
Term-Tam-Turn - Bobby Ch r i s t i an  

(Crmetlva) 
Parade - Morton Gould (Chappel l )  
Three Dances - Jenk MuKenzle (MFP) 
Solte fo r  Sideman & Handclappers - 

Jack McKenzle (Hedla Press) 

Chan~er Music Rec i ta l  - F i r s t  Session 
(6112/77-6/19/77) 
Percussion Ensmble - Roger damlson, 
D i rec to r  

Scaraper - Jared Spears (C. L. Harnhouse 
PUbl.)  

DaJa - Dick Schory (Creat ive Music CO.) 

Chamber ~ s l c  Rec i ta l  - Second Session 
(6 /19/77-6/26/77)  
Percussion Ensmble - Roger ~ l s o n ,  
D i rec to r  

Scamper- Jared Spears (Bernhous® I nc . )  
A La Nanigo - M i t che l l  Peters (M i t che l l  

Peters) 
BaJa - DIck Schery (Crea?lve Music CO.) 

Hat~j Col leget  G tsmrk  t ND 

The Hary Co|]ege Percussion Ensemble and 
14artmba Band; Scot t  ,1. Prebys, Di rec to r  
10/23/77 

Quartet  NO. I - Ha r r i s  Alan Brand (Bramora) 
Percuss lona l l~y  - A~thony J.  Clrone 

(C I tone Pub( Ica t  ions) 
Two Pieces fo r  Percussion Quartet  - Marten 

Bonso~ (Sch H~aer) 
Sabre Dance - Aram Khachatur lan (permus Pub.)  
Su i te  fo r  5 Dr,J~ Sets - She l l y  E l ias  

(MI Music Pub l i sher )  
Scmbrero Sam - Char les Lloyd (menus.1 
I f  You ~ever Come to  He -An ton io  Carlos 

Jobim (menus.) 
Encore In Jazz - Vic F i r t h  (Carl  F ischer)  

OHI__#O 

Bowltnq Green State Univers i ty,  
Col lege of  Hustc Ar ts  

Roc|tal  - David L. 0 l i v e r ,  Percussion 
5/22/77 
Hartha Shaughmessy, Plane; John Tay lor ,  Tube; 
I~r imba Qu in te t ;  BGSU Brass Choir  I ,  
Or. Kenlay ] n g l e f t e l d ,  D i rec to r  

Fuga - W. A. Hazer);  A r t :  D. L. O l i v e r  
(menus.) 

Three Novel t ies  - William Darn (Dalwln)  
Harcha Fun~;bre d~une HarlonnetTe - 

Char les Gounod; A r t :  O. L. O l i v e r  
( a n u s . )  

Lent - Dar ius MIIhaud; A r r :  D, L.  O l i v e r  
(menus.) 

Coaser~Ino f o r  Timpani - Michael Colgrsss 
(MFP) 

An Eventng of  Percuss ion is ts  f ea tu r i ng  
Jane Bo tk in ,  Brent  Desklns,  P~y Persnc l ,  
Tony Festa, Carry Has0~tch, Chr is  
Peeler ,  and Je r ry  k i t h  5/5/77 
Teresa Tool~y, 7a r t  Brandt ,  and Chr is  
Smith, Piano 

Insp i ra t i ons  D laho l lque - Rlcky Tagawa 
( W . I . M . )  

Etude, Op. 6, KO. 9 - C l a i r  Omar Hussar 
(Franks Drum Shop) 

French Sui te  - H I I I l am Kra f t  (Mol t -  
M i l l s  MuseD) 

Sonata In E Major - G. F. Handel 
(Masterworks f o r  Nat . ,  Pro-Ar~) 

Konzert fGr Pauken und Orchester~ Or. 54 - 
Werner Thelrchen (Associated Music Pub.) 

Nora Staccato - Oln l cu /He i f e t z ;  a r t :  
Goldenherg (COrl F Ischer t  

Meteor i te  - Robert Buggert (Belwln)  
Concer t lno fo r  Xylophone - Toshlro 

~yuzuml  (C. F. Peters)  
The Downfal l  o f  the R u d l ~ e n f a l l s t  - 

Er ic  Hamsen (TRy) 
POIKS (From the Golden Age) - D. 

ShostakovIch [Ed i t i on  Muslcus) 
Three Designs fo r  Three Timpani, Op. I I ,  

No. 2 - Robert Muczynskl (G. Schlnr,~r) 

Capi ta l  Un i ve rs i t y  
Conservatory of  Hustc 

Senior r e c i t a l  - P h i l i p  Sh lp ley ,  Percussion 
9/8/77 

Quiet  Movement, Fanon, Fantasy for  
Two Marle~bas - Scol-~ Huston (~enuS. ~) 

O~t Beck of the Drum Shop - Barney Ch l lds  
(n~nus . )  

Concerto fo r  Percussion and k a l l  
Orchestra - D. Ml lhaud (Universal  Ed i t i on )  

Eight  Pieces fo r  Four Timpani - 
E l l l o i ~  Dar ter  (Associated Music 
Publ l shars )  

Etudes, O9, 6, NOS. 9, 8, & IO - 
C l a i r  Om~r Hussar [Studio 4) 

~see PI~CUSSIVE NOTES, I~ (2 ) ,  25. 

In t roduc t ion  end ROndO Dapr lcc loso - 
C. Saint-SaChS; A r t :  O. L* O l i v e r  
(menus.) 

An Afternoon of  Parnusston is ts ,  
f ea tu r i ng  Jane Botkto,  Brnnt  UnskJns, 
Ter l  E lder ,  Ray FerencJ, Tony Festa, 
Je f f  HcCI~, Unvtd O l i v e r ,  ,Jim 
Solbold,  and Je r ry  k i t h  3/12/77 
Tart  Srsndt ,  Chr is k i t h ,  HaW Russe l l ,  
~ctl)ni C~rHOSt, Chris ~llton, and 
HortHe Shaughnossy, Accemf~mtsts 

Concerto fo r  V i o l i n  In A Minor - 
J .  S. Bach (G. Schlrmer) 

J o l t i n g  John (from Co l lec t ion -14  
Modern Coates) Solos) - John P ra t t  
(Belwln-HI I Is )  

Concer t ina fo r  Xylophone - Toshlro 
M~yuz~l  (Peters) 

T ~ b o u r l n  Chlno ls  - Kre is ler /Green 
(Fot~y) 

Ternary (from Col lect ion-Advanced 
Percussion Solos) - Burns /Fe lds te ln  
(Belwln-MI I Is )  

Rondo for  14~rlmb~ - Theodore Frazeur 
(MUSIC fo r  Percussion) 

Three Dances - Warren Bensen 
Concer t ina fo r  Harlmba - Paul Creston 

(Schlrmer) 
l u t roduc t l o~  and Rondo Capr lcc loso - 

Char les C ~ I I I e  Solnt-Se~ns (menus.) 

Bowllng Green Percussion Ensmble;  
1~mdell  Jones, D t rec to~and  Bowling 
Green H ~ r t l ~  Envemble; David O l i v e r ,  
D i rec to r  5/26/77 
Glenn Ford, Trombone; Unvld G i rn i a ,  
C lar tmet ;  Lor ra ine Jones, Piccolo,  
Himt Kennedy, F lu te  

Cen~on la l  - Paul Crsston (0.  Sch l r~e r l  
X ~ h l p l l l l  (An Imagined Azteo Music1 - 

Car los Chavez (MI I Is )  
S<xlatlna - F isher  T u l l  (Boosey & Hawkas) 
Symphony fo r  Percussion - Stanley 

Leonard (Stan ley Leonard) 
Scheherazade - Rlmsky-KorsaHov/Arr. 

Earl  H~tch (Ear l  Hatch) 
P lo tures  a t  an E x h i b i t i o n  - H. 

MussorgskylArr. David O l i v e r  
(menus,) 

~ r c h e  Penebre deune Nar lonnet te  - Char les 
Gounod/Arr. David O l i v e r  (menus.) 

Ober l tn  Col lege 
Conservatory o f  Huslc 

Senior  Roct ta l  - Je r ry  Bo1onon, 
Percussion 2/2B/77 
David Wi les;  I~ncy Fuley,  F l u t e ;  
Y~W Job, son, Narp 

Terse I l l  (196B) - Ak l ra  Nlyoshl  
( ~ g a k u )  

Synchrcnlses (19701 - Jny Go f t l l eb  
(See Saw) 

A (197~) - Roger Tessler  (Leducl 
I n t e r l e u r  I (19661 - Helmut Lechenmann 

(E. Moeck) 
J e r r y r l g  (1976) - G r a g  Jones 

(C~poser l  s MS) 

Blackear th  Percussion Group 
5/14/77 

Wake - James Tenny (menus.) 
Fugue - COu Harrison (MFP) 
Ghost Tangents - Dean Drummond (menus.) 
Har lmhas tucks -  Hnkl I s h l l  (Jap. Fed. 

of  C~n.) 
Pat tern  Study - S t a c y  Bowers ( l~nus . )  
2 Kanons - Arnold Schoenherg 
lV~Jslca T r l d e n t l n a  - Herein Farran (menus.) 
4 Move~nts fo r  Percussion Quar te t  - 

Mike udow (menus.) 
Th i rd  Construc~tlon - John Gage [Peters)  

Ohio Sta te  Univers i ty  
College of  the ArLs 
School o f  Hustc 

Gradu&tlng Rec i ta l  - Frank 0. Trncz, 
Percussion 11/4/77 

Etude 125 - David Friedman (ae rk lee )  
Sonata f o r  Timpani - John B~Ck [Boston) 
XL Plus One I A l v i n  E t l e r  (Southern) 
Wi ld  Mountain Honey - Steve H i l l e r ;  

A r t :  Frank Tracz (menus.) 

Southwestern State Unlvers| t .v  

Hepar t len ta l  Rect ta l  9/14/77 
Tim Brsndt ,  Parnusston 

~ a t a  fo r  Timpani - John Beck 
(BOSton Music CO.) 

Facu l t y  Rec i ta l  - Roger Jamtson, 
Parcuseton 10/27/77 
Edmund MI l lJmes,  Oboe; I s ren l  G~lJardo, 
F lu te ;  L1nde Fay Casay, Plane; Ter ry  
Segress, Piano; JO~ Endsley,  Drum;  Bob 
Cl~mbers, ~ s s  

Prelude,  Op. I I ,  No° 3 In G HaJor - 
C l a i r  O. Nusner (Studio 4) 

Etude, Op. 6, NO. 8, Hholo Tone-Nature 
Boy - C l a i r  O. Nusser (Studio 4) 

Etude, 0~. 6, t o .  9 In B Hajor  - 
C l a i r  O. Musser (Studio 4) 

I n te r l ude  fo r  Oboe and Vlhraphone - 
John OeBeradlnl$ (Seesaw) 

DiversiOns f o r  F l u te  and Marimba - Peter  
Tanner (Peter  Tanner) 

Co~certo fo r  Percussion - Darius HI Ihaud 
(Universal  Ed i t i on ,  Joseph ~ l n ,  Inc.  
Noslc Prod. 1 

Just  F l l p p l n  t - Ph i l  Krnus (Ad le r /De |w in -  
H I l l s 1  

PENFlSYLV/~IA 

S & S SChool o f  HOstc 
Pot tstewn, PA 

Smmer Percussion Concert 8 /17/77 
Wi111m ~I. Schfnst ine and Ran Glass, 
Conductors 

Overture fo r  Percussion Ensemble - John 
Hack (Kendor) 

Evening Prayer - E. Humperd|nck/Moore 
(Per-mus) 

Bourr~e - G. F. Handel /  Moore ( r emus )  
Knick Knack for  Percussion - Fred M. 

Hubde I (Kendor) 
Pu rsu i t  fo r  SOlo Marl~ba and Percussion 

Ensemble - J .  Jenny (Pemus) 
Beatet~a - Thon~S Brown (KendOr) 
V i o l i n  Concerto No. I [ f i r s t  movement) - 

Bech/Schlnst lne (S & S) 
Turnaround (Snare Drum Ensemble) - 

W. J.  Sch lns t l ne  (southern)  
l n t r oduc t l on  and March - GenKxxI Whaley 

(Kendor) 
Perpetual  C~mmtlon - Thomas Brown 

(~endor) 
Gosse Nova Ml thout  Instruments - W. J.  

Schlnst  Inn (Kendor) 
SCherzo Without Instruments - W. J .  

Schlnst  Inn (menus.) 
Sonata No. I fo r  Timpani and Percussion - 

W, J. Sch lns t l ne  (Southern) 
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Trihedro~ - Jame~ ~ r d  ( ~ n u s . )  

Facu l ty  Recite1 - Frank Sha t te r ,  Percussion 
9118177 
Carn l tne F r u c h t ~ n ,  Harpsichord; 
l a u r l a n n  L ines,  Oboe and Engl ish  Horn; 
Peter Spurbeck, Cel lo  

~rench, ~u l te  fo r  PePcuss?o~ SOlo = 
Wi l l i am ~afl (WIM) 

Su;ee NO. I for~rimba = E~gene 'LHr~ch 
(MFP) 

Funnel Mu~I¢ = Harry ,Gay ( ~ n u s , ;  ~ r r i co  

~overs*Ned Rore~ (Boosoy & Hawke$) 
Fuqa-FIvs - J ,  S. Bach; Ar t :  P h l l l i p  

J. Fain; (C~eaflve) 
F~ddle- iaddle =leroy Anderson ( ~ s . )  
r ee l i nqs  - ~. A J b e r t / ~ h f n s f i n e  

(man~s,) 
You are the Sunshine of ~y l | f e  = 

~ondar /Schlnst Ine (magus.) 
~abre ~ n e e  - A r a m  ~achetur~an/Mc@Pe 

(Pem~s) 

TENNESSEE 

Hemph,,i) State Unlverslt Z 

He~phts State Un ive rs i t y  Percussion 
Ensemble; Frank Shat te r ,  Conductor 
3121176 

In t roduc t ion  and Samba - Warren Smith 
(MFp) 

~ >  Contemporary Scenes - Stanley 
[eonnrd (Stanley Leonard) 

S~herzo and Cadenza - Char les Batancey 
(~SM) 

Xyle~ - ~fanfey Leonard (Stanley 
Loonard) 

Bacchannle - Alan Hovhaness (C. F. 
Peters) 

Tenere - Stanley ~eonard (Stanley 
Leo~ard) 

Nuslca BaIH'uta - ~a~ol~ S c h l f f ~ n  
(Associated Music P~bt lshers)  

Bance Barbaro = P h l i l t p  L~mbro ~MFp) 

MSU Percussion Ensemble; Frank S h i f t e r  
and 0s~es Ba i rd ,  D i rec to rs ;  Jlm Hardy, 
Guest Conductor 1|117/76 

Concertlno for Percusslo~ - Byong-kon 
K1m (KSM) 

Q~lntet  for  Percussion - J l m  Hardy 
(manes.) 

Streams - Warren I~nson (HCA) 
Toccntn fo r  Percussion Instruments - 

Carlos Chavez (B~Iwln-MI I Is )  
Percussion MUSlC- Gel-aid Strang 

KNew ~us lc )  
Sy~hO~y for P e ~ s s l o n  - Stan)ey 

Leonnrd (Stanley Leonard) 

HSU Percussion Ensemble; Frank She l t e r ,  
Conductor 3/20177 

Percussion SUite - Arm~nd Russel l  (MFp) 
Pl latan-Echoes of +he Gemelan - 

Earl Hatch (Harlmbas Unllmlted) 
~to~r Mountain - Alan Horniness 

(C. F. Peters)  
A la  Samba - M i t c h e l l  Raters (M i t che l l  

Peters) 

Utah Sta.to B a l v e r s l t y  

USU Percussion Ensemble; Dennts D. 
G r i f f i n ,  D i rec to r  5/25177 

Heu-Heu Sui te  - Davis (Creat ive)  
Theme a~d Var ia t ions  = G r l f f i ~  (man~s.) 
Suite fo r  Sideman and HandclappePs - 

MeKenzte (Media Press) 

Catapho~lcs - W e t n e r  (UMMP - Sam Fox) 
Concer~ino ( f ~ r s t  movement) - Cresto~ 

(G, Schlrr~r) 
~ n a t a  for  Timpani ( t h i r d  ~ v ~ n t )  - 

Beck (Boston) 
t~t rOduct lon and A l l eg r~  - Schory 

(Creat ive)  
Japanese Imp~ess(ons - Cirooe (Ci~one) 
Hoe-~Own - # tssa l  (HIP) 

VIRGINIA 

Roanoke Symphony Orchestra 

Concert - Roanoke Symphony Orchestra;  
Jack H0ehlenkemp, Music D i rec to r  & 
Conductor 9/2G/77 
Hisste Johnson, Timpani 

Co.cetera for  T;mpanl and Orchestra - 
Werner Th~richen (Bore &Bock,  ~ e r l l n ,  
Wiesbaden; in  USA, Associated Music 
Pub l ishers)  

Virgln~a Ccemon~alth Univers t t~  

Faculty ~cltal - ~nmld Back, Percusslon; 
Lan~n Dllyeu, Piano; Lnren brrler, 
Piano; Virginia Carson, Piano; Thoms Jones, 
Percussion 9/6/77 

Sonata for  Two Pianos and Percussion - 
l~; la BartOk (8oosey & H~wkes) 

Music for  a Summer Evening (Mokrokosmos 
I l l )  for two ampl i f i ed  pianos and 
percussion - George Crumb (C. F. Peters)  

Senior Recitat - Wllllam R. Stewart, 
Percussion 10/~I/77 
Lavada Parks, Piano; Roger ~In, 
F lu te  

French Sui te - W i l l i am k r a f t  (Western 
I n t e r n a t i o n a l )  

Concer t lno for  Marimba - Paul Cros~on 
(G. Schir~er) 

~ y b r e a k  ( f o r  $olo Vibraphone) - 
C l i f f o r d  K. Chapm~n (ME'P) 

I nsp i ra t i ons  DInbol iqu~ ( f o r  Solo 
Percussion) - Rickey Tagawa 
(Western I ~ t e r n a t l o n a l )  

~ l ve rs lons  for  F l u te  and ~larl~ba - 
Peter Tanner (MFP) 

Bal lade (Night  ~g) fo r  Solo 
Vibraphone - James S tab i le  (western 
I n t e r n a t i o n a l )  

WISCONSIN 

Un ive rs i t y  o f  Wlsconsto 
Eau C la l r e  

The U~ivers t ty  Percussion Ensemble; 
Ronald Keezer, Conductor 11/14/77 

F i r s t  Const ruct ion In Metal - John 
Cage (Peters) 

Tocca~a,..The t i c ' t i e  Tra in  of the 
Gelplra (Bachlanas B r a s l l e l c a s  NO. 
2) - H e i t o r  V i l l a -Lobes ;  A r t :  
Steve Schul tz  (n~nus.)  

RI I~ ica NO. 6 - An~deo Roldan (Southern) 

The Un|verslty M~r]id~ Ensemble; 
Ronild Keezer, Conductor II/1/77 

Porgy & Bess Medley - Gersbwln; 
Ar t :  Mary Keezer (~anus.)  

Concerto Grosso; Op. 6, No. 6 
(movements I & I I )  - C o r e l l l  
(Peters) 

Theme In Placements - ~ra Bonier (minus. )  
Ragtime Dance m J o p l i n ;  A r t :  Vincent 

(minus.)  

State Music Conference m The Un ive rs i t y  
Hertmba Ensemble; Ronald Keezer, 
Conductor 10/27/77 

Porgy nnd BeSS Hadley - CershwIn; A r t :  
~ r y  Keezer (n~nus.)  

Concerto Grosso; Op. 6,  NO. 6 (mover*ants 
I & I I )  - Coro l la  (Peters) 

~oh rach  MOdley -  ~achrach; Arr~ Ron 
Keezer ( ~ n u s . )  

Ragtime Bance -  J o p l i n ;  Art: Vincent  
(manes.) 

Unlverslt), o.f..~tsconsln - River  F a l l s  

University Percussion and Marimba Ensembles; 
Terry ~ith, Dlrnctor 10/20/77 
Craig Bahnemon & Elliot Wilcox, Trumpets; 
Terry Smith, Vibes; John bdd, Piano 

A Fanfare for Drums (1965) - Charles 
L. White (minus. )  

Chamber Piece for  Percussion Qu in te t  
(1954) - Michnel Colgrass (Music for  
Percussion) 

Pa~"tern Study NO. 2 (1976) - $tac~y 
BOwers (~anus.)  

R i tua l  F i re  ~ n c e  - DeFal la/Hatch 
(Ear l  Hatch) 

Chorale fo r  Marimba Quin te t  (1954) - 
Rober~ Resseger (Franks Drum Shop) 

C ~ d l a n s  Galop - Kabalevsky/G. Peters 
(Franks Drum Shop) 

The Green Hountelns - Steve Swal lOW 
( ~ n u s . )  

Prelude to  l e  Tombeau de Cou~erln - 
Ravel /Burton (~anus.) 

Sabre Dance - i<~achaturlnn/~oore (Permus) 
Cul- ta lns of t l g h i  (1977) - Thomas 

Nehls (minus.)  

CANADA 

The Banff Centre 

Percusslon Ensemble; George Gaher, 
Director 8 / l l / l l  

Manha de Carnival  (1971) - Euiz ~onfa; 
A r t :  G. C~ber ( ~ n u s . )  

Ho t l f s  de ~atucada (197~) - George Geber 
(~anus.)  

Yankee Salute tO Banff (1977) (sans Whigs 
and Tor les)  - T r a d i t l o n a l ;  f r r :  George 
Gaber (manus.) 

IJnlversit~/ of ~lpr~ 
Galgary,  AI be'~'ta r 

Sentor Recital - Frank Lockwood, 
Percussion 10/25177 
Dtckte Hothene11,  Soprano 

Var ia t i ons  for  Solo K e t t l e d r m s  - 
Jan WI I I lams (MFP) 

Ciaccona from P a r t i t a  NO. 2 fo r  solo 
v i o l i n ,  ~ 1004 - J. S. Bach 
(Neue Bach Ausgabe) 

Cantos, 1975 - Glare S te iner  (Seesaw) 
Adventures - Robert Stern (MFP) 

~ive~it~ of  Regina 
Reglna, Gaskatchel~n 

Degree Reclt~1 - Grace Huher, F lu te  
Bob N t c h o l l s ,  Percussion 

Var ia t ions  fo r  M u l t i p l e  Percussion and 
F lu te  - George Frock (Soufhorn Music) 

R[PUBLIC OP CHIRA 

Shr-Jyan H a l l ,  Ta ipeI )  Tai~an 

Ensemble ConceH; - I~a Gang Percussion 
Ensemble 5/23177 

3 MOvements fo r  7 Percuss ion is ts  (1977) = 
Michael N. I~n ta  (menus.) 

AmOPeS - John Ca w (PeterS) 
7 Pieces fo r  3 Percuss ion is ts  (19777 - 

Michael Ranta ( r~nus . )  
~rd Can t i c le  - t o u  Harr ison (MFP) 
The Song of the Earth (1977) for  

14 percuss ion is ts  & tape - LI Tol- 
hslnng (menus.) 

Wdrzburq 

Ta lk ing  Drum Concert - W~rzburger 
Percussions Ensemble; S ieg f r ied  F Ink ,  
D i rec to r  3128/77 
PrOf. Werner Borodsen, F l u t e ;  Prof.  
Ernst  F lackus,  Clarinet 

T~ccata fo r  Percussion I n s t r ~ l e n t s  - 
Car los Chavez ( M I I I s - N Y )  

Inven t lo  X l l ,  a-mol l  - J .  S. Bach 
(SImrock - Hamburg) 

~onate G-Our - Comenlco S c a r l a t t l  
(~ l~rock - Hamburg) 

D iver t imento  - Joseph Haydn (ZInl~ermenn - 
F r a n k f u r t )  

Inspirations Dlabol lque fo r  Percussion 
$01o = Rickey Tngswn (Try - HOllywood) 

Favola per c l a r | n e t t o  • b a t t e r l e  
grnnde - Sven-Er ik 8~ck (Hansen - 
Kopenhagen) 

Dia log f u r  XyIofon end Hass-K la r lne t te  
m l t  ob l lgatem Schlngzeug - S ieg f r ied  
Rink (Wrede - Wiesbaden) 

Waves fo r  Percussion Solo - Per ~k(rgard 
(Hansen - Kopenhagen) 

Su l fa  en Concert pour FlUte et  Percussion - 
A~dr~ J o l | v e t  (B I I l audo t  - Par is)  

Har t tosk l r che  ~ s s e l  

Oocumonta - ~ n z e r t  I - S ieg f r ied  Ftnk,  
Percussion; Klaus ~rtln Z t e g l e r ,  Organ 
8/7/77 

Tangents WJ (Modelle f~ r  Orgel und 
Percussion) - S ieg f r ied  F lnk  
(ZImmermann - F rank f~ r t )  

Co~ur pour ho t t eu r  - Sylvano Bassot t l  
(UE - Wean) 

Shapes 2 (Version f u r  Orgel end ~chlagzeug) - 
I ~ a n  Haubenstonk-Ramatl (UE = Wlen) 

gelkershetm cast Ie  

Ta lk ing  Orum- [onze r t  f d r  S c h l a g l n s t ~ n t e  - 
Pa r t i c i pan ts  o f  the In to rna t tona len  
Somerkurse der Hus lka l l schen Jugend 
Bautschlands auf  Schloss k~tkershetm 1977 
S ieg f r ied  F tnk ,  D i rec to r  8125177 

Mart in J i c o b l ,  Piano; Francisco X, 
Joaquin,  Percussion 

gonzert  f~ r  K l a v l e r  und S c h l a g l n s t r u ~ n t e  - 
~ r ~ I d  Genzmer (Peters - F rank fu r t )  

Orion M.42 for percussion SOlO - 
Reginald S ~ l t h - B r l n d i e  (Peters - F r a n k f u r t )  

Concer t ina f o r  Marlmba and Piano - 
Paul Creston (Schlrmer - New York) 

Percussion Ensemble 

Lee Echanges. S ln fon le  f~r  156 
Duromaschlnen - Hal f  l lebenr~nn 
(P~nJamln - london) 

Laura Soave - Fab r l z lo  Ca~oso (BanJamln - 
London) 

Machine Drums - S ieg f r ied  FInk (Sehott - 
Halnz) 

A f r i can  N e l c c ~  Piece - M l c h a e l  Odow (UMIiqP - 
Hew York) 

P l a l s a n t o r i e  pour percussion - S ieg f r ied  
F lnk  (Wrede - Wiesbaden) 

U N I V E R S I T Y  O F  A K R O N  (OHIO) P E R C U S S I O N  E N S E M B L E  
- L A R R Y  S N I D E R ,  D I R E C T O R .  
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"PIT" SET-UPS 
by 

John Rae 

Have you had problems setting up for shows? Here are 
set-ups for Broadway Shows. These set-ups will work for those 
woho are involved in school or professional productions. 
Depending on the size of  the pit, some variations will occur. 

~ e  XYLa1~oAIE i~ ~n ot~ ]:~9*n 1~ ~, l ,  moun?~/ .n ~Jo 

Percussion Ensemble o f  the National Music Camp, Interloehen, 
Michigan - Niel DePonte, Conductor. 

JOIN 

the 

Percuss. m Arts 
Socm  

Membership Applications 
available from: 

PERCUSSIVE ARTS SOCIETY 
130 Carol Dr., 

Terre Haute, Indiana 47805 

THE UNIVERSITY OF SOUTH ALABAMA PERCUSSION 
ENSEMBLE, JOHN J. PAPASTEFAN, DIRECTOR. 
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Ads 
CLASSIFIED AD RATE - -  25¢ PER WORD - -  Payment must  
be enclosed with ad. Checks are to be made out  to: PERCUS- 
SIVE ARTS SOCIETY. Mail to Classified Ads, PERCUSSIVE 
NOTES, 4433 Summit View Rd., Dublin, Ohio 43017. (In 
figuring costs, words with only 1 or 2 letters - -  no charge for 
these words). 

PUBLICATIONS 

PERCUSSION METHOD BOOKS & ENSEMBLES, Piano & 
violin books, song folios. All new @ 50% off  list prices. Send for 
free list, Also, new double tom mount  with diamond plates, new 
@ $15, Better Percussion, 132 Pleasant Ave., Englewood, NJ. 
07631. 

DRUM SET PROFICIENCY--James Earl Barnes-S10.00. An 
exercise-method book for intermediate to advanced drummers 
only. For total inter- and independence. Box 816, North- 
hampton, Mass 01060 

F O R  SALE: Two authentic Dresden timpani in excellent 
condit ion (approximately 25 and 28 inches in diameter respec- 
tively) with trunks. These drums were used by Fred Sietz in the 
Chicago Lyric Opera Company and then by Edward M. 
Metzenger in the Chicago Symphony Orchestra. Contact Erwin 
Mueller, 5401 Barley Ct., Muncie, Indiana 47302. 

TRIANGLE BEATERS--4 PAIR MATCHED SET WITH DUR- 
ABLE NAUGAHYDE CARRYING CASE. Sizes included: 
3/32"-ppp-pp; 1 /8"-p/mf;  3/16"-good for most general playing; 
1/4"- heavy, if-fir. All beaters made of  hi tensile steel, 9"  in 
length. CARRYING CASE complete with self-stick flap. 
PRICE: $2.00, plus postage, ($1.00 continental U.S.), ($1.50 to 
Canada), ($3.00 outside North America). Order from Emery 
Alford Music Dept., Western Kentucky University, Bowling 
Green, KY. 42101. 

WANTED 

WANTED: Used 4 or 4 1/3 octave rosewood marimba. Please 
contact: Win Winfree, 406 S. Armistead Ave., Hampton, VA. 
23669, 804-722-8456. 

WANTED: Used Vibraphone, 3 octaves, write: Steve Grund- 
man, 15 Ferro Drive, East Lyme, Connecticut, 06333. 

BRAMORA PERCUSSION QUARTETS And you though you 
heard everything. Bramora P.O. Box 71 St. Cloud, Minn. 56301. 
Thank you for your cooperation. 

WANTED: one 26" or 29" used Ludwig Timpani, machine or 
pedal tuned, Limited budget, Mr. J. Bell, 6318 12 Mi. Rd., 
Rockford, Michigan, 49341. (616) 866-2128. 

SIMPLICITY ($1.75) and SYNCOPATED WALTZ ($2.75 inc. 
piano) by Lorraine Irvin are written specifically for the 
intermediate-level performers. STUDIO 4 PRODUCTIONS; box 
266; northridge, Ca. 91328 

WANTED FOUR OCTAVE MARIMBA: Contact  me before you 
advertise. Lawrence Fried, 1067 Cedar Drive South, New Hyde 
Park, New York 11040 (516) 746-0553. 

PRELUDES 4, 5, 6 ($5.00) by Raymond Helble now complete 
the set. If  you already own PRELUDES 1, 2, 3, you will want 
to add these to your libary. Studio 4 Production; box 266; 
northridge, ca. 91328 

KAREN ERVIN'S VARIATIONS ON A GAILLARDE ($7.50) 
include a set of 7 variations based on a Gaillarde by Adrain Le 
Roy. Challenging and interesting to play. Studio 4 Productions; 
box 266; northridge, ca. 91328. 

SCHERZO CAPRICE by Clair Musser ($15.00) is now able to 
be performed with Wind Orchestra! A complete orchestration is 
now available on rental. Write for details: Studio 4 Productions; 
box 266; Northridge, Ca. 91328. 

PRODUCTS 

NOW AVAILABLE - 100% VIRGIN WOOL FELT - for t impany 
stick covering. For information and price list, write: BJ 
enterprises, Box 2804, Sepulveda, C~ 91343. 

FOR SALE: Marimba; Deagan, 4-octave, "Diana".  $500.00. 
Allen C. Miller, 243 West High Street, Womelsdorf, Pa. 19567. 
(215) 589-4445. 

FOR SALE: To the highest bidder, a "King George" Deagan 
Marimba model  IMSO. This instrument which has a range C-1 to 
C-49 is still in good condition and was used by the International 
Symphony Orchestra for its European Tour. Transportation 
arrangments and telephone charges are buyer 's  responsibility. 
Write or call 1334 Hamilton St., Allentown, PA 18102 or (215) 
435-9978. 

DONATIONS: I am currently teaching at Los Angeles City 
College. The Percussion Dept.  is new, for it has only existed for 
2 years. Last year no money was available for new instruments 
of any kind, we are in desperate need of vibes and a marimba. 
We are serious but  rather poor financially. Is there still such a 
thing as donations? Call or write: David Smith, 6851 Laurel Cyn 
Blvd., No. Hollywood, Ca. 91605 (213) 765-2160 anytime. 

A D V E R T I S E R S  IS  T H I S  I S S U E  

American Drum Manu. Co . . . . . . . . . . . . . . . . . .  13 
Mike Baiter Mallets . . . . . . . . . . . . . . . . . . . . . .  4 
Mel Bay Publications . . . . . . . . . . . . . . . . . . . .  48 
Bramora . . . . . . . . . . . . . . . . . . . . . . . . . . .  11 
Brooklyn College . . . . . . . . . . . . . . . . . . . . . .  10 
Carroll Sound . . . . . . . . . . . . . . . . . . . . . . . . .  5 
University of  Cincinnati . . . . . . . . . . . . . . . . . . .  52 
Cirone Publications . . . . . . . . . . . . . . . . . . . . .  25 
Drum Charts Magazine . . . . . . . . . . . . . . . . . . .  37 
Drums . . . . . . . . . . . . . . . . . . . . . . . . . . . .  50 
Drums Ltd . . . . . . . . . . . . . . . . . . . . . . . . . .  30 
Fall Creek Marimbas . . . . . . . . . . . . . . . . . . . .  30 
Vic Firth Enterprises . . . . . . . . . . . . . . . . . . . . .  6 
John Fornaszewski Drum Shop . . . . . . . . . . . . . . .  45 
Franks Drum Shop . . . . . . . . . . . . . . . . . . . . . .  2 
Gauger Mallets . . . . . . . . . . . . . . . . . . . . . . .  35 
Hinger Custom Percussion . . . . . . . . . . . . . . . . .  59 
Hyer Marimba Products . . . . . . . . . . . . . . . . . . .  33 
Kastuck Percussion Studio . . . . . . . . . . . . . . . . .  58 
Kendor Music . . . . . . . . . . . . . . . . . . . . . . . .  18 
Lang Percussion Co . . . . . . . . . . . . . . . . . . . . . .  27 
Latin Percussion . . . . . . . . . . . . . . . . . . . . .  OBC 
Ludwig Industries . . . . . . . . . . . . . . . . . . . . . .  IFC 
Northern Music . . . . . . . . . . . . . . . . . . . . . . .  36 
Permus Publications . . . . . . . . . . . . . . . . . . . . .  14 
Premier Percussion . . . . . . . . . . . . . . . . . . . . . .  3 
Paul Price Publications . . . . . . . . . . . . . . . . . . . .  6 
Pro-Mark Corp . . . . . . . . . . . . . . . . . . . . . . . .  25 
Remo, Inc . . . . . . . . . . . . . . . . . . . . . . . . . .  IBC 
S. & S. School of  Music . . . . . . . . . . . . . . . . . . .  13 
Studio 4 Productions . . . . . . . . . . . . . . . . . . .  33,59 
Windsor Music . . . . . . . . . . . . . . . . . . . . . . .  27 
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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 society, Inc. and hope they will continue to consider PAS as a 

worthwhile and stimulating force in the percussion world. 

MANUFACTU RERS/PATRONS 

J. C. Deagan, Inc. 
Ludwig Drum Co. 
Musser Division of Ludwig 
M.M. Paiste & Sohn K. G. 

Premier Percussion 
Remo, Inc. 
Rogers Drums 
Singerland Drum Co. 

Avedis Zildjian Co. 

DISTRIBUTORS/WHO LESALERS 

Charles Alden Music Co., Inc./Sonor Drums 
Magnamusic Baton, Inc. 

Norlin Music, Inc./Pearl Drums 

PRODUCT SPECIALISTS 

American Drum Manf. Co., Denver, CO. 
Mike Baiter Mallets, Chicago, I L 
B(ocks, Memphis, TN 
Danmar Percussion Products, Studio City, CA 
Frank Epstein, Boston, MA 
Evans Products, Inc.-Robert C. Beals, Dodge City, KS 
Vic Firth Enterprises, Dover, MA 
Tom Gauger, Brookline, MA 
Gon Bops of California, Vernon, CA 
Hinger Touch Tone (Custom Percussion), Leonia, NJ 

Hyer Marimba Products, Delaware, OH 
Latin Percussion, Palisades Park, NJ 
McCormick's Enterprises, Inc., Elk Grove, I L 
Planet Percussion, Inc., Las Vegas, NE 
Pro-Mark Drum Sticks, Houston, TX 
Regal Tip Products, Niagara Falls, NY 
Temporal Acuity Products, Inc., Seattle, WA. 
The World of Peripole, Inc., Browns, Mills, NJ 
Vaughncraft, Nashville, TN 

DRUM SHOPS, TEACHING STUDIOS, AND OTHER RETAILERS 

B & S Percussion Center, Dallas, TX 
Birka Music, Stockholm, Sweden 
Carroll Musical Instrument Service, Inc., New York, NY 
Coyle Music Centers, Inc., Columbus, OH 
The Drum Shop, Dearborn Hts., MI 
The Drum Shop, Las Vegas, NE 
Drums, Pittsburgh, PA 
Drums Limited, Inc., Chicago, I L 
Drums Only, Vancouver, BC 
Drums Unlimited, Inc. Bethesda, MD 
Fabrizi Drum Shop & Studio, Pittsburgh, PA 
John Fornaszewski Drum Shop, Granite City, IL 
Franks Drums Shop, Inc., Chicago, I L 

John Hartwig, Copenhagen, Denmark 
Henry's Music, Akron, OH. 
Jeff's Drum Shop, Normal, IL 
Kastuck Percussion Studio, Ridgefield, CT 
May & Duncan Music Co., Midland, TX 
Northern Music Co., Potsdam, NY 
William D. Olive-Drum Specialist, Genview, IL 
PauI-Mueller 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 Kratzer, St. Paul, MN 
Joe Voda's Drum City, Omaha, NE 

PUBLISHERS 

Alfred Music Co., Inc. 
Associated Music Publishers/G. Schirmer 
C. L. Barnhouse, Co. 
Mel Bay Publications 
Boosey & Hawkes, Inc. 
M. M. Cole Pub. Co. 
Columbia Picture Publications 
Deborah Productions 
Drumcharts Magazine 
Editions, Salabert, Inc. 
European American Music Dept. Corp. 
Fereol Publications 
Carl Fischer, Inc. 
Galaxy Music Corp. 
Great Inland Timpanist 
HaMaR Percussion Pubs., Inc. 
The Instrumentalist Co. 
Kendor Music, Inc. 
Gerald C. Kent Co. 
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Lang Percussion Co. 
Ludwig Publishing Co. 
Robert Matthews 
Music for Percussion 
Music Minus One 
National Assoc. of Jazz Educators 
Permus Publications 
C. F. Peters Corp. 
Theodore Presser Co. 
Paul Price Publications 
Rim Shot Music 
The Sasaya Music Co. 
Seesaw/Okra Music Corporations 
Southern Music Co. 
The Stick Bin 
Studio 4 Productions 
TRE Music Co. 
Windsor Music Publications 






