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Ludwig Industries e
Announces

SEVENTHIR
INTERNATIONAL

PERCUSSIONIL
SYMPOSIUMERS

JUNE 25 - JULY 1, 1978
EAST CAROLINA UNIVERSITY
GREENVILLE, NORTH CAROLINA

Tracks Include:

* Drum Set
*+ Mallet Keyboard ' !

* General Percussion-Pedagogy —
*Total Percussion Performance §§ :
*Marching Percussion

For Further Details... Write:
Harold Jones,

Percussion Instructor

East Carolina University

School of Music
P.O.Box 2517
Greenville, North Carolina, 27834
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New York City. This unique medium popularized in the 1930’s
and 1940’s by Musser, will be recreated at the PASIC 78 in
Tempe, Arizona this coming October when Joel Leach will
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See Page 8 of this issue for details on PASIC ’78 and Page 20 for
the history of CLAIR OMAR MUSSER and The MARIMBA
SYMPHONY ORCHESTRA.
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AT CARROLL SOUND.
OF COURSE!

Importers & manufacturers of quality specialty
instruments and sound effects.

Send for our FREE catalog today. ®
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MIKE BALTER
$/ MALLET CASE

FEATURES A SEPARATE COMPART-
MENT THAT WILL HOLD ““TOYS”,
BEATERS, AND ACCESSORIES.

USE AS A CARRY-ON BAG FOR ALL
AIRLINES — WILL FIT CONVEN-
IENTLY UNDER AIRPLANE SEATS.

T k L XY
008656 &)  ®e®

» LIGHTWEIGHT .
« COMPACT .
«HEAVY DUTY CONSTRUCTION .

THE ULTIMATE IN
XYLO - BELL MALLETS

NO. 8 7/8" ROSEWOOD NO. 9 BRASS No. 10 1-1/8" PLASTIC
No. 8A 1-1/4" ROSEWOOD NO. 9A ALUMINUM NO. 10A  7/8” PLASTIC

MIKE BALTER MALLETS P.O. BOX 531 NORTHBROOK, ILL. 60062
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Great cymbals are made,
not manufactured.

The one thing that mass pro-
duction cannot produce is
greatness. That's why no cym-
bal with the Zildjian name on it
will ever be stamped out of
sheet metal.

Like the Zildjian cymbals
played by 17th Century musi-
cians, the Zildjian cymbal you
play is formed by hand from
our secret alloy. The metal is
melted, rolled, and tempered
by artisans who have an aver-

age of 20 years’ experience.
You don't have to be a
cymbal maker to hear the
greatness that is the end prod-
uct of this process. Your musi-
cian’s ear will easily perceive it.
To begin with, you will
notice that the Zildjian cymbal
has extraordinary cutting
power, while all other cymbals
fall off prematurely. The dif-
ference is in the alloy formula
and special metal-forging
techniques we use.

You will also notice that
while the mass-produced
cymbeals exhibit rigorous uni-
formity, the Zildjian cymbals
forego the industrialist's
standards in favor of the
artist's. Each Zildjian cymbal
speaks with an individual
voice. This means you are
able to choose a sound that is
suitable to your personal taste
and style of playing.

You will not be the first

musician to play your Zildjian
cymbal. All Zildjians are played
and evaluated by our staff of
seven drummers before they
are allowed to leave our aging
vaults.

So when you select a
cymbal, take your time, and
choose carefully.

When you buy a ég"z’ X
Zildjian, you're not A‘-UVEB =
just getting an ZILDJIAN CO.
instrument. % SO 0

ISy W

You're buying art.

MADE NS A

Avedis Zildfan Company, Cymbal Makers Since 1623, Longwater Drive, Norwell, Mass. 02061 USA
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pearl vari-pitch.

it jJust may be all you need

Pearl’s new Vari-Pitch is the answer to the player's need to
have the versdtility of a Roto Tom with the depth and
resonance of a conventional drum. For the first time a player
can precisely select the balance between impact and
resonance fo create the sound needed. A few quick tums
and the ciritical distance beiween head (generator) and
the shell (resonator) can be adjusted and locked info
place with the exclusive drum stick receiver lock nut,

Once the bdlance between impact and resonance is
selected and locked in, simply tumn the head to the tension
desired...high pitch, low pitch, wet sound, dry sound...or
anything in between, It's all yours with Vari-Pitch.

®
e a " Another Quality Product from Norlin
7373 N. Cicero Avenue, Lincolnwood, llinois 60648

Anmemm DHRUM< mmmmw  In Canada: 51 Nantucket Boulevard, Scarborough, Ontario

:f &

DESCHLER
MALLETS

==

-

nf—Jff= =P

PROFESSIONAL Send for free brochure today
RATTAN MALLETS
FOR DESCHLER MALLETS
ALL MALLET KEYBOARD 312 S. PARK AVE,
INSTRUMENTS

LYNBROOK, NEW YORK 11563

The Original All Purpose
Mushroom Vibe Mallet

i
No. 116 color BABY BLUE hardness MEDIUM i
This hand wrapped mallet is made with 100% nylon three k‘ ‘ : ‘
ply yarn. The head is a half sphere 1 & 1/8 inch in diameter ' !
| l!
n

I
4
L’kl and the wrapping is held together with double stitching on
top and bottom of the head. Primarily a vibe mallet they can
also be used on marimba. Good for electric vibes, it will give
a clear sound through the amplifier with very little thumping
sound. This model is used by many of today’s top pro-
fessional vibe musicians.

| |

‘. [Invet

High Quality Materials and Workmanship is
what Deschler Mallets are all about
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Philip Faini
Professor of Percussion
West Virginia University

Bob Houston
East Texas State

University
Contributing author,
PASJournal and
Percussive Not

Robert J. Schietroma o, 5
Professor of Percussion Will Rapp
North Texas State ; H} h schgol aénd
i i college educator
University o Author of four publi-
cations on marching
percussion

t
doel Leach
Professor of Percussion
Californija State
University

Paul Price
Manhattan School
of Music

Kean College of
New Jerse

James Sewrey
Clinician, composer, author,
elementary education specialist

P 1 W. Hewett
Professor of Percussion
Kansas State University

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

- James Potercsak with some of the most eminent per-
George Frock grgsrae Schﬁol °§M§Si° cussion experts in the country. For
Professor of Percussion  Fred Wickstrom otsqam, New xor: information on each Premier clini-
University of Texas University of Miami. cian, including availability and fees,

Grontonforassionis an write to Selmer, P.O. Box 310,
Philharmonic Elkhart, Indiana 46514.

Selmer

Clem DeRosa
Columbia University
Teachers College
Consultant, Kennedy
Center for the
Performing Arts
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Coming Events
 PATSY

PERCUSSIVE ARTS
SO0CKETY

PLAN NOW TO ATTEND
1978 PERCUSSIVE ARTS SOCIETY
INTERNATIONAL CONVENTION
OCTOBER 27-29, 1978
at ARIZONA STATE UNIVERSITY
Tempe, Arizona
Mervin Britton, Host

The 1978 PERCUSSIVE ARTS SOCIETY INTERNATIONAL
CONVENTION begins on Friday evening, October 27th with an
8:00 p.m. concert, continues through Saturday, and concludes
on Sunday afternoon, October 29th with an afternoon perform-
ance of the PASIC-78 Marimba Symphony Orchestra. Presently
the outstanding lineup of clinicians and guest artists booked for
this important event include:

ED SHAUGHNESSY - drum set artist extraordinary, and his
ENERGY FORCE ORCHESTRA IN CONCERT

JAMES BLADES - the dean of English percussionists.

PASIC-78 MARIMBA SYMPHONY ORCHESTRA - 50
selected young marimbists directed by Joe Leach, pat-
terned afterthe greatClair O. Musser Marimba Orchestras
of the *30s and *40s.

WILLIAM KRAFT - RONALD LOPRESTI - ARMAND
RUSSELL - three great composers who will present their
works and discuss composing for percussion.

PATCH ENSEMBLE - unique percussion instruments pre-
sented in performance under the direction of Danlee
Mitchell.

CHARLES OWEN - former percussionist with the Phila-
delphia Orchestra

JOHN BERGAMO - specialist in tabla appearing with his
hand drumming group.

TINTINNABULUM - L.A. based professional percussion
quartet

MONTEBELLO PERCUSSION ENSEMBLE - a marvelous

group of very young percussionists under the direction of
Steve Traugh.

GRACE NASH - Orff Instrument Clinic and Performance

JIM BASTIN - Experienced recording studio technician
discussing how he records drum set in the studio

OUTSTANDING COLLEGE PERCUSSION ENSEMBLES -
performing a variety of percussion ensemble literature,

AND as always, a fantastic and complete display of percus-
sion products with experts on hand to answer all your
questions. SEE YOU THERE!

You may place your reservations now for housing by contact-
ing: HOWARD JOHNSONS, 2225 E. Apache Blvd., Tempe,
Arizona, 85281. Mention you will be attending the PASIC-78

for special convention rates.

A Percussion Workshop will be presented by The SAINT LOUIS
CONSERVATORY OF MUSIC June 12-17, 1978,

Nine of the counitry’s most outstanding timpanists and
percussionists will be conducting the five day session. Saul
Goodman and Richard Holmes will teach timpani; John Kasica,
David Friedman, David Samuels, Harvie Swartz and Michael
DePasqua will teach mallets and commercial percussion, Car-
mine Appice, drum set; and David Charles, Latin percussion.

The number of participants in the workshop will be limited
and selected by audition. There is no limit to the number of
auditors, however, and all will be welcomed. For applications
and additional information call or write Max Rabinovitsj at the
Saint Louis Conservatory of Music, 560 Trinity Ave., Saint
Louis, Mo. 63130 (314) 863-3033.

MARCHING BANDS OF AMERICA INC, will hold -their 3xd
National Championship and Workshops June 15th through
Sunday, June 18th, 1978 at The University of Wisconsin-
Whitewater Campus. Included will be 4 days of student &
director workshops, 3 nights of competition, and exploring
newest concepts, music, instruments, & design with the nation’s
finest bands & clinicians. For further details contact: Marching
Bands of America, P.O. Box 97, Elk Grove Village, Illinois
60007, Phone 312/439-8370.

LUDWIG ANNOUNCES
THE SEVENTH INTERNATIONAL
PERCUSSION SYMPOSIUM

A faculty of leading percussionists and educators will conduct
a full week of instruction at the Seventh International Percus-
sion Symposium, June 25 through July 1, 1978,

The beautiful campus of East Carolina University, Greenville,
North Carolina, will be the site of the symposium, which will
feature specialists tracks in Drum Set, Mallet Keyboard,
Marching Percussion, performance in Total Percussion and a
General Percussion-Pedagogy track for music educators and
non-percussionists.

Beginning and advanced levels of instruction will be available
in all specialists tracks with Continuing Education Units (CEU)
available through East Carolina University.

For complete details and application, write to: Harold Jones,
Percussion Instructor, East Carolina University, School of
Musie, P.O. Box 2517, Greenville, North Carolina 27834.

The BIRCH CREEK FARM Performing Arts Academy will hold
a Jazz Session June 26 - July 15 and a Chamber Music Session
July 17 - July 29 this summer. The camp lists an extensive
faculty with James Dutton serving as camp director. Founder
and director of Birch Creek Farm, Dutton presently teaches at
the American Conservatory of Music in Chicago where he is
Chairman of the Percussion Department and director of the
Chamber Music Program. For enrollment information contact:
Jdames Dutton, Director, Birch Creek Farm, Performing Arts
Academy before June 1 - 505 N. Lake Shore Dr,, 2218,
Chicago, Ill. 60611, 312/828-0036 or 312/372-2213 - after June
1 - Route 1, Box 114C, Bailys Harbor, Wis. 54202,
414/868-3763.

The 7th Annual MARIMBA/VIBE CAMP sponsored by the
Ohio State University will be held July 9-14, 1978. This unique
camp is one of the few devoted exclusively to the study of all
aspects of the bar percussion instruments.

Activities will include: Ensemble playing; master classes-
technique and solo literature; improvisation & sight reading
development; lecture demonstrations on instrument building
and mallet wrapping; private lessons at no additional charge, and
regular evening programs by faculty and guest artists.

Camp staff includes: JAMES L. MOORE, Camp Director,
Head of Percussion Studies at the Ohio State University and
Director of the University Percussion and Marimba Ensembles;
LINDA LORREN PIMENTEL, Artist marimba performer,
teacher, and clinician; and DAVID SAMUELS, special guest vibe
clinician for this years camp appearing through arrangements
with LUDWIG/MUSSER Industries.



Some marimba or vibe background is helpful, however you
need not be an advanced player to participate. Instruction
appropriate to each participants level of ability will be provided.
Enrollment is open to High School, Junior High School, College,
and Adult Students, and to Professionals. Dormitory supervision
is provided for High School and Junior High School age
students.

A limited number of openings are still available for this camp
week, For details contact: Dr. James L. Moore, Marimba/Vibe
Camp Director, School of Music, The Ohio State University,
Columbus, Ohio 43210.

A COMPREHENSIVE PERCUSSION WORKSHOP with
Anthony J. Cirone, Director and Joe Sinai and Charles Dowd,
Instructors will be offered July 10th to August 5th, 1978 at the
California Music Center, College of Notre Dame, 1500 Ralston
Avenue, Belmont, CA 94002, Activities will include six hours of
private instruction, orchestral repertoire workshop (12 hours),
percussion ensemble workshop (12 hours), and percussion
ensemble concert performed on campus. Also available will be:
Special orchestral cymbal technique classes, advanced drum set
and jazz vibraphone lessons, individual coaching on orchestral
cymbal techniques, and timpani and percussion section positions
in the Symphony Orchestra. College credit is available for
college students. Student enrollment is limited — interested
applicants please call or write Tony Cirone, P.O, Box 612,
Menlo Park, CA 94025 — (415) 323-6216.

The first season of the NEW MEXICO MUSICAL FESTIVAL
AT TAOS will be from July 23 - Sunday, August 27, 1978.
Curriculum/Performing Organizations include: Symphony
Orchestra, Symphonic Wind Ensemble, weekly private instruc-
tion, masterclasses, music literature, ear training, brass en-
semble, percussion ensemble, student-faculty chamber music
series, solo recital series. Pexcussion instruction will be given by
PAUL DICKINSON, M.M. Northwestern, faculty, University of
Wisconsin, Stevens Point. For further information contact: Noel
Farrand, Executive Director, Friends of American Music, Inc.,
Taos, New Mexico 87571, (505) 758-8029.

WORLD MUSIC EDUCATION CONGRESS IN CANADA
Summer 1978

The International Society for Music Education (ISME) will hold
its World Congress at the University of Western Ontario in
London, Ontario, this coming summer from August 12th to
20th. Over 3000 delegates from 40 countries are expected to
attend this first time in Canada event.

The VICTORIA PARK PERCUSSION ENSEMBLE, a high
school ensemble directed by Glenn D, Price in Toronto,
Ontario, Canada, has been chosen as a Canadian representative
to perform at the World Congress Convention of I.S8.M.E,
(International Society for Musie Education).

This 13th Annual Convention is a prestigious event which
will feature performing groups from over twenty countries,
including the HOLSTEBRO PERCUSSION ENSEMBLE from
Denmark. Complete information available from: ISME Con-
gress, The University of Western Ontario, London, Ontario,
Canada, N6A 3K7.

P.A.S. CANADA has confirmed LOUIS BELLSON and BILLY
COBHAM for two days of clinics & workshops on September 9
and 10, 1978 in Winipeg Manitoba. The weekend will finish
with a concert by the University of Manitoba Jazz Ensemble
featuring Louis Bellson & Billy Cobham as soloists. Tickets may
be obtained from P.A.S. Canada, 507-1833 Pembina Hwy.
Winnipeg, Manitoba R3T 3X8, Canada 204-269-0252 at $20.00
for all events. Tentative arrangements have also been made for
the McGill University percussion ensemble from Montreal to
perform on September 9. P.A.S. Canada would like to invite
everyone, everywhere to their 2nd annual Percussion Weekend -
the biggest percussion event to ever hit Canada!

complete selection in percussioninstruments
including top namesin

xylophones »» vibes ¢« marimbas

il
DRUMS LTD

218 S. WABASH AVE. DOWNTOWN, CHGO 8thFL. 312.427-8480

write us for your free

MUSSER and/or DEAGAN catalog.



L\ € NEWS

PASIC 78 COMMITTEE ANNOUNCED

Some of the hardest working persons in the Percussive Arts
Society organization in the coming months will be the members
of the committee planning and carrying out the many details for
PASIC '78.

The PASIC ‘78 Committee is as follows: Mervin Britton -
Chairman, Mike Combs, Gary Cook, Karen Ervin, Neal Fluegel,
John Galm, Marjorie Holmgren, Mark Sunkett, and Larry
Vanlandingham.

The convention will be held October 27, 28, and 29, 1978 in
Tempe, Arizona at Arizona State University.

PLAN NOW TO ATTEND
PASIC ‘78
OCTOBER 28-30, 1978
AT ARIZONA STATE UNIVERSITY
TEMPE, ARIZONA

P.A.S. HALL OF FAME
NOMINATIONS REQUESTED

Criteria

The P.A.S. Hall of Fame Award is given to a person who has
influenced the percussion world as evidenced by his contri-
butipns in any of these categories:

Performing Excellence
Writing and Composing
Teaching Excellence
Inventions and/or Discoveries

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.

Please return all nominations BY JULY 1, 1978. Include a
biography or vitae of the individuals background and contribu-
tions to percussion with your nomination.

Mail to: HALL OF FAME NOMINATIONS, PERCUSSIVE
ARTS SOCIETY, 130 Terre Haute, Indiana 47805.

Presentation

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 Inducted March 1974

William Ludwig, Sr. Gene Krupa
Haskell Harr Harry Partch
Roy Knapp Morris Goldenberg

Saul Goodman James Salmon

John Noonan

Inducted December 1975
Frank Arsenault Clair O. Musser
James Blades Paul Price

Inducted October 1976
William G. Street

Inducted October 1977
Cloyd Duff
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CATAGORY FOR 6th ANNUAL
P.A,S. PERCUSSION COMPOSITION CONTEST ANNOUNCED

As the June 1st deadline for entries in the 5th PAS
Percussion Composition Contest is reached, plans have already
been announced for next years (1978-79) competition.

Next years composition catagory will be:

KEYBOARD PERCUSSION ENSEMBLE (consisting of
three or more players)

The following prominent judges have already been lined up
to pick next years winning composition:

GORDON PETERS -Principal Percussionist Chicago Symphony
and founder of the Eastman Marimba
Masters.

GITTA STEINER - Prominent Percussion composer.,

MICHAEL ROSEN - Head of Percussion Oberlin Conservatory
and Performer.

JOHN O’REILLY - Prominent percussion composer and pub-
lisher/editor,

DANIEL KESSNER- Faculty California State University at
Northridge, California.

Prizes for the winning works are: $300. - $200. - $100., with
the first prize work also receiving a guaranteed opportunity for
publication and performance at a PAS national event. Further
details on the competition will appear in the Fall Issue of
PERCUSSIVE NOTES MAGAZINE,

CORRECTION

The photo below from the last issue of Percussive Notes at the
PASIC-Knoxville carried an incorrect caption. It should have
read:

*

“PAS Hall of Fame member HASKELL HARR and his wife
MILDRED view the exhibits with great interest.”

PAS apologizes for this error.

On behalf of the Officers and Board of Directors of P.A.S.
we hope that your membership will be worthwhile, informative,
and enjoyable. Presently, there are more than 5,000 P.A.S.
members world-wide, from every area of the percussion world
(i.e. drum set players, timpanist, keyboard players, etc.)

The Percussive Notes and Percussionist are the official
publications of the Percussive Arts Society. You will receive
them throughout the year. The Pexcussive Notes will keep you
informed as to what is happening nationally on the percussion
scene; new innovations and instrument design, as well as the
exchange of ideas through the published articles. The Percus-
sionist is a more research oriented edition designed for more
serious investigation and study. In addition, as a paid participant
you are automatically a member of your local (state) chapter
through which you will receive information relating to P.A.S.
activities in your area,

The Percussive Arts Society is dedicated to raising the level
of percussion performance and teaching; to expand the under-
standing of percussion and serve the needs of the percussion
student, teacher and performer; and to promote greater com-
munication between all areas of the percussion arts.

With these ideals in mind, I invite you to participate fully in
the Percussive Arts Society, whether it be through your active
participation in local and national P.A.8, activities, or by the
communication and contribution of articles in our publications.
Participation is the key word.

Cordially,
Jim Petercsak, President
Percussive Arts Society



MY THOUGHTS ON HISTORIAN

by P.A.S. Historian
Cynthia E. Soames

This article, in general, deals with the Percussive Arts Society
collection of historical materials. Specifically, this article pre-
sents my thoughts about ten possible areas of organization for
nLaterials to be included in the future Percussive Arts Society
library.

Materials collected should and will be representative of all
aspects of percussion and the Percussive Arts Society. Any
materials sent by members, publishers, manufacturers, etec, will
be accepted and used in the collection. Any ideas, suggestions,
or recommendations are welcome and will be appreciated.

The First, and perhaps most important area of organization
should be a collection of all back issues of Percussive Arts
Society magazines. This collection should include PERCUS-
SIONIST and PERCUSSIVE NOTES issues, issues titled PER-
CUSSIVE ARTS SOCIETY, and PERCUSSIVE NOTES issues
prior to the 1965 merger.

The second collection should include issues of special
bulletins for Research, Notation, Membership, Solo and En-
semble Literature, ete.

A third collection should include proposed budgets and
executive secretary reports of the financial aspects of P.A,S.

A fourth collection would include available paste-ups of
P.A.S, issues. A paste-up is a final rough draft of an issue before
printing. Members who have contributed to issues or produced
state newsletters will appreciate these materials for reference
and research,

A fifth area of materials organization is the scrapbook
collection. This collection can include individual scrapbooks of
past and present by-laws and consititutions, state chapter

activities, national conventions, executive committee meetings,
Hall of Fame recipients, committee projects, etc.

The sixth collection could include tapes and recordings of
national convention performances, any Day of Percussion,
Un-contests, ete.

The seventh area of materials organization is a framed and
displayed selection of posters and pictures of membership ads,
committee projects, convention activities, meetings, past and
present officers, etc. This collection and the eighth materials
area, although similar, should be separate. The eighth collection
includes pictures and biographies of Hall of Fame recipients. In
addition, Hall of Fame members should be listed separately,
perhaps on a plaque. Recordings, music, mallets, textbooks,
instruments, or other individual contributions of Hall of Fame
members might also be displayed.

The ninth collection should include a complete list of past
and present supporting and sustaining members, manufacturers,
ete. of the Percussive Arts Society.

Finally tenth, a displayed collection of mallets, music,
instruments, recordings, ete., introduced through P.A.8, reviews
or advertisements and made available by members, manu-
facturers, advertisers, publishers, etc. and a collection of any
percussion products, materials, music, instruments, etc. from
any age or period, would complete the library collection.

These ten possible areas of organization for materials may
not include all ideas you feel should be part of the P.A,8.
historical collection for the future library. Please send com-
ments, suggestions, recommendations, and materials to: Cynthia
Soames, 352 Blair Pike, Peru, Indiana 46970, Thank you!

WHEN WRITING ADVERTISERS
PLEASE MENTION THAT YOU SAW IT IN
“PERCUSSIVE NOTES”

AN OFFICIAL PUBLICATION OF
THE PERCUSSIVE ARTS SOCIETY

Professional quakity, custom made sticks; personally hand crafted
p sl and fnished from selected New England wood.

Carefully designed and re-designed to p the best sounds

with a minimum of effort,

from
Tom Gauger/Percussionist Boston Symphony Orchestra

Hall, Boston, Mass. 02115 / or contact your focal dealer

BASS DRUM SERIES .

Contoured handle fits nicely in the hand, creates good balance.

COMBINATION SERIES—
FOR QUICK CHANGES

These sucks have been a great help in solving many stick change problems

SNARE DRUM SERIES

Atwo coathand rubbed finish grves a durable and atiractive appearance

For further information write: Thomas Gauger, Boston Sy

ph Orchestra, Sympt




( «NEW *

PRELUDE & DOUBLE FUGUE

James Reichert Sc & Pts $15.00
An exciting opening work. Well written for 5 perc. & piano

DANCE

Williom Steinohrt Solo & Piano Red. $7.00
A lively work: featuring a solo percussionist playing four
timbales and four timpani. Not difficult.

CONCERTO da CAMERA No. 5

David Loeb Sc & Pts $10.00
A concerto for solo marimba in three short movements.
Bright colors and warm sounds. The accompaniment is 4
mallet instruments— vibes, xylophone, bells and chimes.

FANTASY PIECE (for Karen Ervin)

Gitta Steiner Marimba Solo $5.00

3 PIECES

Gitta Steiner $6.00
A collection which includes Eight Minatures for vibes,
Night Music for solo marimba, and Percussion F antasy.

TWELVE PRELUDES

David Loeb $6.00
Each Prelude is written for a different combination of inst-
ruments played by a solo performer. Instruments include
vibes, xylophone, chimes, woodblocks, marimba, etc.

THE BEGINNING SNARE DRUM
Morris Long $6.00

A set of 30 lessons which include etudes, exercises to
develop technique and control while in a musical context.

LANG PERCUSSION CO.
208 W. 30 St. New York, N.Y. 10001
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Mallets for; all Keybo od Iymﬁmems

That's right! Dur name may suggest that our mallets are

Ponewsscon Discusoion

u

CONCERNS IN PERCUSSION EDUCATION
by Linda Lorren Pimentel

Editor’s Note - The following comments in part are from articles
submitted to Percussive Notes and The Percussionist by Linda
Lorren Pimentel. In these articles, she explores in detail the
questions raised here.

The high school percussionist needs to be able to play several
instruments with quite varying techniques, He usually plays his
part alone, which contrasts with the dozen or so players that
inhabit a violin or clarinet section. He must maintain and repair
a variety of equipment. He must choose from several tools
(malelts, sticks, etc.) when playing any one instrument. Com-
posers, even at the present time, often do not write precise and
consistent percussion parts, thus the percussionist often has to
rewrite or improvise parts. His parts are often more rhyth-
mically complex than those for other ensemble members. He
should be able to read both bass and treble clefs. He is entrusted
with several thousand dollars worth of the schools equipment.

Is the elementary school instrumental instructor encouraging
students who exhibit the necessary traits of maturity, responsi-
bility, and musicianship to explore the field of percussion? And
is the high school instrumental music specialist, the private
percussion teacher, and the private piano teacher giving as good
of tools to the percussionist as they are giving to other students?
Does the public school instrumental music specialist, because of
his own feelings of inadequacy in the area of percussion skills,
tend to ignore the percussion students so long as they do not
misbehave and play their parts reasonably accurately; Has the
private percussion instructor become involved in a wide enough
variety of musical experiences (melodic, harmonic and

for mérimba only. We do make the best mallets for

. rhythmic) and teaching techniques to give the students a solid
marimba. but they also produce the fullést tone withmore

foundation? Does the piano teacher tend to become more

y . 12 o iy - involved with students who excel at playing the piano, and not
zz:;::’l;yon “r‘i;:t}ziékal Y tzﬁzznzo:?‘z b;;f:: consider how and what to teach studenis with speciél needs?

Also do percussionist educators need to educate parents whose
children are likely to make fine percussionists about the beauty
and values of percussion music? These are all important issues
that must be faced in percussion education today. (Editor’s
Note - See the article Parallels Between Piano and Percussion
Instruction by Linda Pimentel on page 27 of this issue of
Percussive Notes)

rosewood, (4
mallet can.

design. cra
Harimba

you get o full bodied tone no other
B.you are looking for professional
d bettér sqguntlscome to Hyer
ler information write us.

PERCUSSION WORKSHOP
JUNE 12-17, 1978

The Saint Louis Conservatory of Music

TIMPANI: Saul Goodman, Richard Holmes
MALLETS AND COMMERCIAL PERCUSSION:
David Friedman, David Samuels,
Harvie Swartz, Michael DiPasqua,
John Kasica
DRUM SET: Carmine Appice
LATIN PERCUSSION: David Charles
For information, contact Conservatory Director,

The Saint Louis Conservatory of Music, 560 Trinity,
St. Louis, Missouri 63130, 314/863-3033

. |mver marimBa
[PRODUCTS

354 N. Franklin
Delaware, Ohio 43015
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PERFORMANCE REVIEWS

PHILADELPHIA
WOODWIND QUINTET
At Academy of Music Ballroom

by Dom Dinardo
Reprinted from The Evening Bulletin, February 6, 1978

The five renowned members of this wind ensemble always
seem to perform on an extraordinary level, and yesterday
afternoon’s concert had the added benefit of an unusually
varied program. Flutist Murray Panitz, oboist John de Lancie,
clarinetist Anthony Gigliotti, Bernard Garfield on bassoon, and
hornist Mason Jones make up the distinguished group, who
achieve sonorities that gleamed with color and clarity.

The world premiere of Alec Wilder’s Quintet No, 13 with
Marimba featured percussionist Gordon Stout for whom it was
written, With the marimba part acting as a sixth equal voice,
many possibilities of this unusual combination were explored.
The irrepressible ahd prolific Mr. Wilder, composer in every
imaginable instrumental medium, writer of the definitive book
on “The American Popular Song,” and host of its illustrative TV
and FM series, was on hand for the performance. His straight-
forward style, structural unpredictability, charm, -and sense of
repose bridging melodic interludes were rendered with deep
understanding.

.Jazzy clarinet lines punctuated the rhythmic opening; the
marimba part, usually played with 4 mallets, undulated under
an oboe reverie in the soft second movement. In a flurry of
mallets, the third brace was brash, with inspired noodling by the
woody, resonant marimba sound. The last two movements were
leisurely and airy with lines intertwined like vines around the
varying gamelan-like throbbing. Wilder’s music is always sincere,
sometimes gnarled and wry, witty and ever filled with a sense of
wonder,

Stout was brilliant on his throaty instrument, encoring in his
own Mexican Dance, a hypnotic and fascinating tour de force
that also stirred the audience at this Temple University Faculty
Recital.

NEW RELEASES

FROGS by Keiko Abe $3.50

Ms. Abe dazzled crowds while on tour last year with this
lovely and picturesque composition for Solo Marimba (4
mallets)

EPISODE FOR SOLO PERCUSSION $3.00
by John Beck

A multiple percussion solo which employs a reasonable
array of equipment and explores the 3 main areas of
percussion: wood, metal, skin.

ANDANTE AND ALLEGRO $6.00
by Gordon Stout

A marvelously sculptured two movement work for
marimba (2 & 4 mallets) by one of today’s best known
Marimba Virtuoso/Composers.

gtudio 4 mroductions

box 266 northridge, ca. 91328

ionist’s

Bible

The Percussion Publications™
Catalog. The most extensive, most up-
to-date directory of percussion literature
in the world. Includes hundreds and
hundreds of methods and studies, solos,
and ensembles. Annotated with instru-
mentation requirements and grade levels
for all publications.

Added Bonus!
As an added bonus it features a special
mail order section containing hundreds
of hard-to-find accessories. All at mail
order prices.
Order yours today. The publisher’'s

price of $2.50 will be deducted from

your first order of $10 or more.

PRON

: ,é:g ! 1 (ki

Drums uplimited inc. . U

America’s Largest Percussion Store ] ’

4928 St. Elmo Ave., Bethesda, Md. 20014
(301) 654-2719
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STATE CHAPTER NEWS
Compiled by Don R. Baker

The CALIFORNIA CHAPTER OF PAS has a new look with a
new Board of Officers, Directors, and Advisors. New officers
were selected as follows: President, Brian Miller; Vice-President,
Gary Grimm; Treasurer, Julie Hooper; Secretary, Mike Feller;
and Public Relations, Kim Edmundson. Also the chapter has a
new magazine called PERCUSSION REPORTER. This past
winter at a surprise dinner party of selected guests and officers
of the California chapter, Louis Bellson was presented a plaque
conveying the chapter’s appreciation.

The 1977 Western States Composition Contest winner was
announced. The $250 first prize was awarded to Wilson Ing of
Northridge, California for his composition, “Comnings.”’ Re-
ceiving $50 each for a tie in second place, was John Beck and
Ralph Sappington. The latest composition contest entfries were
due in February for the category of ‘“Chamber Percussion
Ensemble” (3-56 players). The Western States Percussion Festival
was held this spring with ten categories open for competition
and including participants from eleven states.

ILLINOIS

On November 12, 1977, a percussion symposium was presented
for students, directors and teachers interested or involved in
percussion performance at the grade school through high school
levels. The symposium attempted to present and answer
questions regarding various instructional and performance tech-
niges relative to school music programs. Four outstanding
percussion performers and teachers were available for clinics and
discussion: Barry Grossman, free-lance percussionist and former
principal percussionist with the Phoenix Symphony Orchestra;
Kathleen Kastner, President of the Illinois chapter and Instruc-
tor of Percussion at Wheaton College; Duane Thamm, profes-
sional teacher, composer, and author; and Jeffrey Dire, percus-
sion instructor at Joliet Junior College and Elmhurst College.

o s

Illinois percussion symposium panelists (L. to R.): Kathleen
Kastner, Jeffrey Dire, Dugne Thamm, & Barry Grossman,

Editor Michael Jameson has reminded everyone that the
MICHIGAN CHAPTER PAS NEWSLETTER is published four
times per year and includes articles, ideas, calendar dates,
programs ete, Also included in the latest issue are brief synopses
of college percussion areas in Aquinas and Olivet colleges. An
informative, educational article by Douglass Thompson of
Highland Junior High in Battle Creek was entitled “Percussion
in the Public School.”

Besides the MSBOA solo-ensemble festival in Michigan, two
other large scale competitions for percussionists are held each
year. The Guild Contest has two categories for drums: rudi-
mental solos and combo drumming. The students compete in
divisions according to how long they have studied with a
teacher. Top winners are eligible for entrance in the national
competition. The Michigan Music Association events are cate-
gorized by the students’ age. Six areas are open for competitive
and self-evaluation categories.
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In April, the MISSOURI Chapter of PAS sponsored its sécond
annual “Day of Percussion.” This year the Day was held on the
campus of Southeast Missouri State University in Cape
Girardeau., The guest clinician was FRED WICKSTROM from
the University of Miami. Percussion Ensembles from Central
Missouri State University, Southeast Missouri State University
and the University of Missouri performed along with several area
high school ensembles. THOMAS HORST, President of the
Missouri chapter and Instructor of Percussion at Central
Missouri State University, was coordinator of the event.

The OHIO Chapter of PAS has published thejr first newsletter.
Entitled “Percussion News”’, this state publication will be edited
by Jack D. denny, 149 E, Kelso St., Columbus, Ohio 43202.
The first issue contained an interview with percussionist Phil
Shipley, who recently returned from a percussion concert tour
of Finland and Russia. Also included were announcements of
numerous recitals and concerts throughout the state and
advertisements from leading retailers, publishers, and product
specialists. Members wishing to submit material should contact
the editor at the above address.

The First Annual NEW YORK Chapter P.A.S. Day of
Percussion was hosted by Syracuse University School of Music
at Crouse College on Febraury 26, 1978, Co-chairmen of this
highly successful event were Ernest Muzquiz, percussion instruc-
tor at Syracuse University, and state chapter vice-president; and
Herbert Flower, Syracuse Symphony principal percussionist and
PAS Zone 3 representative.

Following registration, the first clinic was on drum set,
featuring Steve Gadd. In addition to performing and talking, Mr.,
Gadd also fielded questions from the receptive audience.

The New York State Chapter business meeting was called to
order by President John Beck following a luncheon. In addition
to the many members present, and state officers Vice-president
Ernest Muzquiz and Secretary-Treasurer Eugene Attleson, also
in attendance were PAS National President James Peterscak,
PAS Zone 3 Representative Herber Flower, and Zone 7, 9, 10
Representative Thomas Brown. The meeting later adjourned to
allow the membership to attend the Charles Owen Clinic at
which Mr. Owen expertly discussed and demonstrated several
major areas of percussion.

The culmination of the day was in the Grand Concert
featuring the Syracuse University Percussion Ensemble con-
ducted by Ernest Muzquiz, with Charles Owen as marimba
soloist; and the Eastman School of Music Percussion Ensemble
conducted by John Beck with Steve Gadd as soloist in the
premiere performance of John Beck’s Concerto for Drum Set
and Percussion Ensemble. Thus ended the First New York Day
of Percussion which was tremendously well planned and
favorably received with great excitement by all present.

The SOUTH CAROLINA PAS CHAPTER held an “Un-Contest”
this past December 3rd to prepare students for state band
auditions. The session was held at the University of South
Carolina in Columbia, South Carolina,

The VIRGINIA-D.C. PAS CHAPTER had a most exciting
concert and clinic by marimba artist Keiko Abe at the American
University in October. Also during October, approximately 15
members from the chapter attended the PASIC in Knoxville,

In February, a PAS Performance Forum was held at George
Mason University in Fairfax, The main purpose of the Forum
was to expand the musical performing opportunities for the
state’s percussionists. There were no judge’s ratings or competi-
tions, just performances from all age levels. A small registration
fee was required. Also this spring a clinic/concert featuring solo
percussionist Karen Ervin was presented at Virginia Common-
wealth University.

The WISCONSIN PAS CHAPTER held jts state membership
meeting at Platteville Middle School on Saturday, January 21,
with Lois Bly coordinating the event. Included as part of the
winter meeting was a workshop emphasizing mallet percussion
and drum set. Selected PAS members had spent many hours in
revising the state contest handbook. The revisions will prove to
be beneficial to the musical growth of the state’s percussion
students. Also included in the latest newsletter were reviews of
major method books, music, and records now available to
performers and educators.



ILLINOIS DAY OF PERCUSSION

The largest turn-out ever for the ““Day of Percussion’ was held
at the American Conservatory of Music in Chicago on Deec. 17,
1977 with well over 200 people present. Several new members
were attracted at this state convention. Opening the event was
guest speaker dim Petercsak, President of the National PAS, The
following were clinics or workshops offered at the state
convention: Tele Lesbine, Timpani; Ron Keezer, Drum Set
Styles and Solos; Marty Hurley, Marching Percussion; Geraldo
De Oliveira, Latin and Brazilian Percussion; Karen Ervin,
Keyboard Mallet Playing and Marimba Workshop; Dave
Samuels, Multi-Mallet Playing; Gordon Peters, Concert Percus-

e "““l“‘“

MARTY HURLEY in a marching percussion demonstration
along with the Phantom Regiment Drum and Bugle Corps.

CHARLES WALTON introduces GERLDO DE OLIVEIRA at

the Latin and Brazilian clinic.

Drummer PETER ERSKIN along with the. Maynard Ferguson
Rhythm Section showing ride cymbal techniques.

KAREN ERVIN conducting a marimba workshop

sion Practice and Preparation; Peter Erskine, Ride Cymbal
Techniques; Harvey Mason, Studio Drumming; and a perform-
ance of the winning contest composition by John B. Austin,
performed by Terry L. Applebaum and Ed Poremba.

The Un-Contest was held at Northestern University with
Terry Applebaum coordinating the event on Feb. 18, 1978.
Several outstanding local percussionists were judges in the
multi-category festival. Over 30 new members were netted at
this fine turn-out. Tony Caselli, free lance drummer and drum
set instructor at Northwestern, gave a really superb clinic on
musical drum set playing.

GORDON STOUT and JOSE BETHANCOURT master marimba
player meet at the “Day of Percussion.”

HARVEY MASON holds demonstration on Studio Drumming
along with JUDY ROBERTS, Piano and PHIL UPCHURCH, bass.

“Rap Session” on drum set performance with (L. to R,) JOEL
LEACH, moderator, HARVEY MASON, PETER ERSKINE,
LOUIS BELLSON and JIM PIEKARCZYK Chairman of the
players meet at the “Day of Percussion.”,

MJ‘ll
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ED POREMBA and TERRY APPLEBAUM getting ready to
premier the P.A.S. 1977 Percussion composition contest piece
composed by John B. Austin from Chicago.
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edited by Dr. John Baldwin
Boise State University
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The University of Cincinati College-Conservatory of Music and
its BLACKEARTH PERCUSSION GROUP, ensemble-in-
residence, have announced a Composition Competition - the
winner to receive a threefold prize: $500 in cash, Theodore
Presser Company’s publication of the work, and its premiere
performance by the Blackearth in spring 1979.

Blackearth members - Stacey Bowers, Garry Kvistad and
Allen Otte - tour internationally and record on the Opus One
and Advance Labels. They perform on approximately 100
instruments. Their repertoire includes new music from around
the world, as well as their own compositions and those written
expressly for them.

One of the Group’s prime objectives is to advance the art of
composition for percussion. This is the aim of CCM’s Composi-
tion Competition.

Each competing score, of no more than 20 minutes’
duration, must be an original, unpublished, and unperformed
work for three percussionists. All entries must be postmarked
by January 1, 1979.

To inquire about entry fee, instrumentation, etc., write:
Secretary, Composition Competition, College-Conservatory of
Music, University of Cincinnati, Cincinnati, Ohio 45221.

ALFRED BEISLY IV was the recent winner of a nation-wide
scholarship contest sponsored by the Nashville Association of
Musicians. He has attended both Tennessee State University and
the Berklee College of Music. Alfred was born and raised in
Cincinnati,

DAVID S, BITTNER recently performed John Beck’s Sonata
for Timpani in a combined faculty recital at the College of St.
Rose, Albany, New York, where he is the Director of Percussion
Studies. He also performed John Cage’s Amores at Union
College in Schenectady, New York, for the American Com-
posers Forum.,

The Marching Bands of Ameriea national high school champion-
ship and workshop event will return to the University of
Wisconsin-Whitewater for the third year on June 15-18, 1978,
The event is sponsored by Beatrice Foods Co. of Chicago. In
addition to the national marching band championship, the MBA
event features a series of educational seminars and displays by
professional instrument makers and suppliers.

On Friday, September 30, 1977, after BUDDY RICH and his
band, “Killer Force,” performed at the Radio City Music Hall,
his manager, Mr. Stanley Kaye, planned a surprise birthday
party for Buddy. Buddy was celebrating his 60th birthday and
looked and played better than ever. BUDDY RICH and his Big
Band also performed at Triton College in River Grove, Ilinois,
in December.

Last November, GARY BURTON and his Quartet were on the
campus of Appalachian State University in Boone, North
Carolina, for a clinic and concert. The event was sponsored by
the PAS chapter at ASU where SCOTT R. MEISTER is
g]x:‘sgg;t%r of Percussion, along with graduate assistant KAY
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LEIGH HOWARD STEVENS, concert marimbist, has just
recently returned from a concert and clinic tour of Texas, New
Mexico, Missouri, Iowa, Illinois, and Pennsylvania. The tour was
sponsored, in part, by Ludwig Industries. Leigh has recently
relocated in New York City to continue his marimba perform-
ance work.

Does your marimba have a beautiful tone on some notes but a
dead sound on some others? Why not combine the best bars
from several instruments and mount them all on one frame?
That is exactly how marimba virtuoso LEIGH HOWARD
STEVENS put together the rich-sounding keyboard that he
uses. Shown here in a clinic at the University of Wisconsin -
River Falls is Leigh with his multi-colored keyboard. (photo
submitted by Terry Smith, Instructor of Percussion.)

NANCY and MICHAEL UDOW, dance and percussion duo,
appeared at Memphis State University as part of their first
annual series of Artists-In-Residence.

AL PAYSON, Percussionist with the Chicago Symphony Or-
chestra, appeared at Alabama State University in Montgomery,
Alabama, last March, He served as Clinician and Guest Con-
ductor of the ASU Percussion Ensemble, VAN TONY FREE,
Director of Percussion, hosted this event.

The Boise State University Percussion Ensemble recently per-
formed several conceris while on tour through Southeastern
Oregon and Southern Idaho. The Ensemble, directed by Dr.
JOHN BALDWIN, ended their tour with a performance at the
State Music Educators Convention. Dr. Baldwin also presented a
clinic on “The Percussion Ensemble’’ while at the convention.

The Manhattan Percussion Ensemble, conducted by PAUL
PRICE, presented a concert at the Manhattan School of Music
which included several “first performances in NYC”’: Brisman’s
Concerted Music for Piano and Percussion; Frazeur’s Sym-
phony; La Rosa’s Visions of the Apocalypse; and Houllif’s
Octaphonics,

The Berklee College of Music has announced the availability of
their Faculty Jazz Quartet for clinics and concerts. The group is
composed of TED WOLFF (keyboard percussion); ED SAIN-
DON (keyboard percussion); ED KASPIK (drums); and Joe
Coroniti (bass). Further information may be obtained from Ed
Saindon, Faculty Box 202, Berklee College of Music, 1140
Boylson St., Boston, Mass., 02215.

ROY BURNS, clinician from Rogers Drums, appeared as
clinician at the All-Eastern Band and Instrumental Clinic hosted
by the Armed Forces School of Musie in Norfolk, Virginia.

BOBBY CHRISTIAN presented a “Teaching Total Percussion”
clinic sponsored by Ludwig Industries and the Texas chapter of
PAS at the Texas Music Educators Association convention in
February, PAUL BRAZAUSKAS, Texas PAS President, was
host for the event.

The University of Texas-El Paso Percussion Department spon-
sored a recital/master class/concert by KAREN ERVIN. The
event was co-sponsored by Ludwig Industries and Musser
Marimbas. VICKI JENKS, Instructor of Percussion at UT-EP
was the coordinator and host of the event.



SYLVIA E. PIMENTEL was first place winner in this year’s
Columbus, Ohio Youth Symphony Orchestra Concerto Contest.
Sylvia, who is a sophomore in Grandview High School in
Columbus, Ohio, will perform the Milhaud CONCERTO FOR
MARIMBA, VIBRAPHONE, AND ORCHESTRA or the Creston
CONCERTINO FOR MARIMBA AND ORCHESTRA with the
Columbus Symphony Orchestra during the 1978-79 season. She
is timpanist with the Columbus Youth Symphony Orchestra,
pianist for the Grandview Singers (swing choir), plays percussion
in her high school band, and sings in her school choir.

During the Annual Utah Music Educators Association Midwinter
Clinic in January, DOUGLAS J. WOLF and the Weber State
College Percussion Ensemble presented a -clinic/concert on
“‘Qutdoor-Indoor Percussion Techniques.”

Two percussion concerts were scheduled during the Music
Teachers National Association National Convention in April in
Chicago: The Northwestern University Mallet Ensemble,
directed by TERRY APPLEBAUM; and The Northern Illinois
University Steel Band, directed by AL O’°CONNOR.

The Third Annual National Percussion Ensemble Festival was
held in April at the University of Wisconsin-Oskosh. Clinies,
concerts, workshops, and master classes were presented by the
BLACKEARTH PERCUSSION GROUP (STACEY BOWERS,
GARY KVISTAD, ALLEN OTTE), PAUL MAZZACANO (In-
structor of Percussion at UW-O), the UW-O Percussion En-
semble, and first-place winners in both the high school and
college levels,

JAMES LATIMER, Professor of Percussion at the University of
Wisconsin in Madison, organized a Percussion Festival USA
which was held from Feb. 4 on through April 28, Highlights of
this Festival included: James Latimer in Lambro’s Two Pictures
for Solo Percussionist and Orchestra; WILLIAM KRAFT con-
ducting his Concerto for Four Percussionists and Orchestra;
DAVID UDELL in a graduate percussion recital; a duo-percus-
sion recital by CHRIS PEACOCK and ERIC DAUB; the Malmo
Percussion Ensemble of Sweden directed by BENT LYLLOFF;
a special “Tribute to Paul Price’’; STEVEN CORNELIUS in a
guest percussion recital; the University of Wisconsin Percussion
Engeénal;lg in concert; and Karel Husa’s Concerto for Percussion
an .

Last February, the University of Oklahoma Percussion En-
semble under the direction of RICHARD C, GIPSON hosted the
3rd Annual Oklahoma Percussion Festival on the campus of OU,
Guest soloists/clinicians were ED SHAUGHNESSY, GORDON
STOUT, and GEORGE FROCK. Percussion ensembles partici-
pating included the University of Oklahoma, Southwestern
Oklahoma State University, Phillips University, Oral Roberts
University, University of Arkansas, and Alice Robertson Junior
High. Events included: Ed Shaughnessy in clinie, rehearsal, and
concert setting; the world premier of John Beck’s Concerto for
Drum Set and Percussion Ensemble; clinics and solo per-
formances by both Stout and Frock. Two records were made of
the festival, including highlights of the Shaughnessy and Stout
solo performances (for information contact Richard C. Gipson,
OU School of Musie, Norman, OK, 73019).

THE BICENTENNIAL PERCUSSION QUARTET was formed
in 1976, and performs for public school students annually in
lecture/demonstration concerts organized by Lincoln Center
Student Programs for schools in the New York City area. Their
repertoire includes transcriptions of the “Toreador Music from
Carmen”, “Trepak from the Nutcracker”, “Coronation Music
from Boris Gudenov”, “Scherzo from Beethoven’s Ninth”,
“Prelude to Also Sprach Zarathustra” and ‘“‘Star Wars.”” The
Bicentennial Percussion Quartet members are (left to right)
SCOTT BLEAKEN, NORM FREEMAN, LEON MALLOY and
LARRY SPIVACK.

BOB BECKER, Percussionist on the faculty of York University
in Toronto, has presented a series of clinics/concerts featuring
xylophone, marimba, African Percussion, and North Indian
drumming,

LARRY SPIVACK is active as a freelance musician and teacher
in the New York City area and is the composer of numerous
pieces for percussion instruments, This summer he will be
principal percussionist at the Eastern Music Festival in Greens-
boro, North Carolina.

RICHARD CHEADLE, percussion instructor at Western Iilinois
University, Macomb, Illinois 61455 is in the process of gathering
information for a research topic the title of which is, A
BIBLIOGRAPHY OF MULTI-MEDIA SOLO PERCUSSION
WORKS WITH AN ANALYSIS OF PERFORMANCE PROB-
LEMS:. He is especially interested in compositions for one
percussionist and the following media: tape, film, slides, dance,
narrator, lights, drama, two or more of the above.

The results of this study will be published in the Percus-
sionist and the bibliography section will be included in the next
revision of the Solo and Ensemble Literature Guide both of
which are published by the Percussive Arts Society.

Persons wishing to contribute entries and/or information
may contact him at the above address.

MICHAEL ROSEN has been invited to be guest teacher at the
Sweelinck Conservatory in Amsterdam from September through
November, during his sabbatical from the Oberlin Conservatory.

PAUL DICKINSON, Instructor of Percussion at the University
of Wisconsin-Steven Point, will join the faculty of the New
Mexico Music Festival at Taos to be held from July 23 to
August 27, 1978. He will teach private percussion and percus-
sion ensemble,

Dr. JOHN BALDWIN, Associate Professor of Percussion at
Boise State University will again be on the artist-faculty of the
Rocky Ridge Music Center in Colorado during the 1978 summer
season, In addition to teaching music theory, he will teach
percussion lessons, percussion ensemble, and participate in solo
and chamber music recitals. Later in the summer, Dr, Baldwin
will participate in the Music from Bear Valley Festival as
timpanist/percussionist.

Two Boise State University percusison students recently partic-
ipated in the Idaho Federated Music Clubs annual scholarship
auditions. MOLLY WISDOM’s program included Benson’s Three
Dances and Creston’s Concertino for Marimba and Orchestra.
BOB ALLEN’s program included Kohs’ Sonata for Snare Drum
and Piano and Basta’s Concerto for Marimba and Orchestra. Both
are students of DR, JOHN BALDWIN.
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The Ohio State University Jazz Ensemble was recently selected
as one of the three best bands at the Midwest College Festival,
The festival, in which 34 groups from nine midwestern states
competed was held in February at Elmhurst College in Chicago.
Outstanding soloist award was given to OSU Jazz Ensemble
.member JIM RUPP, drums, a senior from Canton, Ohio.

Again at the 20th Annual Nofre Dame Collegiate Jazz
Festival in April in South Bend, Rupp received the outstanding
musician award on drums. This past year at Ohio State
University, Jim was also the recipient of the “Outstanding Jazz
Ensemble Member’’ Scholarship Award.

CLIFF WHITELEGG, Director of Jazz Studies and Percussion is
in his second year at the University of Tulsa, Tulsa, Okla. A
1974-75 State Co-chairman in Idaho, Cliff received a Teaching
Fellowship in Percussion at North Texas State University for
1975-76 under Ron Fink. He has completed course work for a
Ph.D. in Music Education at NTSU and will take the qualifying
Exams this summer.

The University of Tulsa percussion program under the direction
of CLIFFORD WHITELEGG, is in its second year. With the
expanding program, 10 students have joined the ranks of P.A,S.
members this year. Plans are made to continue this expansion in
the fall.

Last December, the El Paso Symphony Orchestra under the
direction of Maestro Abraham Chavez, performed Henry
Cowell’s Concerto for Percussion and Orchestra, The percussion
soloists, headed by VICKI P. JENKS, Percussion Instructor at
the University of Texas-El Paso, included DEVIN AEPPER,
FRANK HARTMANN, and MICHAEL WYATT (all of New
Mexico State University), and ALMA HILL from El Paso.

The COLUMBUS (OHIO) SYMPHONY ORCHESTRA per-
formed “Music for Prague’ by Karel Husa under the direction of
the composer in a pair of concerts this past season, Members of
the section: (L. to R.) Linda Pimentel, Jack Jenny, James
Moore, John Tatgenhorst, Phil Shipley, and timpanist Val Vore.
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THE EASTERN WASHINGTON UNIVERSITY PERCUSSION
ENSEMBLE under the direction of MARTIN J. ZYSKOWSKI
won first place honors (Percussion Ens. Category) at the
Western States Percussion Festival Competition last April on the
campus of Cal. State Univ. at Northridge. E.W.U. is located in
Cheney, Washington, 15 miles southwest of Spokane,

THE MIDWEST MARIMBA ENSEMBLE is a unique group
made up of college percussion professors and symphony players
from Wisconsin, Minnesota, and Iowa. The group was formed
last year to bring these musicians, who live hundreds of miles
apart, together on a formal basis at least once each year to
present a concert and a forum for exchanging ideas. Personnel
include (from left to right): LARRY KAPTAIN, Drake Univer-
sity, and principal percussionist with the Des Moines Sym-
phony; TERRY SMITH, University of Wisconsin - River Falls
and principal timpanist with the Minnesota Opera Company;
DON KEIPP, Iowa State University; RANDY HOGANCAMP,
University of Northern Iowa; THOMAS NEHLS, a student of
Terry Smith at the University of Wisconsin - River Falls; PAUL
DICKINSON, University of Wisconsin - Stevens Point; and
MORRIS ALAN BRAND, 8&t. Cloud State University and editor
of Bramora Publications. The group will be performing at Drake
University in September (1978) and at the Midwest Band and
Orchestra Clinic in Chicago in December (1978).

LLE

PERCUSSIVE ARTS
SOCHETY

PASIC 78 — TEMPE, ARIZONA

The Percussive Arts Society International Convention for 1978
is scheduled for the campus of Arizona State University in
Tempe. Mervin Britton is host and the dates are October 27, 28
and 29, 1978. Watch PAS publications for more details.



ON THE MOVE

edited by Dr. John Baldwin
Boise State University

GARY E, BECKNER has been named special events coordinator
for Beatrice Foods Co. In this newly created position, Beckner
will supervise and coordinate Beatrice Foods’ nation-wide high
school marching bands program, including the company’s
participation in the marching bands program, including the
company’s participation in the Marching Bands of America
championship and other activities designed to foster high school
music education. Beckner previously was executive director of
Marching Bands of America since its inception in October,
1975. Prior to that, he was national sales manager for
Slingerland Drum Company. He is a member of the board of
directors for the Percussive Arts Society and is a member of the
PAS Education Committee’s subcommittee on marching per-
cussion education.

IN MEMORIAM

CHARLES A, “CHUCK” LISHON, president and part owner of
D.B. Studios/Sonart Productions, Recording Studio in Chicago,
died of a heart attack on March 22, 1978. He was the son of
Maurie and Jan Lishon, owners of Franks Drum Shop in
Chicago. After college and the army Chuck learned about
drumming from his father, He learned about sounds, sound-
effects and instruments by working in Frank’s Drum Shop.
Soon he became dissatisfied with accoustic sounds. That’s when
he got interested in synthesizers. He opened a small studio in
1969, making commericals and records. That was not enough
for Chuck; he branched out into related areas: recording (studio
and location) and film, Chuck continued to play shows at the
Palmer House, the Happy Medium or a wedding. Once the
studio got under way, he branched out still further; producing
groups, artists, making films, and conducting college courses.
The pace became too much for Chuck. The night before he
died, he played a gig for six hours and had everyone, the band
and the audience, in stitches. It was quite a fitting ending for
Chuck Lishon. (from Chicago Communications Digest)

-19-

ROBERT AVEDIS (RAB) ZILDJIAN has become the Western
States Marketing Representative for the Avedis Zildjian Com-
pany, according to an announcement by Avedis Zildjian,
company president.

He will be based in San Francisco and will direct sales and
marketing for the firm’s cymbal products throughout the 14
Western states. He will also coordinate all sales promotional
activities for the company to include trade show participatign,
special appearances, clinies and related activities involving
entertainers, dealers and distributors within the territory.

Rab is a graduate in Business Administration of the Univer-
sity of New Hampshire and is the son of Armand Zildjian of
Hingham, MA. He is also the grandson of Avedis Zildjian, who
brought the 355-year-old family secret for making cymbals from
Istanbul to the United States in 1929.

Larry McCormick, President of McCormick’s Enterprises,
announced the appointment of DR. NICHOLAS J. VALEN-
ZIANO to the position of Executive Director of Marching Bands
of America Inc. (a McCormick’s Enterprises subsidiary).

Promoted from the position of Educational Director, Dr.
Valenziano has been with Marching Bands of America since its
formation in October, 1975.

His teaching experience included six years as a high school
band director and eleven years as Director of Instrumental
Music at the University of Illinois-Chicago Circle.

SCOTT STEVENS, a graduate of the Juilliard School in 1975
and formerly a member of TODAYS PERCUSSION QUARTET,
has become a member of the percussion section with the
Metropolitan Opera Orchestra in the New York City.

KARL L. REIN has been appointed Percussion Instructor at
Brockport State College, Brockport, New York.

“The fastest growing
Drum Shop in the
Midwest!”

Slingerland * Rogers * Pearl * Gretsch *
Zildjian * Fibes * Ludwig * And More!
Afteryou’ve shopped around:....

107 BROADWAY THEN check OUR PRICE!

NORMAL, ILLINOIS 61761

PHONE: (309) 452-9495 “Ask for Jeff”




CLAIR OMAR MUSSER
AND THE MARIMBA SYMPHONY ORCHESTRA

by Marg Holmgren

THE IMPERIAL MARIMBA SYMPHONY ORCHESTRA: A
group of 50 women and 50 men playing 100 King George Model
marimbas at Carnegie Hall, New York. Mr. Musser on the
podium,

Many of us have heard of the legendary marimba symphony
orchestras that were so popular during the 1930’s and 40’.
Indeed, there are many around who participated in those groups
and have wonderful stories to tell of their experiences. But for
those of us who were not fortunate to hear those groups, our
chance is coming! PASIC-78 will recreate the famed Marimba
Symphony Orchestra after auditioning to find 50 of the finest
young marimbists available, Joel Leach will be responsible for
organizing and directing this group.

Clair Omar Musser himself had hoped to be present at PASIC
78, but this amazing man, well into his 70’s in age, has
conflicting engagements in the form of an extended perform-
ance tour of England and Western Europe that will prevent him
from attending. However, in searching for some insight into the
creation of the first marimba orchestras, I personally asked
CLAIR OMAR MUSSER innovator, composer, arranger, vir-
tuoso, recitalist, educator, conductors, designer, ad infinitum,
how he came to be involved so closely with the popularity of
the marimba and the marimba symphony orchestras. His answer
was to present his entry into and path through a life as a
marimbist in the form of the following six chapters.

CHAPTER ONE

Musser was in the fifth grade, Lincoln School, Pennsylvania,
with his violin for his Christmas program participation. A
prominant school director, Mr. Ammon Bucher, had just
purchased an Edison phonography and loaned the instrument to
the program. His five “cylinder recordings” featured violin
gelections; Enrico Caruso; Christmas music; and “The United
States Marine Band”, featuring Thomas Mills playing “Four
Little Black Berries”, a solo on the xylophone. This last
selection caused a virtual uproar among those at the Christmas
program, The people whistled, screamed, appluaded, yelled and
agked for the number to be repeated. Mr. Bucher played it again
and the acclaim was more ecstatic than before. Young Musser
was awe-struck. He bashfully went to Bucher and asked to see
the recording that had caused so much excitement. When he
read that the soloist, Mills, played a xylophone, he was stunned.
What kind of an instrument could possibly be identified with
such a word beginning xy.... He went to the back of the
schoolroom to page through the large Webster Dictionary for
this word, xy.... To his amazement, there it was - a picture of a
xylophone and mallets with a description as well. He decided it
would be fun to use mallets to “beat out’ tunes, especially after
having heard the audience screaming their love for this
instrument, which was new to him.

He begged his Philadelphia Aunt to get this instrument and in
short order, he was in possession of a three octave Deagan
xylophone and taking lessons from Permin Burger in Lancaster,
Pennsylvania. His teacher told him that the greatest xylophonist
in the entire world was George Hamilton Green. Young Musser
acquired a number of Victor recordings by Green and secretly
determined to eclipse this celebrated virtuoso some day in the
future. By the time he had learned several overtures and
semi-classics and performed and a number of recitals, Chapter
Two loomed up in this young percussionists life.
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CHAPTER TWO

Like a rainbow in the sky, a famous ‘““Big Band” under the
baton of Earl Fuller arrived in Lancaster to perform a concert at
the Brunswick Hotel. This deluxe band was heralded as number
one, direct from New York and featured a large, super Deagan
marimba-xylophone, no. 4726, played by Abraham Hildebrand,
Hildebrand, introduced as the leading marimba soloist of the
world, featured four mallet arrangements accompanied by this
great 18 piece swing band and the young Musser was utterly
floored. Upon his acquaintance and conversations with the
marimbist, Musser inquired where he ever learned to play like
that. Hildebrand promptly replied that he had studied in
Washington, D.C. with the unquestionably world’s greatest
teacher, Philip Roseweig. Rosenweig was from Warsaw and had
earlier taught dulcimer and cimbalom in Poland and Paris before
settling in America and dedicating his life to the large, four and
a half octave marimba-xylophone, which Deagan had just
introduced to the music world.

CHAPTER THREE

Young Musser naturally had to go to Washington and
Baltimore to study with Rosenweig. Also, his precious aunt
came to his aid and presented him with a deluxe four and a half
octave, no, 4726, Deagan Marimba.

CHAPTER FOUR

Musser, now considered a well-trained recitalist and heralded
as a virtuoso by many ammentators, secured New York City
management and toured the U.S., Canada, and Europe, first
playing the large theatres, a Warner Brothers Vitaphone film,
and eventaully guest appearances with Symphony Orchestras.
He performed concerti by the great masters - Bach, Chopin,
Mendelssohn and Paganini.

CHAPTER FIVE

Musser was appearing in Chicago as soloist with the Chicago
Symphony Orchestra under the baton of Frederick Stock.
Through a social affair, he met vice-president, Charles Dawes
and his brother Rufus, who had just been elected president of
the Century of Progress Committee. At a dinner in Winnetka,
Illinois, attended by the officers of the forth-coming Century of
Progress Exposition, Musser heard the earnest expressions of
Dawes and his associates explaining how deeply they would like
to present something NEW and musically epochal for this
World’s Fair. Musser remembered how, as a very young lad, his
father had raved about the 19 piece Honduras Marimba
Orchestra which was featured in 1915 at the San Francisco
World’s Fair. Musser promptly joined in the discussions and
proposed that the committee authorize the sponsorship of a 100
piece marimba symphony orchestra for the Century of Progress
Exposition. Musser agreed to design a special super deluxe
“Century of Progress Model” marimba, train all the orchestra
members, and write and conduct the music. The pages of
history report the unprecedented success of this orchestra and
the sign posts to Chapter Six.

PLAN NOW TO ATTEND
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CHAPTER SIX

We now find Musser designing the King George Marimba for
the famous 100 piece marimba symphony orchestra that toured
Europe with phenomenal musical success. Gold medals, awards,
cititations and wildest muscial acclaim was their reward before
returning to New York’s Carnegie Hall and the American
accolades. The New York Times reported “The perfection of
intonation of the ensemble, its rich sonority and the uniqueness
of the effects gave last night’s Concert at Carnegie Hall
exceptional distinction.....it made an intimate appeal to the
intelligence and emotions of the man of today.”

Other marimba ensemble groups and orchestras under the
magical baton of this dedicated marimba maestro include the
spectacular 25 piece “All-Girl” Marimba Orchestra Musser
produced for Paramount Pictures and their opening perform-
ance at the Oriental Theatre, Chicago, February, 1929. Another
group organized and conducted by Musser was an exciting 50
piece marimba orchestra for concerts in Tulsa, Oklahoma in
April, 1940. Musser also produced a super marimba ensemble of
76 members for several concerts in Chicago in July, 1951,
sponsored by NAMM, featuring 50 marimbists playing Pag-
anini’s “Moto Perpetuo” solo in unison! His 100 piece Imperial
Orchestra, of record with concerts in Paris, Brussells and
Carnegie Hall prompted Marcel Coudyre of ‘‘L’information,
Paris” to report ‘“The Imperial Marimba Symphony Orchestra
obtained a splendid success at the Salle Rameau. Of exceptional
instance is the Orchestra’s blending of tones and good sym-
phony. Not the slightest monotony is noticed after a long
audition of the rhythm of this music.”

Musser conducted a 125 piece marimba orchestra sponsored
by Phillips University, Enid, Oklahoma, April 1941 and a 150
piece marimba orchestra, Chicago, Sept., 1941, He also con-
ducted a deluxe 200 piece marimba orchestra sponsored by the
Chicago Tribune at Soldier’s Field to an audience of 111,000
people in September of 1949, Musser’s 300 piece marimba
orchestra appeared on the North Stage at the Chicago Fair,
September 1, 1950, featuring a 100 piece vocal choir and an
unprecedented battery of contra-bass marimbas.

CODA

Mr. Musser ended his recounting of his musical life at this
point, but any of us who know him or of him know that this is
only a scratch in the surface of an extraordinary life. He, of
course, continued and still continues to be a marimbist-
musician-scientist of endless facets and interests.

In recent years, his close associate has been Professor Joel
Leach, head of the percussion department at California State
University Northridge and a leading percussion and jazz educa-
tor. We eagerly look forward to hearing the PASIC °78
MARIMBA SYMPHONY ORCHESTRA under the direction of
Joel Leach at PASIC °’78 in Tempe, Arozona this coming
October. The magic begun by CLAIR OMAR MUSSER will be
heard again!
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MIDDLE EASTERN DRUMMING

Comprehensive Course by Mary Ellen Donald
Mary Ellen has been playing the Middle Eastern hand drum
{doumbec) for nine years and instructing in the San Francisco
Bay Area for four years. Her talents as percussionist and
instructor have been highly acclaimed throughout the country.
Mary Ellen has performed with Middle Eastern bands and
presented workshops in drum, tambourine, and finger cymbals
in Seattle, Los Angeles, Chicago, Atlanta, Washington, D.C.,
Philadelphia, and New York.

“Mary Ellen’s clear and precise presentation of

Middle Eastern percussion has greatly expanded

my musical horizons. —Anthony Orlando

percussionist, Philadelphia Orchestra

Mary Ellen invites you to discover
the rhythmical treasures within Middle Eastern music.
Enrich your repertoire.

Doumbec
Delight

Spiralbound, 8% x 11",
110 pages, beautifully
illustrated. $9.95 plus
$1 shipping. (Inquire
about mail order
Ceramic Drums)

Two 90 minute cassettes,
Mary Ellen plays most
examples in the book
several times on her
drum, including sections
of improvisation. $7.95
each plus 75¢ shipping
per tape.

Make checks payable to:
Mary Ellen Books, P, O. Box 7589, San Francisco,CA 94120

(Californians add 6% sales tax.)
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George Gruntz, composer & conductor

“Percussion Profiles,” the percussion ensemble, was a big hit
at the Monterey Jazz Festival. As a matter of fact, for the first
time in 20 years, the curtains were kept open so that the
audience could witness the stage change and set-up. Most people
had never seen so many gongs, cymbals, and drums on one
stage. In fact, it took more than thirty minutes to set up all of
the instruments for the performance. The audience was riveted
to their seats as gong after gong was brought on stage!

Rehearsals were intense because the music was very demand-
ing, both in terms of reading and technique. Also, many
passages were extremely soft, which required that each part be
played precisely in order to achieve the desired overall musical
effect. All of the players accepted the challenge presented by
the music with rare enthusiasm. Rehearsals ran into the night,
often exceeding 16 hours a day.

In each section of the music there were “free areas” for each
artist to improvise. The players developed such affinity for the
music that it was difficult to tell what was written and what was
improvised. As a matter of fact, each musician stayed a few
extra days in Los Angeles to record the piece they performed in
Monterey. A rare tribute to the music from busy professionals.

George Gruntz was commissioned by Robert and Toomas
Paiste to write a contemporary piece of percussion music that
would represent an adventurous step forward. The piece,
“Percussion Profiles,” was named for the group. It is “heavy”’ or
“serious’” music not to be confused with “sound effects”
percussion writing of the past. However, for any real student of
percussion, the passages with tuned, symphonic and the “new”
proto gongs must be heard to be appreciated fully. There will be
more information on the recording of the music available later.
No attempt was made to be commercial yet it was obvious that
percussion sounds communicate more directly and urgently
than most other sounds.

Audience reaction was terrific, especially during the impro-
vised solo sections. With three drum sets on stage, there was
plenty of “energized’’ drumming, even for the avid drum solo
enthusiast. The concert was broadcast live over KBCA, the 24
hour jazz station in Los Angeles, I did a long interview while the
stage was being set, explaining the origin of the group.

The idea to do this program came into being during a
discussion between Jimmy Lyons, director of the festival,
Robert Paiste, and myself. Robert wanted to present his
instruments in a comtemporary musical setting. Jimmy Lyons
loved the idea for two reasons. “Drummers are the heartbeat of
jazz (if not most music) and it had never been done before. A
percussion group at a major U.S. Jazz Festival. “ A real first!”

The entire project could be labled “creative fun’ because it
was just that. You know, percussionists have come a long way;
and, with the help of people like Jimmy Lyons and Robert
Paiste, we are going to continue to develop percussion playing
and percussion instruments to new levels of creativity. Dave Friedman
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ARNIE LANG - Student, Professor, Writer, Inventor,
Timpanist. . . . ........
An Interview by Dr. D. Richard Smith
Professor of General Studies
Assistant Director of Education and Research
Purdue University

ARNIE LANG (L) & SAUL GOODMAN (R.) in recent
performance of “Sonata for Two Pianos and Percussion at
PASIC *77.

Smith: We're talking to Arnie Lang, Percussionist and Assistant
Timpanist of the New York Philharmonic Orchestra. Arnie,
when were you born and where?

Lang: February 2nd, 1931 in New York City.

S: What school did you first attend?

L: A public school, I think #82 in the Bronx and then I went to
the Music and Art High School.

S: How did you happen to go to the Music and Art High
School?

L:I don’t really remember. I think people came around and
auditioned and told us about it. I was a kid snare drummer,
you know. I always loved the drums and started playing
when I was about 10 years old.

S: How did you happen to start playing when you were ten and
how did you happen to choose the drums?

L: Well, when I was ten, I had an operation. I was ill, and to
keep me quiet my mother decided I should take a musical
instrument up as every good boy should. She wanted me to
take up the piano or something passive or nice like that, but I
hated it and decided I wanted the drums. I loved drums even
when I was very young and had my own toy drums. Against
her better judgement, she finally got me the loeal butcher at
50 cents a lesson for drum lessons.

S: He was the local “butcher on the drums,” or a local butcher,
playing the drums?

L: He was a real butcher and during the war - that was the
Second World War, it was a very advantageous position. I
don’t know whether she was trying to get in good with the
butcher or whatever, but he also was an amateur drummer.
And so he used to come to the house.....

S: Were your parents musical or was your dad in any musical
activities, either professionally or as a hobby?

L: No, not at all.

S: What did your father do?

L: He was an electrician and until a couple years ago was in that
business, had his own electrical business. My mother took
piano lessons as a child, had no formal education. I don’t
think she even graduated from high school. No musical
background at all.

S: In those days, you were born in ’31, you started taking drum
lessons in about 41 or ’42. Did you have any model that you
admired; Who was the reigning drummer that you thought
about in those days?

L: Well, every kid loved Gene Krupa and I bought the Gene
Krupa Book which just came out around °43, ’44, and
scoured the book and learned the Sing, Sing, Sing solo. That
was in the back of the book and every kid loved it. Basically,
that was the only drummer I knew about at the time.

S: So first you studied with the butcher. Then can you
remember who the first, in a sense, serious drum teacher
was that you had?

L: It was a guy from the Bronx who was an excellent teacher.
His name was Dan Schilling who subsequently introduced me
to his brothers - one a saxophone player and one a piano

Cernon

player. When I was 16 I went away to the mountains playing
with my teacher’s band. He was playing vibes and I was
playing drums in the band. He was a really good teacher, very
well organized. But after the summer that I went with him I
realized I played better than he did and it was kind of silly
studying with him so I stopped taking lessons for a while.

: At this time you were just about to graduate from high

school, so from high school where did you go;

: Well, I still had a year before graduating and I was sort of

floating around and was good friends with a flute player at
the Music and Art High School. We were talking about
teachers and he said, “Why don’t you go study with Saul
Goodman;” and I said, “Who’s he?” I was a jazz drummer,
you know, playing club dates and Jewish weddings and bar
mitzvahs and didn’t know anything about-oh,~that’s not
exactly true; I did play in the high school orchestra and I
played in the Heckscher Foundation Orchestra, which met
on Saturday afternoons. But basically I considered myself a set
drummer. I subsequently went to see Saul Goodman--I went
with my mother-and he took one look at me and he said,
“Who are you?”’ (We had set up an appointment.)

Can you remember what year this was?

In 1947.

: 1947, and you’re in your senior year of high school?

Right.
Now, why did you go to see Saul Goodman?

: Well, my friend had suggested that I study with a good

teacher. I really didn’t know who Saul Goodman was so I
wasn’t too frightened about playing for him. He took one
look at me (I was 17 and looked about 13) and he was very
busy because it was right after the Second World War and he
had a ““million” students. He just said, ‘“Oh--"’, Wouldn’t even
let me play and said, “Oh, I have no room for any more
students,” and said, “Why don’t you go and study with my
colleague Morris Goldenberg.” I went next door and Golden-
berg took me and I worked with him for a couple of months
on snare drum. He also started me on xylophone. Then one
day, I was waiting in the hall up at Juilliard to take a lesson
with Goldenberg and this sort of short, fat guy walks over
and I started talking to him and I said, “Would you like to
play some duets?”’ and he said, “Fine.” And we started
playing together and I guess I was pretty good cause I kept
up with him. It turned out he was “Buster’” Bailey and a year
later he went into the New York Philharmonic. But I didn’t
know who he was and we were playing duets and suddenly I
sensed somebody looking over my shoulder. It was Goodman
standing there and he looked at me and said, “Who are you?”
I said, “I'm Morris Lang, don’t you remember? I wanted to
study with you a couple of months ago.” He said, “Well,
what are you doing now?” I said, I'm studying with
Goldenberg.” So Goldenberg called me in for my lesson and I
was taking a lesson and suddenly Goodman walks in, says,
“Moe, can I see you outside?” Moe walks in two minutes
later and says, “Well, next week, you’ll start taking lessons
with Goodman, too!” So I started working with both Moe
3ng.Ggodman, and prepared to take the audition to go into
ulliard.

: Can you describe any differences in their style of teaching?

Can you first of all characterize Goldenberg’s style of
teaching and then Goodman’s and try to contrast them for
us?

: Well, Moe was very easygoing, a lovely guy. If you weren’t

quite prepared, he’s say, “Well, we’ll try it again next time.”
With Goodman you knew you were gonna get your “head
blown off” if you weren’t prepared and really didn’t have a
good lesson going. Moe worked page by page “let’s do the
next page”, it was an easygoing pace. Goodman’s tympani
book wasn’t in print, so he had a big pile of loose sheets of
music. If he felt your left hand wasn’t quite so good or if
your crescendo roll needed work, he would say, “just a
minute,” look through his music and grab something and
work up an exercise for you. If you needed work on
something special, he’d quickly compose an exercise. That’s
actually how he put his book together. He took sheets of this
material that he had written to solve student’s problems and
compiled them into a book.

: 8o, Moe sort of went by the book, easy going, and Saul was

very tight and difficult and gave you a hard time and was
vers("i demanding, very exact, and would write material as he
needed it.
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Speaking of material, when I went to Juilliard, none of the
standard literature was available., There were no books
published; there were no Xerox machines. Goodman would
tell you to go home and copy a tympani part out from the
score. So anything except very standard repertoire, which the
library would have had; any modern materials, (i.e. Rites of
Spring or any Strauss, the Bartok Sonata) I still have my
handcopied parts. Half my time used to be spent copying
parts!

¢ At that time, Goodman was tympanist with the Philhar-

monic, Was Goldenberg playing in an orchestra?

WOR had a staff orchestra. His main performance job was
with the WOR radio station. Other than that, I don’t think
he had a great deal of symphonic experience, although he did
teach the repertoire and knew mallet repertoire well.

: Goldenberg and Goodman were great teachers of that era.

Were there others around New York City that come to mind
that were of their caliber or that stature?

: Well, it’s funny. Once I got into Juilliard, I met, very

coincidentally, Billy Gladstone. There was a change of regime
at Radio City Music Hall and Gladstone because he had lost
his hair and was wearing glasses, was fired from the job and a
young kid, who was a friend of mine, Harold Farberman, got
the job. Harold was very proud and brought me down to the
pit one day. Of course, we were all in awe that Harold was
the first one that got a professional job at Radio City. It was
sort of a change over period when Gladstone was still there
and Harold was also playing. They didn’t just fire everybody
outright. So I got to meet Gladstone and we hit it off real
well. He heard me play and he said, “Well, you’re doing a
couple of things wrong.” So I started taking lessons with him
at the same time that I was studying at Juilliard with
Goodman (but of course, I didn’t tell Goodman that I was
studying with another teacher). It turned out that I studied
with Gladstone almost three years on just a little of
everything, on snare drum technique, xylophone and tim-
pani. He changed my whole approach and taught me how to
hit the drum, I was already playing at the City Center Ballet,
but he started me from scratch on snare drum and it took us
literally six months of lessons before he was satisfied with
how I could make one stroke.

S: Why did he have a different or a better way of making a

sound?

: Gladstone was very conscious of tone and was always

stressing it. His method was a perfectly natural way of hitting
the drum. He would lift up the stick, allow it to use the
weight of your arm, your hand, depending on the volume of
the stroke and allow it to rebound right off the drum. No
pulling off extra fast or trying to get it off the drum - you
didn’t have to, cause his whole theory was that if you just
raise it in a natural way, let it hit the drum with the natural
weight of the stick, it’s going to come off, rebound. It’s not
going to stay on the head. So you worked to sensitize
yourself to the head itself. If you have a reasonably good
instrument, and a well-tuned head that resonates correctly,
all you have to do is continue the natural resonance that
there is in the head, rather than any artifical “‘pulling off,”
“scrunching down,” or any of the things that you see so
many players do.

: As far as instruments, at the time you were taking the lessons

from these three teachers, what were the best instruments on
the market at that time?

: It was right after World War Il so there were no German

tympani around. Juilliard had mostly old Leedy and Ludwig
drums, Goodman, about that same time, invented the chain
drum and so many old hand drums that were floating around
Juilliard were converted to the chain mechanism by Good-
man. As for xylophones, there were good old Leedy and
Deagan xylophones around. You could still get good old
wooden instruments. As far as snare drums go, there were
some good Leedy drums. Although Gretsch had made a
Gladestone drum in the 40’s, he started customizing and
making custom-made drums himself in 1951/1952, I think
Buster Bailey has the first one that he ever made, completely
from scratch. I have, I think, the third one that he ever made
especially for an individual player. Every part was custom-
made. It has a three-way key on it so that you can tune the
top head, the bottom head, and both heads at the same time
from the same lug. It has his special snare strained on it. For
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gut snares, each set of two gut strands has an individual
adjustment on it. The inside of the shell is finished the same
as the outside. The shell is a special birch plywood material
he had made up. The counterhoop is a special U-shaped
channel and the rims and lugs were custom-made. Each drum
even had your own name plate on it and the date that it was
made.

I subsequently bought another Gladstone drum from
someone in Chicago. I own two of them now; one a six inch
drum and the other a five inch drum, and I {ry to keep calf
heads on the big one and keep it as original as possible. I
really don’t play snare drum in the orchestra, so I just use it
at home and enjoy looking at it and enjoy the whole feeling
of it. You know, knowing the player and knowing the guy
who I really loved a lot. He was a wonderful person, it’s sort
of sentimental you know. I'm sure Gladstone lost money on
those snare drums; every piece was handmade. I would say
that Gladstone only made about - I'm just guessing at this -
30 drums all together.

: Let’s tie down once again what his full name was, because he

must have made a really significant contribution during that
era to the whole area of drumming. What was his name
again?

William D, Gladstone,

: Is he still living, Arnie?

: No, he died seven, eight years ago. In the last years of his life,

he went on the road with My Fair Lady and did very well
financially, but, of course, never made any more drums
because he was always traveling. He wrote me a couple of
letters describing his work on a hydraulic mechanism for
timpani, a tuning device. He was a remarkable man.

: As far as your career, were there any other teachers after that

that had an influence on your playing?

. Of course, I listened to a lot of people play, but I've never

studied with anybody else.

: When did you first fill a professional position?
: By my second or third year as a student in Juilliard, I was

invited to play extra man in the City Center Ballet. I got in
there, you know, how you start in the music business, just as
a quirk kind of thing. Somebody became ill and they called
me. I had to cancel a club date to be able to play there and
went in and sight-read Age of Anxiety by Bernstein,
Apparently I did well enough that when the regular player
left, they asked me to play the following season.

S: Who - during that period in New York, who were some of the
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prominent conductors?

: Well, Barzan was the conductor of the Ballet, and Toscanini

was just at the tailend of his career. I never played under him
unfortunately and I can’t say that I went to a lot of
Philharmonic concerts. I used to listen to them on the
Sunday broadcasts even though I always thought of myself as
sort of a pops drummer.

When did you begin to tilt more to the classical side?

:I heard the Rites of Spring and L’ Histoire Du Soldat by

Stravinsky in my first year at Juilliard and I said, “God,
what’s all this music that I never heard?” It just sort of blew
my mind and I ran down to the record library literally and
sat there for hours at a time just listening to everything I
could possibly put my hands on. I really became serious
about playing symphony music and I started playing in the
orchestras at Juilliard. Then, as I said, I went into the Ballet
and then played the American Opera Society and then did
the Little Orchestra Society which was pretty busy at that
time around New York.

: Of the conductors you were working with at that time,

which one impressed you most? Who had a grasp for the
proper use of percussion?

: I don’t know too much about his feelings for percussion, but

Barzan was a great technician as a conductor. He taught me a
great deal about playing in an orchestra because you had to
follow a stick, and had to follow a beat, you know. I think
he was about the best conductor I played with up until the
time I got into the Philharmoniec,

: Once in the Philharmonic, did you find any conductors there

that you liked to work with more than others? Any that had
a flair for percussion or any that you’d like to single out for
comment?

: Dimitri Metropolis is very underrated. I’'m sure many young

people have never even heard his name. He was a great
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advocate of contemporary music. He did “Three Cornered
Hat”; Prokofiet “Symphony #5,°> and the “Fantastic
Symphony” like no one else has, Also I learned a great deal
from Leonard Bernstein, from Pierre Monteau, and Bruno
Walter, not so much about percussion, but about music -
which is more important,

: Coming down to present-day activities, as a professional
timpanist and percussionist, as you look around the country,.

are there models that you think are exceptionally fine
timpanists?

: Well, the first one, is Cloyd Duff. I think he’s got a lovely

sound and is an extremely musical player. Jerry Karlis plays
very well, Elaine Jones is a very fine player, and Bill Kraft is
excellent.

In past years, other than Goodman, have there been other
timpanists in the country that are now possibly retired that
come to your mind as being quite outstanding?

:I came into the field when there was a big change-over,

almost all the people that I've just named were about my age.
However, one older player I knew of was Roman Schultz in
Boston, who was the timpanist before Vic Firth, He was very
competent but German style, not my favorite sound. He used
different sticks than I was used to ....

S: Describe what you mean by German style and not ‘your

sound’ and using different sticks.

: Well, he wasn’t concerned too much about tone quality, He

had kind of a “beaty” roll, used bamboo handle sticks, that
were kind of light; didn’t bring out too much fundamental of
the drum itself, A hard sound, you heard every beat of the
roll, I like a mellower tone on the drums. Again, I'm
prejudiced. I grew up with a Goodman sound and although I
think there are lots of good players, he is my model.,

:If you had a son who wanted to study timpani, what

recommendation would you give to him?

: I would really like him to study with Goodman, He is one of

the few people living still that has played with the great - the
Golden Age of Conductors. And, of course, being his
associate and assistant for all those years, so much of it has
rubbed off, I hear him talk, “Well, this is the way so and so
would do it;”” I often have said to Goodman, “You know,
you’ve got to write some of this down. You’ve got to put out
an edition of Beethoven’s Symphonies where you’ve changed
notes and you say, ‘“This is the way so and so wanted it.”
And you know, it’s unfortunate that this kind of information
may be lost.

: We've been talking with Arnie Lang of the New York

Philharmonic., Arnie, we appreciate the sharing of your
experiences in percussion and your insights into some of the
great performers of our era,

It was my pleasure, Dick, many thanks and best wishes.
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PERCUSSION CAREERS:

A Checklist

by Cynthia Soames

The following are some possible careers for the percussionist,

Details about careers may be obtained from school guidance
counselors and advisors and career professionals.

1. Music Therapy
2, Drum Corp Instructor
3. Private Percussion Studio
a. Teaching
b. Ownership or Management
. Publishing
. Military Career
Composition and Arranging
. Conducting
. Music Merchandising
a. Manufacturing
b. Distribution
c. Consultant
d. Store Ownership or Management

9. Instrument Repair Service
10. Private School or Academy Teaching
11. Publie School Teaching-Band or Orchestra
a. Elementary
b. Junior High
c. Senior High
d. Administration
e. Percussion Consultant to schools (in one area or
city)
12. Recording Industry
13. Television and Films
a. Educational Television
14, Community Performance
a. Orchestra
b. Theatre and Chamber Groups
¢. Rock, Jazz, Concert Bands
15. College Teaching
a. Secondary Areas:
Marching Band
Concert Band, Wind Ensemble
Orchestra
Jazz Ensemble, Jazz Improvisa-
tion
New Music Ensembles
Chamber Music Ensembles
Conducting
Theory and Composition
History and Literature
Music Education
Class Piano
Afro-American Music and
Studies
Scoring and Arranging for En-
sembles
Secondary Instruments
Administration
16. Professional Performance
a. Orchestra
1.) Librarian
2.) Manager

b. Solo Percussion Performance
¢. Free-Lance Percussion Performance
1.) With Percussion Ensemble, Duo, Quartet, etc.
2.) Soloist, Clinician
3.) Group Performance (Rock, jazz ensemble)
Chamber Music
1.) Percussion Ensemble
2.) Contemporary Music Ensemble
e. Group Performance with Instruments other than
Percussion
1.) Rock Band
2.) Circus Band, etc.
3.) Jazz Trio, Ensemble, Band
4.) Show Band, “Big Band”



PIANO INSTRUCTION AND
THE STUDENT PERCUSSIONIST

During the years that I have been writing a column for
PERCUSSIVE NOTES magazine, I have received questions from
a number of readers concerning the degree of importance of
piano study for the young percussionist. In the course of taking
the general exams for my Ph.D. degree, questions concerning
this issue were raised in several formats. Dr. Jerry Lowder, head
of piano class instruction at Ohio State University, asked two
questions that centered in this area. I think my answers to
these two questions may be of interest to you.

By way of background, I explored data comparing the
fifty-four percussion majors and all music majors that entered
Ohio State University between 1969 and 1974, Before entering
OSU, the percussion majors’ averages on the University’s aural
and notational entrance examination fell considerably below
those of other music majors. As should be expected with what
appeared to be poor comprehensive musicianship backgrounds
prior to college, 30 of the entering percussion majors had
dropped or transferred to a different major before completing
the basic two-year theory sequence. The 24 students who
finished the two-year theory sequence generally tended to bring
their theory grades up to a higher mark than the University had
predicted they would, perhaps indicating that as soon as they
received competent instruction they exhibited more innate
abilities than were previously apparent. I carefully examined the
data that we had concerning these original 54 percussion majors
to try to determine if those that had succeeded as music majors
had, before attending OSU, developed certain areas of con-
fidence that had not been explored by the drop-outs. Piano
study has been repeatedly suggested as a means of building basic
musicianship by a number of wrilers, throughout many articles
in the PAS magazines and other sources, In communities where
good bar percussion instruction has not been available, we have
habitually suggested to students that they take piano lessons to
supplement their percussion training. On the surface this
appears to be a logical solution to an important percussion
education dilemma., But did this solution significantly help
entering percussion majors at OSU?

Of the 54 measured majors, 11 of the 24 who continued
(46%) and 11 of the 30 discontinuing students (37%) had
studied piano. Thus, at most, the study of piano gave entering
freshman percussion majors a 9% edge, in the development of
comprehensive musicianship skills, We also need to be aware
that four of the future drop-outs had previously studied a
considerable amount of piano, one having studied 11 years!
Thus we may assume that random exposure to piano lessons is
not a certain entree to success as a college percussion major.

Having been both a piano teacher and a percussion teacher I
suggest that two critical factors concerning piano lessons and
percussion training need to be considered by percussion
instructors. The first factor is too comprehensive to fully
consider in this format. But, briefly stated, I think that quality
music modeling and instruction commenced before the child is
nine years of age is of more importance in establishing solid
musicianship skills than is later ‘stop-gap’ music instruction of
any type. By this I am not trying to discourage adult education,
I am simply summarizing available research in the area of music
education.

The other critical factor concerns the type of piano
instruction the percussionist receives. Too many piano lteachers
are concerned primarily with teaching virtuoso piano skills and
standard piano literature, They do not stress basic compre-
hensive musicianship. They are not equipped to deal with
students who do not fit the format of traditional piano study.
Thus we are doing a disservice to the young student to whom
we suggest piano lessons unless we give him the tools to find a
competent piano teacher, With this in mind, here are Lowder’s
two questions and my answers to them. Within these aswers lies
the description of a comprehensive piano program, By consider-
ing what important objectives the percussion student can gain
by studying the piano, we can better recommend to him
competent teachers,he will have a foundation upon which to
Jjudge the instruction for which he pays, and the inquiring piano
teacher may conceptualize the specific needs of the percussion
student. Thus, to the percussion instructor, the percusion
student, and the cooperating piano instructor. . . ...........

.......................

by Linda Lorren Pimentel

PARALLELS BETWEEN PIANO
AND PERCUSSION INSTRUCTION

The Questions

1. There are undoubfedly many parallels between teaching
piano and percussion to beginning students. List those
parallels which you have experienced and elaborate on any
others which you may have observed among other teachers
and students,

2. Describe briefly the class piano curriculum at Ohio State
University for music education majors. Explain how such a
curriculum contains similar aspects found in the Ohio State
University Percussion curriculum.

Beginning Instruction
Some important differences.

It is a strange paradox that though percussion instruments
have had perhaps the longest period of existence of mankind’s
instruments, formalized instruction and standardized notation
for percussion instruments is a recent occurrence within Western
civilizations. On the other hand piano instruction has histor-
ically established roots, Piano educators have had time to
experiment, crystalize and formalize their procedures, and then
to grow and move in new directions. Percussion instruction has
been, at best, a ‘“hit and miss’’ affair. In their immaturity
percussion teachers tend to make positive statements without
adequate experience or observance, without comparative studies
from correlating sources, and without careful consideration of
long-term consequences. The writer finds that literature con-
cerning piano instruction contains a growing awareness of the
learning resources outside of the limited area of piano instruc-
tion and from other musical sources which can contribute to the
piano teacher’s effectiveness and maturity, To put the matter
bluntly, the percussionist still insists on telling others how to get
the job done while the pianist is beginning to ask relevant
questions,

The area of piano instruction involves one basic instrument
type, although pianists often add organ and harpsichord study
to their list of accomplishments, Percussion instruction, on the
other hand, covers a multitude of varying instruction types, A
wide assortment of duties is expected of even the high school
percussionist,

The high school percussionist needs to be able to play several
instruments with quite varying techniques. He usually plays his
part alone, which contrasts with the dozen or so players that
inhabit a violin or clarinet section. He must maintain and repair
a variety of equipment. He must choose from several tools when
playing any one instrument. Composers, even at the present
time, often do not write precise and consistent percussion parts,
thus the percussionist often has to rewrite or improvise paris.
His parts are often more rhythmically complex than those for
other ensemble members. He should be able to read both bass
and treble clefs. He is entrusted with several thousand dollars
worth of the school’s equipment.”

Traditionally piano literature has stressed excellence in
melodic and harmonic writing. Perhaps because they so often
perform alone, piano students have tended to be inconsistent
rhythmic readers. Percussionists are expected to be able to
fluently perform very complex rhythmic patterns and to easily
integrate fragmented, “hocketus-style” structuring. However,
professional percussionists often cannot carry a tune, much less
understand melodic and harmonic intricacies.

Many piano students begin lessons between the ages of four
and eight. They generally study in private lessons and/or group
lessons that occur outside of the public school. Often piano
students come from families who have a several generation
tradition of studying the piano. Percussion isntruction, which
usually commences at about age nine or ten, is commonly
initiated within the public school system. Students often choose
to study percussion without much forethought, seeming to base
their decision on purely emotional reasons. Few parents of
young percussion students seem to have much idea of the
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Keyboard music as a whole encompasses art music from
many cultures. Almost all originnl, notated percussion music has
been composed during the twentieth century. Much of the older
percussion music has come from cultures other than our
European one, and is non-notated. Percussionists find the
literature of the piano to be an excellent source for borrowing
for bar percussion isntruments.

Similar Concerns

Both piano and percussion students must continually ex-
amine music as a whole. For both groups it requires the
development of intellectual, emotional, and psychomotor skills.
All music students need to continually reassess such relation-
ships as timbre, dynamics, and structure.

The dimensional perception of the relationship of varying
parts is an area, in contrast to other instrumental instruction,
where pianists and percussionists both must develop skills.
rapidly expanding field is that of solo literature for percussion
which requires the performer to combine more than one
occurring event within a given time, establishing each event or
idea’s identity and the relationship of each part to the whole.
Bar percussion students learn to deal with a visual layout similar
to that of the piano. The combinations of structural elements in
bar percussion compositions are quite similar to those composed
for the piano. Many compositions can be interchanged between
these mediums without large variance in style and musical
concept. While the young percussion student enjoys borrowing
compositions from the piano, the young student can delight in
trying the xylophone literature from other cultures that has
been notated by many ethnomusicologists.

Learning to speak on a percussion instrument and on the
piano is quite similar, On the marimba, the vibes, the xylo-
phone, or the orchestra bells the percussionist learns the same
patterns that the pianist explores. A good place for a percus-
sionist to begin is by playing a chromatic scale. Just as the
young pianist must strengthen weak fingers, the percussion
student may start out playing with his weaker hand, holding one
mallet only. The percussion student learns to imitate his teacher
in echo songs such as The Water is Wide, He learns to transpose
Hot Cross Buns to all twelve keys.

At this point both the piano and percussion students have
begun exploring melody, imitation, and transposition. They
have probably been singing along as they played. An excellent
way for both groups to explore rhythm patterns and textures
and timbres is by employing percussion accessory instruments.

A comparison of beginnings.

Percussion teachers have tended to begin percussion instrue-
tion on the snare drum. Reasons given for starting on this
instrument are limitless. Probably the honest reason is because
the pressure is on the teacher to get the student into the band
with the least time and expense involved. A complete discussion
of the subject would be prohibitive and pointless in this setting.
A thoughtful consideration of how the young percussionist can
best study all the basic elements of music of our culture, leads
the writer to suggest that beginning piano and percussion
students need to start in much the same manner.

For discussion purposes, we will assume that we are
comparing a young percussion student and a young piano
student. Both are seven or eight years of age. This age is chosen
because the writer notes that many piano students tend to begin
study then. It is also chosen because by this age the child should
be able to read simple instructions without parental help. He is
still young enough to delight in repeating psychomotor pro-
cesses over and over again, which can be a boon to the teacher.
By this age he has probably begun what Piaget terms the
‘“concrete operational” stage. Thus he can explore adapting
previous experiences to new settings.

To be able to imagine and to transfer creative thinking is
useful to the young percussionist. We will also assume that both
these students have a short, half-hour private lesson and an
hour-long group lesson each week. This, by the way, seems to be
a popular ‘“middle-of-the-road” approach with private percus-
sion teachers as well as with piano teachers.

Many piano teacher who employ percussion instruments to
develop rhythm skills, forget to demand good sound qualities on
these instruments from their students. Students need to explore
beauty of sound in many ways. Piano and percussion teachers
often fail to have quality accessory percussion instruments
available for student use. Quality percussion accessory instru-
ments are beautiful to the eye as well as the ear; they are a small
artistic luxury in which we all should indulge.
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Interval instruction on bar percussion instruments is of even
more importance than it is on the piano. The percussionist
performs on *“stilts”’. His every action tends to be somewhat
magnified. The percussionist must learn to vary which part of
the bar he strikes to produce different tone qualities. The width
of each bar varies on almost every instrument, with as many as
five different size bars being located within one instrument. Just
as the pianist finds a major third to be a different distance if
played on two white keys than it is if played on a white and a
black key, the percussionist faces an even greater problem. The
interval of a major third can vary from as little as three inches to
over sixteen inches on one bar percussion instrument. Because
of these problems, interval study needs to be stressed from the
very beginning.

The writer uses a simple boogie beat, taught by ear, to lay
the foundation for major/minor chord study. This pattern is fun
for the student to play, and works equally well on both piano
and bar percussion instruments. Most students quickly learn to
play all twelve major and minor chords in root position. Within
two or three weeks after the onset of lessons, the student begins
to learn chords, I, IV, and V in all keys. We use this as a basis
for improvisation and technique building, While the writer plays
basic phrase structures such as the twelve-bar blues phrase on
the piano or another marimba, the student inprovises, exploring
just the tones in each chord structure. In order to play several
tones at once, the student has begun, by the first or second
lesson, to hold two mallets in each hand. Now, while improvis-
ing, he practices using each mallet separately or in various
combinations. The basic concepts of malleting and fingering are
quite similar; the muscles employed and the sensations felt are
very different.

In both the boogie beat/triad pattern and the interval study,
the student has been listening and singing. At this point the
writer usually introduces him to timpani tuning. The tuning
mechanisms on this instrument, in a similar fashion to the violin
family, lend the ability to “slide”tune. Any pitch contained
within the instrument’s range can be matched. The primary
intervals employed by the timpanist are the four and the fifth,
representing the root of chords I, V, and the seventh tone of the
secondary dominant of chord V. By this point the beginning
student has studied the necessary intervals. He also has begun to
explore chord relationships. Now he is usually ready to make up
simple bass lines to go with the tunes he already knows by ear.
He can also play the melodies of some of these tunes on one
timpani. The writer has found the improvisation of simple bass
lines to also be useful for the beginning piano student.

While the beginning pianist is learning to control fingers,
forearm, elbow, and wrist, the percussionist further employs his
trunk and the rest of his torso. His trunk becomes an axis for
balancing large-scale movements. Just as the pianist must
compensate for outward reaches of his fingers by rotating his
elbow and wrist inward, the percussionist may learn to
counterbalance an extended arm thrust by shifting his weight
from an inward thrust heel to an outward extended set of toes.

As the student approaches note reading, the writer has found
the assignment of some paperwork to be of value in reenforcing
learning for both pianists and percussionists. And for both the
instructions must be direct, “Copy these key signatures three
times each day. Doing them just the day before your lesson
won’t help you that much.”

The writer staunchly supports having the percussionist learn
to read both bass and treble clefs. Present-day marimbas extend
down an octave and a fifth below middle ““C”, Timpanists need
to read bass clef. And students who are presented both clefs at
once seem to learn all their notes as fast as do those who
explore only one clef,

Most percussion teachers are not aware of the two pianistic
approaches to teaching notes: the ““middle ‘C*” approach and
the “multiple key” approach. Because the writer works with the
student extnesively on transposition before note reading begins,
the “multiple key” approach to note reading works particularly
weel for her students. The writer begins bar percussion reading
almost exclusively with beginning piano books, incorporating
additional material of her own in the student’s repertory. She is
the only teacher of whom she is aware that has been working
within this framework for a long period of time. It has proven
remarkably successful. Other percussion teachers, at her sugges-
tion, have also turned to beginning piano books for a wide
variety of skillfully designed materials. They report having good
success applying carefully chosen beginning piano literature to
the marimba and to the vibes.



Because percussionists must read extended ranges, reading
from the five “C”s (Cobb, 1962), middle “C”s on either side,
gives a good concept of the “grand staff.’’ In order for five “C”
materials to fit the normal range of the marimba, they should be
played one octave higher than written.

Exploring many styles of music is an important to the
percussion student as to the piano student. In order to easily
place some of the piano repertoire within the listening grasp of
the percussion student, the writer has composed a number of
simple multiple percussion accompaniments for piano solos.
Some of these piano works are the famous easy classics that our
percussion majors learn in piano class. Hopefully they will be
able to play these as duets with their students in coming years.
Other piano solos for which the writer has devised accompani-
ments are more complex. From impressionistic literature par-
ticularly comes a wealth of material that readily suggests a
dynamic control and timbre nuances to the percussion student.

The percussionist can employ every popular stylistic element
that he learns in several different ways.He can explore all the
basic elements such as melody, harmony, and rhythm to a
surprising extent on all main areas of percussion concentration:
bar percussion, multiple percussion, drumset, and timpani. To
be exact, present trends clearly indicate that drumset playing is
moving toward very specialized forms of melodic and harmonic
patterning on both cymbals and drums. Drumset players are
tending to increase their reinforcement of the melodic and
harmonic elements contained in the pieces they are accompany-
ing and to develop and extend this material during solo breaks.
It might be quite an ‘‘eye-opener” for a piano teacher to watch
a young percussion student take a familiar tune learned by ear,
and explore its possibilities on whole varieties of percussion

instruments. Hot Cross Buns can sound fascinating on a
drumset.

The study of popular music, as noted above, is usually
approached from a broader base for the percussion student than
for the piano student. Many similarities do exist. The popular
collections for piano arranged by John Brimhall are favorites
with bar percussion students. The Charles Hansen Publication
“fake’’ books are popular items for young percussionists.
Interestingly, bar percussionists often begin interpreting chord
reading in a fashion similar to the style of the four-part church
hymnal with which organ and piano students learn to contend.
The use of four mallets simultaneously seems to encourage this
sort of voicing. And, much as some young pianists learn fo
carefully rework four voice hymn structures, we encourage the
bar percussion student to tastefully employ ““Alberti Bass-type
patterns and other arpeggiated patterns to add variety and
interest. New malleting techniques which develop mallet inde-
pendence are now being successfully taught to the beginning
percussionist, greatly increasing the harmonic manipulative
elements available to him.

Basic scale instruction is an easy task for the percussion
teacher. All major and minor scales can be rapidly performed
with the alternation of just two mallets. The young percussion
student faces none of the complexity of fingering that the piano
student should master. Also, because of spacing irregularities,
most young percussionists find the keys containing many sharps
and/or flats to be easier to play than those containing no or few
sharps and/or flats.

The writer, depending on the natural strengths of the
student, combines a a mixture of playing scales by ear and
learning scales by interval pattern when beginning scale study.
Because they are easy to play, major scales can be begun almost
immediately by the student. Arpeggio performance can be as
difficult on bar percussion instruments as it is on the piano.
Proper coordinaton of the complete body is necessary for a
smooth, flowing performance.

Depending upon the maturity, toleration, and natural skills
of the student, the writer varies her teaching of chords. For the
student who lacks patience or is only going to use his skills
occasionally, the writer presents all chords in root and closed
position. This is quite in contrast to many of the popular and
adult piano methods books. Part of the reasoning for this
concerns the complexity of patterning on bar percussion
instruments. And the writer prefers to employ a system that
allows the student to independently figure out chords on his
own without using his teacher as a constant crutch.

For students who have the time and the patience o repeat
over and over, and younger students are often better at this,
exploring ways to turn chords upside down and to mix them all
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up (inverting, open and closed positioning, etc.) can be fun.
From there we move toward smooth voice leadings and using
chord structure to influence style.

All of the writer’s serious students perform chords and
inversions on the seven tones of the scale, employing both major
and minor scales, Typical cadencial patterns and special types of
progressions are relentlessly practiced. Such practice requires
time and determination. It is far too difficult to be approached
in the normal beginner’s lessons,

Comparisons between teaching sight reading skills in the two
fields show many similarities. The skilled percussion reader
observes large patterns containing several notes, directional
flow, ete., in a similar fashion to the pianist. The student must
learn to keep his central focus on the music and learn to use
peripheral vision and ear training to guide his body motions.
Both piano and percussion students need constant practice in
sight reading. They need to be reminded to observe the
signatures, dynamic markings, etc. Most students tend to rush
and then to hesitate. Some practice with the metronome is
helpful. And, just as in piano playing, the student needs to be
aware that keeping the steady rhythmic flow consistent is more
important than missing a note here and there.

Several special percussion techniques, which are begun at the
beginning level, invite comparison with similar ideas on the
piano. Drum rudiments are, in simplest form, standard patterns.
They can be compared to common piano patterns, ete. They
also are ornamental in nature. And, just as the piano student is
confronted wiht many styles of ornaments, so percussion
ornaments vary in interpretation from classical, to outdoor
rudimental, to popular, They also vary from country-to-country
and with the different periods in history. Their application and
execution "has been explored by percussion musicologists in
much the same fashion as that of keyboard research.

The basic concepts of pedaling on the vibes are similar to
that of the piano. Just as does the pianist, the vibest plans
pedaling procedures to vary the texture. He sometimes blends
successions of chords and other times uses little or no pedal to
produce sharply etched tonal pictures. When mixing several
elements he, through careful use of varying dynamics, creates
perspective of tonal sounds in much the same fashion as does
the pianist. He can employ “Shake” pedaling techniques.
Through a careful system of mallet and hand dampenings, the
vibest can approximate the characteristics of the piano sosten-
uto pedal. Mature vibests employ these techniques extensively.
Because the mallet head cannot remain in contact with the bar
without dampening the after-ring, the vibest does not employ
the synchronized syncapated pedaling common to piano play-
ing. Instead he develops a pedaling technique similar to the “on
the beat’ pedaling employed by pianists to accent highly
rhythmical passages. In much the same fashion as the piano
teacher gradually guides the pupil toward tasteful and varied
piano pedalings, so the percussion instructor traces the varying
vibe pedal techniques with his student.

Both pianos and percussion instruments have varying
amounts of after-ring, which occurs after the hammer has set
the vibrating body in motion. Both percussionists and pianists
are concerned with how to increase and how to limit amounts
of afterring. On some percussion instruments little or no
after-ring is desired, on others variety is the rule. Percusgionists
learn to use their tools and various areas of their own bodies to
appropriately dampen sounds. They also employ cloth mutes
and duct tape to produce sounds comparable to those on the
piano when the una corda pedal is employed.

In two important areas of percussion instruction, the writer
has difficulty in drawing pertinent examples. The choice of
proper and varied tools with which to strike percussion
instruments, is a complex arena for the young student. It also
involves expensive purchases on the part of his parents.

The roll is often termed the “heart” of percussion perform-
ance, Percussion students spend considerable time developing
the myriad roll types employed on the many percussion
instruments and even on just one instrument. The basic roll
consists of a single, alternating strokes on one. or two bars or
heads. This alternation is a left-right wrist and arm motion.
When four to six mallets are used, the two or three in each hand
are struck simultaneously. The multiple bounce roll consists of
allowing the striker to rebound from one to about six times,
with emphasis on such careful balance of tool that the rebounds
dimish in volume as little as possible. Choice as to the number
of bounces allowed is generally determined by stylistic ele-



ments. The Musser mix or “ripple” roll is generally employed on
the marimba, although occasionally called for on other percus-
sion isntruments. This roll consists of a sequential pattern of
strokes for usually four mallets. Numbering the mallets from
top to bottom, the stroke sequence is 1-2-4-3, The independent
hand roll is learned easily by a few beginners, with many other
players struggling for years to attain it., Using the forearm as an
axis, each hand, employing two or three mallets, is able to
develop its own alternation sequences. The possible combina-
tions for applying this roll are a mathematician’s nightmare. The
mandolyn roll is useful and easy for most beginners. It is
executed by placing two mallet heads with both stems held in
one hand, on opposite sides of a percussive surface and by
flexing the wrist and forearm back and forth to produce
alternating strokes. The prime consideration with most rolling
techniques is the development of equality of hand conirol
which also faces most pianists.

A final area of importance to both piano teachers and
percussion teachers concerns positive communication with the
child’s parents. In two crucial areas communication with home
is perhaps even more important for the percussion teacher than
it is for the piano teacher. Many parents of percussion students
honestly cannot tell when the student is actually practicing.
Thus an ‘““open door” policy is a must for percussion lessons,
and good communications between teacher and parent and the
transmission of some listening skills can be a great aid.

Parents of piano students gradually invest a tremendous
amount in a good instrument, an array of musie, and the price
of lessons. The expenses for the properly equipped percussion
student generally will be greater. Some of these expenses can be
eliminated by having the student borrow local school equipment
after hours. Because of the scheduling problems involved, many

parents do begin purchasing expensive percussion equipment for
their student. Prices for music and for lessons are comparable
between the two fields.

In conclusion, parallels between beginning piano lessons and
beginning percussion lessons may be of more strength than be-
tween any with other musical instruments or types of learning.
The writer has observed that transfering of learning skills
between the two fields is usually quite easy at any stage of
learning. Each area has special considerations. For instance, the
young pianist may not want to accept the responsibility of
caring for as much equipment as the percussionist must cope
with.

In sections of the country where good percussion instruction
is not available, the interested student may choose to study
piano until he is a mature enough musician to learn percussion
on his own with occasional visits to a distant percussion teacher.
The piano teacher needs to be aware of his special interests, and
often can help him with percussion music foo. The young
student who has participated in music exploration/piano classes
before beginning school and through the early grades usually
makes an ideal candidate for percussion training.

An understanding of percussion and its immediate applica-
tion is of value to the piano teacher. He can increase his scope of
activity and exploration of music considerably through the
thoughtful incorporation of simple percussion instruments into
his teaching.

Because so much of our research and many of our objectives
overlap, we need to share, communicate, and to read each
other’s journals. Perhaps we can learn the most by carefully
listening to each other’s music.

Congratulations are in order for you and your staff for the
excellent publication Percussive Notes. It is a delight to receive -
so full of news, interesting and informative. Keep up the good
work.

Regret I had to miss the convention this year after reading
about the outstanding program. The good Lord willing I’ll be
there next year.

Wishing you continued success, I am.

Sincerely,

Ollie Zinsmeister, Retired
Percussion Section

U. 8. Marine Band

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.

APPALACHIAN STATE UNIVERSITY PERCUSSION
SEMBLE (Boone, North Carolina) Scott Meister, Director
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TEST YOUR PERCUSSION I Q.

—_—

WIN A ONE YEAR’S FREE MEMBERSHIP

IN THE PERCUSSIVE ARTS SOCIETY
AND
COPIES OF PAS PUBLICATIONS

The PERCUSSION 1.Q. TEST in our Winter '78 issue of
Percussive Notes proved to be a difficult one! However there
were some scholars who were able to correctly identify the
members of the percussion section of the 1939 GOLDMAN
BAND: Bass Drum & Cymbals - AUGUST HELMECKE: Snare
Drum - FRANK R. KUTAK; Timpani - PHIL GRANT.

The cordial host in the foreground leaning on the xylophone is
probably familiar to most everyone, at least in the ‘‘older
Generation”, But the question is—

v L B

The earliest postmarked correct answer will receive a
one year free membership (new or renewal) in the
Percussive Arts Society. The next three correct answers
received will receive free copies of the outstanding new
PAS Literature Booklet 1978 Edition.

The correct answer and winners will be announced in
our next issue.
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THE WINNER

Hal Orme

284 N.E. 118 Terr.
Miami FLA 33161

THE RUNNER-UPS
Kevin Cochran

1 Woodside Dr,

Mt. Vernon, OH 43050

Ollie Zinsmeister
5806 Greenleaf Rd.
Cheverly, MD 20785

Dominic Torquato
1794 First Ave,
Pottsville, PA 17901

Mark Jones
929 Sunrise Park Dr,
Howell, MI 48843

Free one year New or Renewal Member-
ship in P.A.S.

Free copies of the 1978 edition of the
PAS Percussion Literature Guide.

Good luck with this issue’s Quiz below......

Can you identify the group pictured and the names of all of the
members in the picture?

Editor’s Note - members of the organization pictured are not eligitle to
participate.

THE GROUP NAME
THE MEMBERS (L. to R.)

Send your answer with return address to:

PERCUSSIVE NOTES MAGAZINE
PERCUSSIVE ARTS SOCIETY

P.O. Box 02095
Columbus, Ohio 43202



HARVEY MASON TALKS
ABOUT STUDIO DRUMMING
AND ROGERS.

“As a musician, playing in
the studio gives you a very
special kind of challenge.
When you walkin fora
studio date, you just never
know what you might have
to play. It might be rock,
jazz, latin or a score fora
movie. When the tape is
rolling, the Studio Producer
wants a person who can
handle anything that
comes up.

That's why you have to
be well prepared
technically for a studio
job. You've got to be able
to sight read, learn how to
work with click tracks
(without sounding like a
robot) and play all
different kinds of music. If
you're afraid of what's
coming up technically,

NN
oy

you just won’t be free to d
the even harder job of
creative interpretation.
There is another kind ¢
pressure, t00. Sometime)
the orchestra will do the
same music overand g
with slight variations i
music requested by t
Producer. You must b
perfect every time,
because youneve
which take will be
selected. The Morcesosle

3 . ,

Harvey Mason. World renowned
studio drummer has appeared on
over 30 gold and platinum records.
He has three of his own albums on the
Arista label, including his most recent
release, "Funk in a Mason Jar”.

OGERS

THE SOUND THE PROS DEPEND ON. _oa® -

Rogers Disms, CBS Musicat instruments 1300 East volencia Drve Fulistton Caifomia 92631
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becomes, the more you
st concentrate. This is
e challenge.
The variations in studio
ic also require a
pial insight into proper
. That's one reason |
Rogers drums are so
jiing. Whatever
ning situation |
ross, I've found

“IF YOU'RE
AFRAID OF
WHAT'S COMING
UP TECHNICALLY,
YOU JUST WON'T
BE FREE TO DO
THE EVEN HARDER
JOB OF CREATIVE
INTERPRETATION”
—HARVEY MASON.

hive it to you
rately...every
s ithout taking
o adjust. | tune the
at each drum
" Ost resonant and
distinct voice. In
g, | want the tone to
a characteristic
H, not a specific pitch.
There's another thing
bout Rogers. The
emriLoc hardware on
ogers drums gives me an
xact duplication of my
pt-up every time.  know
y setuup backwards and
brwards. In order to relax,
arything must be
ly where lwant it...so
orget about
antly re-adjusting
pns of my

and
i

AN

haaannc [ can really
B he music...ina
makes my
faition add a
ind of dimension
e total fabric of the
—
If you are serious about
usic, you are
ing all the time. You
to grow and you
s want to get better.
bf that learning
bss involves your drum
bment. The more you
Garstand your
ent, the better you
blay. | tell people to
out the different
s of drums and learn
at really makes for
ality. | think when they
b that, they'll pick Rogers.
ke other kinds of things,
do a better job with
DOd eguipme . YOU
pund better...you play
hisier...and you free up
bur musical creativity.”
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FOR BAND DIRECTORS ....
“Re-evaluating the Percussion Section” ;
by Anthony Maiello

The band director of today is faced with many complex
musical decisions in regard to the percussion section of the Wind
Ensemble and Concert Band. Contemporary demands upon the
director include the diversity in style of music being composed
(i.e. serial technique, modern notation, graphic designs, etc.),
the necessity of having performers in the group who are capable
of reading and interpreting these “new” compositions, the
arduous task of acquiring the essential percussion instruments to
perform the music successfully and development of the music
program to cover the heavy concentration of percussion
instruments in the score. I would like to share with you some
ideas to help solve a few of the questions which might arise in
relation to the percussion section in general, citing three specific
compositions and aleatoric music as examples. Suggestions will
be included on how to improve the quality of the percussion
section within the ensemble.

The percussionist faces many responsibilities in the perform-
ance of today’s music. Written parts often require a single
percussionist to play a variety of percussion instruments
simultaneously; moving from one instrument to another, chang-
ing mallets and sticks, selecting sticks and beaters, moving
instruments, and some times counting measures rest while
tuning. The experience needed to execute and satisfy these
demands is totally different than any other instrumentalist in
the ensemble. Consider the factors a percussionist has to
contend with when moving from a keyboard instrument of one
size to that of another size (i.e. xylophone vs. bells), or from
striking a “ff” on a bass drum and immediately having to
execute a “ppp”’ from the triangle. Adjustments must be made
quickly without time for thought. This problem is greatly
enhanced when these changes occur from a keyboard instru-
ment to a drum or set of tom-toms. Often the percussionist is
required to read different clefs fluently and at a glance.
Important considerations must be made in selecting the proper
mallets that will give one the characteristic sound of the
instrument being played. A percussionist is expected to select
mallets that will enable him to produce the “desired sound.” In
doing so he must take into consideration the room in which the
concert will be performed, the balance within the percussion
section, and the total ensemble sound and projection. This is a
difficult task, one which takes time and a great deal of
experience. Correct decisions of this nature are crucial to the
successful performance of any musical composition, especially
the works of contemporary composers. Conductors and per-
formers may wish to work together on this important issue until
the responsibility is learned. Inexperienced players will find
themselves at a loss if they do not have the background in
training to cope with the demands that this music presents.

Once the instrumentation for a specific composition is
understood, the next step is to work out a ‘“floor plan” or
“set-up procedure” that will enable the percussionist to perform
the piece with the greatest amount of ease and accuracy. If
diagrams are not furnished by the composer, it is the conduc-
tor’s responsibility to construct a logical set-up with the help of
his percussion personnel.

CONCERTO FOR PERCUSSION AND WIND ENSEMBLE
by Karel Husa is a composition for the wind ensemble that
requires a great deal of involvement from the percussion section.
The music presents numerous technical problems for the
performer which are compounded by the improvisation sec-
tions. Therefore, musical insight and intuitiveness is imperative
for a successful performance. CONCERTO FOR PERCUSSION
AND WIND ORCHESTRA by Toshiro Mayazumi is another
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newer composition in which the composer writes for two full
sets of timpani which are sometimes used simultaneously and
antiphonally. Many of the instruments used in these works are
“conventional’” or ‘‘traditional,” i.e. timpani, vibes, marimba,
tom-toms, triangle, temple blocks, etc. Occasionally, it is
necessary to construct newer instruments, often novel in sound
and design, because of the composer’s desire to create sounds
that are unique. A composition which comes to mind in HELIX,
For Tuba and Winds by Warren Benson. In this work mostly
conventional percussion instruments are used with the excep-
tion of suspended flower pots of various sizes as indicated in the
score. The band director will be required by this piece to obtain
materials and utilize his mechanical intuition in the construction
of an instrument which will be pleasing as well as functional in
the interpretation of the score.

Aleatoric compositions seem to be very dependent on the
percussionist’s musical sensitivity and techniecal ability. The
techniques of execution, the problem of reading and interpreta-
tion of notation are factors that could inhibit the facility of a
player. Students find it difficult to read multiple lines in score
format on percusssion parts, especially if they haven’t had any
preparation in this phase of percussion music reading. Multiple
percussion parts (score format) are extremely helpful for the
percussionist to practice. They enable him to keep track of what
is being played around him, thus reducing the possibility of
error in counting numerous consecutive measures rests. Reading
five or more lines on a single part can be overwhelming and
should be learned early in the student’s education.

Modern philosophy is that we, as educators, must produce
the “total percussionist.” This is a very admirable theory but,
realistically speaking, is often quite impossible. Time does not
always permit a conductor/educator to tutor an individual
player in all aspects of technical and music development. Even if
time was available, performance and teaching trends in the
percussion domain are changing so rapidly that the average band
director, who is responsible for percussion instruction, cannot
keep up. Membership in the Percussive Arts Society and
attendance at various percussion clinics and concerts will
definitely help to widen the conductor’s and student’s horizons.
It is advisable to encourage the extremely talented students to
study privately with a percussion specialist to keep abreast of
these important changes. Professional performers and teachers
are introducing techniques that enable percussionists to do
things today that were considered impossible a decade ago.

Recently I had the opportunity of hearing Leigh Stevens and
Karen Ervin perform recitals at the Crane School of Music. I was
absolutely amazed at their technical facility, musicality and the
total command of the instrument as they performed. Many of
the techniques employed were unheard of a few years ago.
Some of these techniques were developed by the artists
themselves, It is this kind of progress that should be noted in
the ongoing musical education of the conductor, performer,
teacher and student.

The following suggestions should be helpful to the band
director in dealing with present day demands in percussion. The
conductor could appoint a section leader. This person should be
a fine musician, possess a strong sense of organization, demon-
strate a positive attitude and display excellent leadership. His
duties could involve the assigning of specific music and seeing
that each player is utilized, even if it means dividing a part. It
would be essential to meet with the section leader daily to keep
things operating smoothly. Reports to the band director on the
condition of the instruments i.e. the ordering of new mallets/
sticks, replacing heads, and general maintenance of the equip-
ment), as well as, making the section aware of its musical
commitments should be included in the meeting agenda. To
achieve maximum efficiency and reduce extraneous noise and
movement the band director could implement the idea of using
more players and less rotation. Each player should have an
opportunity to become involved in each composition.

The formation of a percussion ensemble apart from the band
or wind ensemble will help to develop a student’s ability to read
(single and multiple staves), the musical insight of selecting the
proper mallets for specific effects, and that uncanny sense of
counting while making changes, shifting instruments, and
moving about in the percussion section. This group could
function on its own, independent of the conductor. Rehearsals
should take place during an activity period, before or after
school, or when all the members are able to get together.
Percussion quartets, quintets, and sextets are an excellent



beginning source of literature for this important phase of
development. Often a student will compose his own trio or
quartet. Recitals can be held once a2 month or a few times each
semester in the band room during an activity period. This will
give students in these ensembles an opportunity to perform,
Invitations can be sent to parents, school administrators, faculty
members, and anyone who wishes to attend. These ensemble
experiences (including sectional rehearsals) will promote the
necessary sense of unity and develop rapport within the
percussion section.

At the college level auditions should be held for specific
“chairs” within the section. Principle positions would include
timpani, keyboard, cymbals and bass drum, snare drum and
traps. This not only insures a high quality of performance but a
keen and healthy sense of competition. It is an excellent
experience for the student desiring to pursue a professional
playing career.

The challenge of conducting a wind ensemble or concert
band can be overwhelming. It is a difficult task if the director is
not cognizant of the fact that today’s percussion practices are
highly sophisticated. Whether we teach, conduct, or perform it
is essential to realize that one’s education in percussion
techniques and performance practices should be a never ending

process.

PERCUSSIVE ARTS
SOCIETY

NEW PAS 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.

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.

WHEN WRITING ADVERTISERS
PLEASE MENTION THAT YOU SAW IT IN
“PERCUSSIVE NOTES”

AN OFFICIAL PUBLICATION OF
THE PERCUSSIVE ARTS SOCIETY

THE AUTHOR

ANTHONY MAIELLO received both his Bachelor’s and
Master’s degrees in music from Ithaca College in 1965 and 1967
respectively, His professional credits include: clinician and guest
conductor of all-city, all-state sectional, and all-county bands;
associate conductor and conductor of the New York State
Youth Honor Band touring Mexico and Italy; guest conductor
of the Scarborough Symphonic Band and Wind Ensemble,
Ontario, Canada; New York State School Music Association
Adjudicator, State Chairman of Stage Bands, President of The
National Association of Jazz Educators-New York State Chap-
ter, and Musical Director for Musical Festivals International.

Mr. Maiello’s professional experience includes seven years
teaching in the public schools. He is presently an Assistant
Professor of Music at the Crane School of Music, State
University College, Potsdam, New York, where his duties
include studio clarinet, woodwind and percussion techniques,
marching band techniques, concert band, the College Jazz Lab,
and the Crane School of Music Wind Ensemble.

Editor’s Note - This is the first of a series of articles that will
appear regularly in Percussive Notes written by and for band
and orchestra directors.

The “Brass Bell” instrument pictured has, according to its
owner, “capabilities somewhat resembling both the orchestra
bells and the chimes, more versatile than either, while at the
same time having a recognizable sonority of its own.”

Designed and built by Archie V. Couture, The instrument has a
compass of two octaves, beginning at middle C, the sounding
position of the keyboard being lower than that of the standard
orchestra bell, though there is also a distinct overtone of an
eleventh above the fundamental. The bars, mounted on a wood
frame, are cut longitudinally from solid cylinders of white brass,
1% inches in diameter, and for maximum resonance are
suspended at the nodal points on fine nylon cord. The plastic
mallet heads vary in size to two inches, the smallest producing a
delicate bell sonority and the largest a brilliant chime-like
resonance. (Photograph and description submitted by the
owner, Sister Theresa Couture, p.m., Rivier College faculty,

Nashua, NH)
A INTRODUCING 4
! THE NEW SYMPHONIC CASTANET !

Castanets are hand made from imported grenadilla wood, mounted on
a new and improved handle, and available in three different sizes:
small, medium, and large. The small (#5) castanets produce a high,
bright, and cutting sound; the medium (#6), somewhat lower in pitch,
produce a more mellow sound; the large (#7) are low in pitch and
have proven particularly useful in softer passages as well as louder
passages. The new improved handle allows for maximum control,
rhythmic articulation, and beautiful tone.

For further information contact: Frank Epstein, c/o The Boston
Symphony Orchestra, Symphony Hall, Boston, Massachusetts 02115,
or your dealer.
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Last July the BROOKLYN COLLEGE PERCUSSION EN-
SEMBLE (Morris Lang, Director) visited Romania and Hungary
as part of a musical/cultural program sponsored by friendship
ambassadors. It was the second trip to Romania for the group
(prev., 1973) and the first to Hungary. The ensemble arrived in
Bucharest, Romania on July 1st and traveled by bus (thirty-one
pieces of percussion equipment went via truck). Concerts were
given in the Romanian cities of Brasov, Cluj, and Oradea and in
the Hungarian cities of Nyiregyhaza, Szeged, and Budapest.

. Jeff Beer
siegte im Mumkwbeerb

JEFF (JOSEF) BEER of Wurzburg, Germany won the first prize
in the category Percussion in the German Music Competition,
and with it a one-year scholarship of 12,000 marks. Organizer of
this annual competition is the German Music Council, which is
supported by the Federal Minister of the Interior, the Culture
Ministers of the states, the city of Bonn, the German Founda-
tion Music Life, the Oscar- and vera-Ritter-Foundation and the
Walter-Kaminsky-Memorial Foundation. The requirements of
this competition correspond to those of the great international
competitions.

Jeff Beer has been studying piano and percussion at the
Wurzburg Academy of Music since 1971, Since then he has
appeared successfully several times with the rock group “Odin.”
In 1973 he decided to study composition as well. Nonetheless
his major interest belongs to the percussion instruments. His
successes have allowed him to become a member of the
percussion ensemble Fink,

The prize winner is enchanted with percussion, he feels that
it comprises “an enormous palette of tone colors and possibil-
ities of expression.” Meanwhile he regrets that some still
connect percussion only with the image of cheap light musie,
rather than considering how much one can also create art with
it. Since the literature for percussion solo is not all too
extensive Jeff Beer wants to write solo and duet pieces himself,
in order to enrich the artistic repertoire. At this time he has
passed the state examinations in percussion/kettledrum. He is
continuing his studies in the master class for percussion at the
Wurzburg Academy of Music with Siegfried Fink, as well as his
composition and piano studies.
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The MALMO PERCUSSION ENSEMBLE: Mette Bjork, Peter
Faltskog, Lennart Gruvstedt, Thorvald Lidner, Peter Winberg
and director Bent Lylloff, internationally known percussionist,
toured the United States this Spring. This tour was made
possible by the Swedish Government, the City of Malmo, several
other Swedish Government, the City of Malmo, several other
Swedish funding sources and the Danish Cultural Ministry.

The Malmo Percussion Ensemble began their tour in the last
week of March, 1978 and continued through the first week of
May, 1978.

Immediately after their U.S. tour, they represented Sweden
at the I8,CM. Festival to be held in Finland, May 1978, and
they have been asked to tour the Soviet in 1979.

THE McGILL PERCUSSION ENSEMBLE recently has done
an extensive tour of the Province of Qubet and recorded an
album for C.B.C. International. This is their second album. All
the works are originals by well-known Canadian composers, So
far, three of these recorded compositions were commissioned
works. Each of the members are busy either finishing their
studies at McGill University or free-lancing in the Montreal area.
Plans are already made for further recording during this coming
summer and tours to other Canadian centers next year (Westexn
Canada) Their repertoire is extremely varied, everything from
contemporary percussion to pops concert material arranged for
9-12 mallet instruments.



BOB BECKER holds Bachelor’s and Master’s degrees from the
Eastman School of Music where he studied percussion with
William Street and composition with Warren Benson. He has
also studied tabla with Sharda Sahai, mrdangam with Ramnad
Raghavan, Javanese gamelan with Prawotosaputro and Su-
marsam, and Ghanaian drumming with Abraham Adzenyah and
Freeman .Donkor. As a founding member of the Canadian
percussion ensemble Nexus, he has been involved with the
collection and construction of a unique multi-cultural body of
instruments which respond to his wide background of training
and experience.

Bob has been percussionist for the Marlboro Music Festival
and timpanist with the Festival Orchestra under Pablo Casals.
For several years he was percussionist with the Paul Winter
Consort and has performed and recorded with Marion Brown,
Chuck Mangione and Paul Horn. Bob presently performs with
Nexus and American composer Steve Reich’s ensemble. He is on
the faculty of York University in Toronto.

In addition to these varied activities, Bob Becker is a leading
performer of, and scholar of, the ragtime xylophone music of
the renowned vaudeville performer George Hamilton Green.

LENNIE Di MUZIO is Manager of Sales and Selection at the
Zildjian Company. For seventeen years he has been practically a
member of the Zildjian family, working closely alongside
Armand and Bob Zildjian.

He is also a professional drummer whose career began at 12
and continued through high school, the armed services, the New
England Conservatory, and the Berklee College of Music. He
performs frequently in the Boston area.

@

PEOPLE in PERCUSSION

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

The Educational Department of Ludwig Industries recently
announced the addition of LINDA PIMENTEL to its educa-
tional clinic staff as a specialist in keyboard mallet percussion. A
diversified percussion performer and teacher, her most recent
developments include use of five and six mallet technique.
Incorporating many accepted traditional mallet grips, her new
approach to the marimba is a major breakthrough in the musical
dimension of marimba solos and ensemble performance.

Linda has appeared at various Percussive Arts Sociely
National and State Conventions and is a regular contributor to
PERCUSSIVE NOTES MAGAZINE.

As an educator with experience in classroom music programs
in grades K-12, as well as school band, orchestra and choir
programs, Linda provides a clinic audience with a communica-
tion that relates to many different teaching situtations.

JIM SEWREY Has recently been named percussion clinician for
The Selmer Company, distributor for Premier Drums and tuned
percussion. Recognized as an outstanding percussion educator,
Sewrey has appeared on many state, regional and national music
education programs as either a panel member, clinician, lecturer,
and/or conductor throughout the past twenty years, Jim’s
background covers a variety of teaching experiences at all levels
of music education, including twelve years of teaching in public
schools in Nebraska and Colorado, and four years as a college
music professor at Wichita State University. While at Wichita
State, he developed an exceptional percussion program, super-
vised instrumental music student-teachers, and taught the
instrumental music education courses.
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P.A.S. SPOTLIGHT ON GITTA STEINER
(MUSICIAN-COMPOSER)

In Conversation with
Jim Petercsak

My earliest musical training came from the local piano
teacher in a small town near Prague, where I was born. I was five
years old at the time and really more into stickball than music, I
never enjoyed practicing until I started to play jazz, much later.
I gave up lessons, but continued to improvise, sing, write
poetry, and play stickball....I loved the piano, and when nobody
was around, entertained myself for hours singing and improvis-
ing. My mother continued to hire and fire new piano teachers
who told her I was lazy and never practiced what I was told to
work on....When my family moved to the U.S, I began to listen
to jazz., One day I called Lennie Tristano and asked to become
his pupil. He was the first person to encourage me, and that was
the beginning of the most nourishing relationship of my
formative years. Lennie had two brand new Steinways in his loft
on 32nd Street and we spent hours improvising, experimenting,
and seeing how far we could get away from the basic rhythmic
and harmonic structure of a song and still get back, We listened,
talked, philosophized, analyzed and read poetry for the sheer
musical qualities it had for us, I began to take myself seriously
as a musician, I was very much in awe of Lennie who was the
first person I had met that could express his ideas and feelings. I
began to spend hours in smoky nightclubs so that I could listen
to Charlie Parker, Bud Powell, Max Roach, and Miles Davis.

As I continued in my development I began to feel a need to
“keep”, the music I was improvising. I decided to go to Juilliard
and get some thorough training in theory, orchestration, and
composition. Some of the faculty were put off by the fact that I
had had no formal training, but Vincent Persichetti decided to
take me under his wing. That began the strongest musical
relationship of my college years, I wanted to write so badly,
that I would get up at four o’clock in the morning, so that I
could compose before my concentration was destroyed by the
hustle and bustle of commuting to school. After a year with
Persichetti, I wrote my first orchestral compositions, and begar
to develop facility., Those early compositions won me a
scholarship to Juilliard that took me through my Master’s
degree. It was there that I got the feedback I needed from
performers like Garrick Ohlson, Jorge Mester, Arthur Weisberg
and vibe artist David Friedman. David and I had a boring
academic class together and we used to tell jokes and pass notes
to each other in the back of the classroom where we always sat.
One day he asked me to write him a piece. It was my first piece
for vibraphone and David did the first performance. It was
called “Three Pieces for Vibraphone solo”.....I then began a
series of percussion pieces unconsciously drawing on my “feel”
for jazz, combined with the techniques I had aequired from
formal training....I wrote to Raoul Ronson, president of Seesaw
Music Corp. and he agreed to publish my music. Shortly
afterwards my percussion music began to appear on many
programs of contemporary music....It seemed that percussion
players were willing to do more modern music than most
perofrmers, and since I had a great need to hear my own music
and work with enthusiastic people, I began to learn more about
percussion instruments. I became fascinated by this new world
of sound...One day I ran into Frank Epstein, percussionist with
the Boston Symphony Orchestra, practicing in a barn at
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Recent Performances of
Gitta Steiner’s Percussion Music

Pexcussion Music for Two was performed by Morris Lang March
26th,

The *“Night Music for Solo Marimba”, was premiered by Karen
Ervin March 24th

Percussionist/composer LARRY S. SPIVACK performed the
premiers of three works by GITTA STEINER on May b5,
1978 at the Great Neck Cultural Center in Long Island, New
York - “Percussion Fantasy for One Player” (1977), “Eight
Miniatures for Solo Vibraphone” (1978) and “Duo for Cello
and Percussion” (1971)

‘“Fantasy for Marimba’’ was premiered in Houston, May 13th by
Mary Vaughn.

The ‘“‘Concert Piece for Seven #1’’ has been recorded and is
available through Fredonia College, SUNY, c/o Ted Frazeur,
Music Dept., Fredonia, NY 14063,

Tanglewood, where I had a fellowship, and asked him to play
some “licks”, I was composing. He liked them and asked me to
write a piece for him....Working with him was an inspiration...
Frank is an excellent musician who would call me from Boston
if I had left out a phrase mark or there was a question about
pedaling. He would always rent a studio in New York, when the
orchestra was in town, to make sure rehearsals of my music
were as accurate as possible. I had set to music some of my own
poems, and he wanted to understand the meaning of every line
in detail....I also had the pleasure of working with Paul Price,
who along with Lukas Foss was on the jury that awarded me a
prize for my percussion quartet. Paul did the first performance
and through his kindness and encouragement, I got more
involved than ever in writing for percussion..... Recently,
Morris Lang asked me to write five new pieces for his Lang
Publishing House. Working with him was another musical
experience I'll never forget. The man sat down with me in his
studio, and hummed twelve tone outbursts of lyricism from my
solo marimba piece. His concept of phrasing is as fine as any
conductor or violinist T have ever worked with, if not finer, and
his understanding of my intentions was sometimes better than
my own....Sometimes music literally “leaps® out of me because
I am basically an improvisor. I was recently surprised by a
superb recording done at Fredonia, (Percussion at Fredonia) of
my ‘“‘Concert Piece for Seven”, which I had heard other
performances of. 1 was worried at first because I had not
supervised any of the rehearsals and no one had consulted me
about the free sections. I think the people up there understood
my poem and the atmosphere I sought to create, But with what
skillful and sensitive musicianship....The more I learn about
percussion instruments the more I find out there is to know. 1
am now working on a new duo for Arnie Lang and Per Brevig
and I am less inclined than ever to write for piano again......

Works for Percussion by Gitta Steiner

Published by Seesaw Music

Cantos for Voice and Vibraphone

Concert Piece for 7 No. 1 - Soprano, Fl, 2 Percuss, Piano, Cello
Conductor

Concert Piece for 7 No. 2 - Soprano, Fl, 2 Percuss, Piano,
D-Bass, Conductor

Dialogues for Percussion (2 players)

Dream Dialogue for Soprano and Percuss.

Duo No. 2 - Violoncello and Percussion

Four Bagatelles for Solo Vibraphone

Four songs for Voice and Vibraphone

Interludes for Voice and Vibraphone

New Poems for Voice and Vibraphone

Percussion Music for Two

3 Poems for Voice and Two Percussionists

Quartet for Percussion

Three Pieces for solo Vibraphone

Trio, 1969 - Two Percussionists, Piano

Trio for Voice, Piano and Percussion

Published by Lang Percussion Co.

1 - “Night Music for Solo Marimba®’ 1977

2 - “Fantasy for solo Percussion”. 1977

3 - “Eight Miniatures for Solo Vibraphone”...1978
4 - “Fantasy Piece for Marimba Solo” 1978



New Publications

As a service to all publishers, composers, and arrangers
PERCUSSIVE NOTES MAGAZINE regularly reviews new ma-
terials. Send all material for review consideration to: PERCUS-
SIVE NOTES MAGAZINE, c/o Editor, P, O, Box 02095,
Columbus, Ohio 43202,

Reviews in this issue by: JB-John Beck, DG-Donald Gilbert,
MH-Murray Houllif, JM-James Moore, GO-Gary Olmstead,
AP-Al Payson, LP-Linda Pimentel, WS-William Schinstine.

CONTEMPORARY COLLECTION FOR SNARE DRUM —

Murray Houllif (Written in Collaboration with Jim Petercsak);

Zgotsdam Publications, 1 Hillerest, Potsdam, New York, 13676,
6.00.

This collection of seven etudes and seven duets for the snare
drum is exceptionally difficult and would be recommended for
the studious advanced snare drummer, The etudes encompass
many of the ideas of “avant-garde” composers. Included are
problems involving meter changes, spatial notation, metric
modulation, and music without bar lines., Etude Number Seven
uses different sticks and beaters which must be changed very
quickly. The duets are challenging and are designed to give snare
drummers musical experiences in ensemble playing. Each must
be practiced very carefully due to the complex rhythms
involved. Traditional notation is used and the print is quite
legible although in some cases too much is cramped onto one
page causing some reading problems, For the advanced percus-
sionist this collection would be a welcome and challenging
addition to his snare drum repertoire. (DG)

PROGRESSIVE APPROACH TO SNARE DRUMMING —
David R. Vose, — M.V.M.C,, 115 N. Lowell St., Methuen, Ma.
01844, 48 pages, $4.50

This book contains reading material for the beginning snare
drummer. Only two rudiments are incorporated: the roll,
beginning on p. 26, and the flam, beginning on p, 34. The
notation is manuscript, of fair quality. This book might be used
as supplementary reading material for the beginning snare drum
student, (AP)

RHYTHMIC ANALYSIS FOR THE SNARE DRUM, Fred
Albright, Award Music Co., 136 West 46th 8t., New York NY
10036 - $5.00

RHYTHMIC ANALYSIS for the Snare Drum is a welcome
addition to the advanced snare drum literature and will become
an essential for the percussionist’s library. There are several
elements which make this an important book. First, there is a
six page introductory ‘“Analyzation of polyrhythms and ab-
normal groups,”” which is as clear and detailed as any similar
material available. Secondly, there are 35 Etudes and 26 Solos
which utilize not only “Polyrhythms and abnormal groups” but
the gamut of basic snare drum techniques including a variety of
tempi, rolls, embellishments, dynamics, notational abbrevi-
ations, mixed meters, metric variety, both five line staff and one
line writing, etc., etc. The material, edited by Joel Leach, is
printed very clearly and is a must for the advanced snare
drummer’s library. (GO)

DRUM SET BOOKS

DRUMMING IDEAS IN FOCUS — Joe Raynor; Southern Music
Company, San Antonio, Texas 78292; 24 pp., $3.50

This book is designed to aid the percussionist in developing
stick control, speed and coordination of hands and feet. Some
exercises are written for hand development while others are
designed to develop hand and foot control for set playing.
Different rhythmic combinations including triplets, quintuplets,
sextuplets and septuplets are used in a variety of meter
signatures. One will also find in this book paradiddles in various
rhythmic patterns, various jazz figures and the composer’s own
four bar jazz fill ins. As the composer states, this book contains
his own drum beats which were collected over the years.
Drumming Ideas in Focus is quite suitable for the high school
percussionist, The notation is traditional and the print is
excellent, making it very easy to read. For extra material in hand
and foot coordination, this book will make a useful addition to
the young percussionist’s library. (DG)
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MULTIPLE PERCUSSION SOLOS

CHOP CITY — Ronald Keezer — Kendor Music, Inc., Delevan,
New York 14042 - 2 pgs. - $1.00 - Duration: 1 min. 20 sec.

Excellent standard drumset solo in a jazz style, Performer.
needs SD, BD, Sm. Tom, Lg. Tom, 2 cyms, and Hi-Hat. Very
musical with reoccuring theme (motif). Nice open-closed hi~hat
passages. Mostly in 4/4 time (& = 163) with two short
double-time passages. Good use of dynamics (not often heard in
drumset solo playing). Moderately difficult. Good audition
material for high school and college stage band and college
juries. Traditional notation. Machine printing, Clear and easy to
read, (MH)

THE SKY IS WAITING — Robert Cucinotta - Lang Perc. Co.,
208 W, 30th St., N.Y.C. - 8 large pgs. - No cost indication on
score,

Very difficult, advanced college-level recital piece. Titla page
says for “drum set solo”, but score also calls for 2 woodblocks,
piccolo trian,, bongoes, BD (laid flat), (as well as 4 Tom-toms (2
mounted-2 floor) and 2 bass drums of different size). Also calls
for a variety of sticks, beaters, fingers and an ‘‘air drum’ (a
rubber hose connected to the vent hole on a floor tom-tom
which is blown into). Reading of 3 to 10 lines necessary (much
like Berio’s CIRCLES) to cover all instruments. Traditional
mixed with spatial notation. Changing meters & quick stick
changes. Dedicated to Varese. (MH)

STRESS, Marta Ptaszynska, with tape by Elisabeth Sikora, Lang
Percussion Co., 208 West 30th. St., New York NY 10001

STRESS Is a short work of slightly longer than three minutes
duration and scored of one percussion player and tape. The
instrumentation includes cymbals, temple blocks, snare drum,
tom toms, vibe, timpano, flexitone, and maracas. The tape cue
is given with the time in seconds marked progressively on the
score. Some of the percussion part is written under tempo
control and the remainder is proportional. The tape cue and
time scale would seem to permit an easy coordination of tape
and solo. The instruments sounds are all specific, i.e., non-
improvisational.

The piece is interesting and fills a gap in the literature in that
it is not terribly difficult, making it quite accessible to the many
players looking for a solo-tape experience to precede some of
the more lengthy and difficult works. (GO)

TIMPANI SOLOS

SUITE FOR TIMPANI by Murray Houllif, published by
Potsdam Publications, 1 Hillerest, Potsdam, NY 13676,

SUITE FOR TIMPANI js a difficult three-movement work
for timpani. The first movement is fast and has many meter
changes. The second movement is slow with a tempo marking of

= 66; however, there are no bar lines so the style is a modified
free style a la recitative. The third movement is very fast with
many meter changes. Each movement has a preset tuning with
no tuning changes within. No mallet selection is indicated, so
the performer must decide on which mallets to use. SUITE
FOR TIMPANI is a challenging work for a good high school
timpanist or a college timpanist. It would be an ideal work for a
college recital program. (JB)

ADENDA

The following Timpani Solos were reviewed in the Winter issue
of Percussive Notes (Vol. 16, #2, p. 41): SONATA No. 1 FOR
TIMPANI - $3.75; SONATA No. 2 FOR TIMPANI - $1.765;
SONATA No. 3 FOR TIMPANI - $1.76 — Southern Music
Company. Omitted was: composer - William J. Schinstine, and
address of Southern Music - 1100 Broadway, P. O. Box 329, San
Antonio, Texas 78292, We regret the error.




INSTRUCTION BOOKS

DOUMBEC DELIGHT, Mary Ellen Donald. Mary Ellen Books,
P, O. Box 7589, San Francisco, CA 94120. 110 pages. $10.95.
Two companion cassette tapes: $17.40.

This excellently constructed instruction book explores the
techniques of the instrument that is essential to the music of the
Middle East and particularly to the ensemble that performs with
belly dancers. As interest in this arena of dance grows, many of
us need to explore the musical devices and percussion tech-
niques of the Middle East.

Donald carefully balances the development of basis musician-
ship skills with study of the Doumbec techniques and the
patterns and styles of music usually encountered in this
medium. Her presentations are sequentially ordered. Skills and
knowledge are learned at a similar pace. The examples are clear.
The text is interesting: it “hooks” you into continuing. The
tapes positively reinforce the materials in the text.

Combining musiecal skills (studies in piano, voice, guitar) with
an understanding of human learning functions (M.A., psychi-
atric social work, U. of Ca, Berkeley), Donald presents a text
that is a model of clarity, conciseness, and organization.
Excerpts from this text are to appear in future editions of PN
magazine, (LP)

THE JUNIOR PERCUSSIONIST — Roger R, Faulmann -
Ludwig Industries, 1728 N, Damen Ave., Chicago, Il.. 60647, 76
PP. no price

A book designed for instruction of beginning snare drum and
keyboard mallet instrument. The method uses a treble staff
above a single line staff for the drum music. The book
progresses in a very logical order introducing gradually more
complex rhythms, melodies and keys. The standard notational
problems are covered thoroughly. The drum instruction follows
very strictly the standard method of rudimental drumming. All
rolls are taught via the double tap method. Notation is clear but
very crowded on the pages so that the print is exceptionally
small. This may cause some difficulty with young players. The
same can be said for the type set used for explanations. These
have been reduced to a point where reading is uncomfortable.
Even with these handicaps, it is a well thought out text that can
be u)seful in teaching both areas of percussion at the same time.
(WS

MARIMBA & VIBRAPHONE SOLOS

VARIATIONS ON LOST LOVE — David Maslanka — David
Maslanka, 30 Seaman Ave., New York, New York 10034. 16p.

This fascinating and impressive composition for solo ma-
rimba will soon be issued by Carl Fischer, Inc. in Facsimile
Edition. The work is difficult and will be accessable to only a
few of our readers, Yet it appears to be a major work and as
such we should all be aware of its potential, The composition is
large in scope and quite free-flowing. It contains varied styles of
writing, all well within the scope of mainstream contemporary
composition. The notation is conventional, clear, and well-
thought-out. The meter changes are comfortable to most of us.
The composer deftly manipulates a variety of roll types, yet
seems to give the performer enough freedom to exist within his
limitations. An interesting array of snare drum-type rudiments
are employed. The work is not harmonically or contrapuntally
complex, and instead appears to dwell on a lush embellishment
of melodic materials. VARIATIONS ON LOST LOVE appears
admirably and delightfully well-suited to the skills of the
performer to whom it is dedicated and who gave the premier
performance: Leigh Stevens (LP)

VARIATIONS ON A GAILLARDE — Karen Ervin, Studio 4
Productions, Box 266, Northridge CA 91328. 17p. $7.50.

Ervin, in VARIATIONS ON A GAILLARDE for solo
marimba has continued the time-honored tradition of compos-
ing a lengthy work based on an idea borrowed from another
composer, in this case French lutenist and composer Adrian Le
Roy. In appropriate fashion Ervin departs from and often
reaffirms the composition’s heritage from the past while
introducing contemporary compositional devices, And again the
intexplay of the lute with those characteristic of the marimba,
adds immeasureably to the interest, This fine work will make an
excellent addition to the library of the professional percus-
sionist and college student. (LP)
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SIMPLICITY — Lorraine Irvin. Studio 4 Productions, Box 266,
Northridge, CA 91328,

This small piece is by the composer of the two well-known
etudes for marimba, one of which was recorded by Vida
Chenowith some years ago. For the experienced marimbist it is
easy to sight read. The insecure marimbist will find it hazardous
because it contains several reaches of more than an octave.
SIMPLICITY is composed in a style reminiscent of the small
works of McDowell or Robert Schumann. The four mallet
texture is broken up by some smooth voice leadings. It would
easily fit into the environments of a church meditation-type
piece, (LP)

MARIMBA RONDO — Paul J. Sifler. Fredonia Press, 3947
Fredonia Drive, Hollywood, CA 90068, 2p.

This recently composed work has not, to the writer’s
knowledge, been priced or put in the Fredonia catalogue, Yet it
is an exciting new work and some of you will be interested in
immediately investigating it. MARIMBA RONDO is performed
with from four to six mallets on the marimba. The majority of
the work can be performed with four mallets. The six mallet
sections are not comparatively more difficult, and could be
revoiced to employ only four mallets. MARIMBA RONDO is a
carefully constructed composition. Its fine quality should
guarantee it a permanent place in the important solo repertoire
for the instrument, (LP)

IMPRESSION — Michael Lang - Southern Musie, San Antonio,
TX 78292 - 2 pgs. — $1.00

An unaccompanied 4-mallet vibraphone piece of high school/
easy college level difficulty. Employs closed-voiced major 7th,
minor 7th, major/minor 7th chords and some single note
playing at a slow tempo (& = 56). Traditional notation. Very
clear, machine printing on good quality paper. (MH)

RITUAL FOR MARIMBA SOLO — James Dotson - Southern
Music Co., 8an Antonio, TX, $2.50

Subtitled “Etude in A minor,” this piece at first glance might
appear to be just another moderately-easy four mallet solo.
However on closer examination, one finds that it is written to
be played with three mallets in the left hand, and a single mallet
in the right hand. As such it might provide a suitable entry point
for a player into the realm of five and six solo mallet literature
that is being composed and performed today. No manipulations
of the spacings of mallets in the left hand are required once set,
as the writing is for close position triads throughout, (JM)

BAR PERCUSSION BOOKS

THE ORCHESTRAL MALLET PLAYER — Anthony J, Cirone.
Cirone Publications, P,O, Box 612, Menlo Park, CA 94025. 420.
$3.50

THE ORCHESTRAL MALLET PLAYER is designed as a
companion book to THE ORCHESTRAL SNARE DRUMMER
and THE ORCHESTRAL TIMPANIST. This instruction book,
which starts at a beginning level and moves at a fairly rapid
pace, is carefully illustrated with clear pictures and usually
well-thought-out explanations. The exercises and small pieces
are written for the treble clef only and involve mostly two
mallet performance within the standard orchestral tradition.
Thus, within a more comprehensive musicianship format, the
book is limited as a teaching tool just as the title indicates.
However, within its limited format the book is interesting and
of fine quality. The original writing emphasizes a variety of key
signatures and meters, The noteheads are large and the layout is
condusive to easy reading. Scales and technique are presented at
appropriate levels, Because of its almost identical construction
to its two companion books, THE ORCHESTRAL MALLET
PLAYER can be rehearsed simultaneously with the other two.
Some teachers may find this advantageous, but this writer finds
it a bit boring to combine. A small section on performing four
mallet block chords is included near the end of the book. (LP)
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PERCUSSION ENSEMBLES

PERCUSSION - Solos/Duos/Trios - Charles Camilleri - Waterloo
Music Co. Limited, Waterloo, Ontario - $5.50

This collection consists of 6 solos, 3 duos and 3 trios. The
instruments used are bongos and congas preferably played with
hands, cymbals, timbales, snare drums, temple blocks, claves,
slit drums, hand claps, maracas, tom toms and vocal sounds in
different combinations.

These interesting compositions are very well constructed and
quoting Donald Knaack “This new “world music” is primarily
influenced by African ritual and rhythmic concepts, Asiatic
meditation and melodic concepts, Jazz and the evolution of
European music.”

Each composition has its own character. They are college
level recital or percussion chamber music pieces and would be
very effective if performed in groups of two or three. (AL)

32 DUETS FOR PERCUSSION - Robert McCormick - G,
Schirmer, New York - 32p. - $5.00

If you are a serious student of snare drumming, here is a real
find. Since it arrived for me to review I have been playing
through it with my students and fellow teachers. Every pageis a
gem of well thought out duets in a multitude of meter changes.
They are well marked for accents, dynamics, tempo indicates.
Many of these little duets look deceptively easy until you get
into them and suddenly find a roadblock. I would recommend
this book be included in every teachers library. Number 32 has
Player #1 on wood block and snare drum while Player #2 plays
tambourine and snare drum., (WS)

TRIO POUR PERCUSSION — Andre Morin — Music for
Percussion - score and parts, $5.00. Perc. I: timp., bongos, slide
whistle, ratchet; perc. II: sn. dr., triangle, susp. cym., wd. bl.,;
Perc II: xyl., tamb., siren whistle, bass dr.

This is a “fun” piece which will challenge three good high
school players. Audiences will surely find the work delightful,
and college-level percussionists, too, will enjoy playing it. (AP)

SONIC SAUCE — Steve Hanna - Publ. Kendor Music, Inc.,
Delevan, N.Y. 14042, Score and 4 parts - $4.00

A grade 4% percussion quartet with a very strong jazz flavor.
1st percussion uses a standard drum set plus triangle. 2nd
percussion includes marimba, 4 concert tom-toms and sus-
pended cymbal. 3rd percussion plays vibes and timbales. 4th
percussion plays timpani (4) (much pedaling required) and gong.
When the marimba and vibes are used together they mostly are
in unison. This is an up tempo (120 to the half note) piece that
could be a real crowd pleaser. (WS)

FOR FOUR PERCUSSIONISTS by Ronald Keezer, published
by Kendor Music, Inc., Delevan, NY - $6.50 score and parts.
FOR FOUR PERCUSSIONISTS is a medium-difficult 7:30
work in four movements for the following percussion instru-
ments: drum set, vibes, timpani, xylophone, marimba, bass
drum, triangle, cowbell, timbales, orchestra bells, tambourine,
finger cymbals, and temple blocks (players alternate instru-
ments). The four movements are: I, Fours, II. Ballad for Mary,
III. Less-than-aMinute Waltz, Iv. Rondo Samba. This work is
based on a jazz concept and needs the services of a good drum
set player. In fact, each perfomer must be knowledgeable of
jazz phrasing to give the work the best performance. This is an
excellent work for percussion ensemble. The score and parts are
well laid out and the parts are easy to read. It would be good for
an advanced high school ensemble or a college ensemble. (JB)

HOLIDAY FOR PERCUSSION, Op. 51, by George Heussen-
stamm, published by Music For Percussion, Inc., 17 West 60th
St., New York, NY 10023 - $9.00 score and parts.

HOLIDAY FOR PERCUSSION is a 6:30 tour de force for
five percussionists. Sixty percussion instruments are required to
perform the work, and they vary from snare drum and keyboard
to police whistle and Audobon bird call. The written parts are
challenging and require that each percussionist be adept at quick
changes and be able to blow whistles and play percussion
instruments at the same time—a feeling for theatre would also
be helpful. The unwritten parts are also challenging and require
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that the players have a good imagination. The score and parts
are well written and easy to read. All pertinent information
regarding the performance of the work can be found in the
score and in the parts except for one—only the score lists the
players and the instruments required. The individual parts do
not list all the required instruments before the music begins.
The player must look at the score to get the list of instruments
needed, or go through the part measure by measure and write
them down. This is a work for a college percussion ensemble or
a very good high school ensemble. It is well written and
challenging for the performers. Much rehearsal time would be
needed to prepare the work for a performance, but having done
so, the players should achieve a sense of satisfaction. (JB)

CRESCENDO FOR PERCUSSION ENSEMBLE, Alexander
Lepak, Windsor Music Publications, P, O, Box 33, Windsor CT
06095 - $7.50

CRESCENDO for Percussion Ensemble is written for eleven
players and, as the title implies, is a gradual crescendo from an
almost inaudible beginning to a fortississimo (FFFF!), There is
also a bit of theatre involved in that the players assemble in a
dark auditorium with Player 1 beginning from candlelight. The
remaining players play occasional high bell sounds until their
individual entrances. The lights gradually come up as the volume
increases. The set-up may be done either from a stage or
surrounding the audience, The work is an interesting and
exciting rhythmic study, consisting primarily of rhythmic
ostinati in short two and four measure patterns. A good high
school or college level ensemble could perform this work which
is scored for congas, two drum sets, six timpani, tom toms,
cymbals, cowbells, and ‘“large gong.” (GO)

TOCCATA WITHOUT INSTRUMENTS — Ramon Myer, Ken-
dor Musie, Ine, $1.75.

This by now well-known (1967) composition was in this
reviewer’s stack. So, in case you are not already familiar with
the work, it is one of the first of the growing assortment of
pieces designed to percussively employ the human body. It is
fun, easy, and makes a good encore. It can be employed in
many situations, from junior high school general music class
through adult ensembles of all types. Choirs enjoy performing it
also, (LP)

MARIMBA ENSEMBLES

SONATINA FOR MARIMBA, Four hands (2 players) - Karl
Kohn — Carl Fischer, Inc., 62 Cooper Sq., New York 10003 - 16
pgs. - $5.00 (two copies needed for performance).

High school/easy college level. Has some interesting chordal
sonorities produced by two players (most of the work can be
performed with two mallets: some three and four-note chords
for each player). Good for two-mallet legato playing and
working on precision of rhythm between the two players.
Generally, not complex rhythmically except for 2 or 3 pgs.
which have some composite rhythms between the performers,
e.g. 2:5, 3:5, 4:5, 4:6, ete. Four movements, Total duration: ca.
14 min,, 10 sec, Traditional notation, Clear, machine printing.
All in 4/4 and 3/4 time, (MH)

GREEN HILL, Theodore Frazeur, Kendor Music, Inc., Delevan
NY 14042 - $3.00.

GREEN HILL, for marimba quintet with string bass, was
apparently first published in 1958 and revised for this 1977
publication. The piece is a welcome addition to the available
literature which focuses on the technical and musical problems
of playing a sustained line on the marimba. The composer calls
attention to three specific areas needing careful attention,
including the sustained legato sound, the contrapuntal texture,
and the dynamic independence required of each player, A low A
sharp is required for the fifth part; the playing time is just under
six minutes, and Kendor has graded the work a 4%4. (GO)
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MIXED ENSEMBLES WITH PERCUSSION

SPACINGS for Trumpet and Percussion by Robert E. Seligman,
published by Lang Percussion Company, 208 W, 30th St., New
York, NY 10001 — $6.00 two scores.

SPACINGS is a medium-difficult work in three movements.
The percussion instruments required are: 2 tom foms, snare
drum, 2 timbales, 5 roto toms, 5 temple blocks, antique
cymbals, 8 suspended cymbals, sleigh bells, 3 cowbells and
Tibetan prayer stones. Each player must read from a score and
follow the other’s part when not playing in order to play the
next entrance. There are no bar lines in the score, bjlt a tempo
marking is given for each movement: Movement L - 72-76,
IL J -64-68, IIl. d - 86-90. Strict coordination is not always
necessary between the trumpet and percussion but when it is
the composer indicates it clearly. Pitched percussion as written
on a staff and nonpitched percussion is written on a single line.
Because of the number of percussion instruments being
played, the score may look confusing until it is thoroughly
studied. This is a challenging work and would require the
services of a college percussionist or a professional percussionist.
It would be an excellent work on a recital. (JB)

TEXT & REFERENCE BOOKS

DICTIONARY OF PERCUSSION TERMS — Morris Lang and
Larry Spivack - Lang Percussion Co., 208 W, 30th St., NYC, NY
100 - $4.00.

This pocket size dictionary of 123 pages includes an
alphabetical listing of terms found in the symphonic repertoire
in English, French, German, Italian, and Spanish, Additional
supplements in the back of the dictionary include: Russian
phrases, abbreviations for percussion instruments, symbols,
expressions and ranges of mallet instruments, This handy
reference should be at the fingertips of every serious percus-
sionist. (JM)

New!. . . .. . . . PERMUS PUBLICATIONS

BAR PERCUSSION NOTEBOOK - Volume | - Linda $3.00
Lorren Pimentel
Creative beginning pieces for the “now"” student.
Establishes the foundation for todays literature.

ETHOS: A SIX MALLET MARIMBA SOLO - Jack Jenny $2.50
A challenging work, destined to be a part of the
new repertoire,

THE SNARE DRUM ROLL. - Gary J. Olmstead $1.25
Thorough description and exercises. For students at
all levels and college methods classes.

MARIMBA ENSEMBLES - We have a growing list of
arrangements. Write for titles and prices.

Order direct or through your local dealer

PERMUS PUBLICATIONS
P. 0. Box 02033-Columbus,Ohio 43202.

INFORMATION ON THE MARIMBA — David Vela, Edited and
translated to English by Vida Chenoweth. Availabls from Vida
Chenoweth, 230 Bass Building, Enid, Oklahoma 73701. 77pp.
no price given, (est. $4.95)

This book has to be one of the most thorough research works
on the Guatemalen marimba available to the scholar and
interested reader. David Vela, with the help of Vida Chenoweths
translation into English, has provided a tfreatise, replete with
many footnote references. In it he discusses the hypothesis of
the origin of the marimba in various parts of the world, and
traces its development in the Central American environment. A
most important work for any serious scholar of the marimba
and a highly recommended work for libraries. (JM)

RECORDINGS

DES IMAGISTES — William Kraft — Delos Label - #DEL
254325Q. Price not given.

This 25 minute work is scored for six percussionists and two
narrators, The composition is based on five poems: two by Ezra
Pound and one each by E.E. Cummings, Everett Frost, and
Barbara Kraft. The composer has this explanation about the
piece: ““..the piece was originally entitled Hexagrammoid (a
descriptive of a hexagram). All aspects of a hexagram are
exploited with the audience in the center so as to be most aware
of the acoustical locations: duets between players 1 and 8, 2-4,
3-b, 4-6, b-1; trios 1-3-5 vs 2-4-6; quartet or parallels vs a duet of
poles 1 & 4 and so on. Pitchwise, each player has his own
hexachord, most instrumental families number 6 i.e. 6 brake
drums, 6 graduated membranophones, 6 stainless steel bowls,
etc. But since the aesthetic premise was more of poetic imagery
than intellectual structuralization, the title Des Imagistes cer-
tainly seemed more appropriate,”

Des Imagistes basically utilizes metallic sounds, both pitched
and non-pitched. Unlike most percussion works (including other
works by Kraft), it does not rely upon bipartite rhythmic
structure as a principal element. Rather, it consists basically of
easy-flowing aleatoric sounds which, when combined with the
narration, produce a quite hypnotic effect on the listener. This
reviewer considers the piece one of Mr. Kraft’s finer efforts.

The recording is sensitively played by an outstanding group
of Los Angeles-area percussionist: Wm, Kraft (the composer),
Dale Anderson, Karen Ervin, Scott Higgins, Mitchell Peters, and
Barry Silverman, Percussionists will find this recording a most
valuable addition to their libraries. (AP)

A MARIMBA RECITAL. Karen Ervin, soloist. Studio 4
Productions. $7.60. Includes: SUITE FOR MARIMBA, Fissin-
ger; THREE SONATAS, Scarlatti; TIME FOR MARIMBA, Miki;
MUSIC OF THE SPHERES, Solomon; ETUDES, Opus, 6, #8
and Opus 6, #10, Musser.

This recording includes three transcriptions, two familiar and
favorite marimba compositions, and three formal contemporary-
format works. Both the Musser#250 and the #350 marimbas
were employed. This writer prefers the recorded sound of the
#3560 marimba to that of the #250 in this collection, although
the recorded tone of the rosewood instrument is, in this case, of
better likeness than we have heard on recent recordings.

Ervin’s style of playing here, as in live performance, is clean,
thoughtful, well-balanced. SUITE FOR MARIMBA and TIME
FOR MARIMBA are performed with the maturity often lacking
on other hearings of these works. MUSIC OF THE SPHERES,
written for Ervin, is fascinating both in its rhythmical and
timbre elements. Those listeners who prefer a more traditional-
type composition, will be disappointed with how quickly the
Musser ETUDES slip by, and may wish more familiar
materials. This writer does not feel comfortable with the
Scarlatti interpretations: they simply do not match up to the
elan and verve of a performance by a fine harpsichordist or
pianist. Listened to simply as pleasant works or marimba, they
are enjoyable. Obviously this recording is a MUST in the library
of every serious percussionist. (LP)

LLE

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,

as Lerre Haute, Indiana 47805.
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NEW PUBLICATIONS

ALFRED PUBLISHING CO., INC., 15335 Morrison Street,
Sherman Oaks, CA 91403, has a detailed brochure of their
school music publications available.

BRAMORA, P.O. Box 71, St. Cloud, MN offers a brochure of
their 1978 collection of quartets, octets and marches for
percussion ensemble,

C. F. PETERS CORP., 378 Park Avenue South, New York, N.Y.
10016 is the sole agent in the USA for the Zimmerman-Method
and record. This is an approach to learning and teaching modern
music with studies by Siegfried Fink.

MAGNAMUSIC-BATON, 10370 Page Industrial Blvd., St.
Louis, MO 63132, has published an extensive listing of music
for percussion representing several different foreign publishing
firms; request copies from the address above.

PERMUS PUBLICATIONS, P.O. Box 02033, Columbus, OH
43202 is a firm specializing in music for percussion instruments.
They also make personalized note paper pads for percussionists.
Write for their catalog.

GORDON PETERS, 800 Hinman, Apt. 306, Evanston, IL
60202, (Kemper-Peters Publications) is offering The Drummer:
Man (Originally titled a Treatise on Percussion) at a 15 percent
reduction in price.

POTSDAM PUBLICATIONS, One Hillcrest, Potsdam, N.Y.
13676 has a number of new solo and ensemble percussion works
listed in their brochure; available by writing the above address.

SMITH PUBLICATIONS, 1014 Wilmington Ave., Baltimore,
MD 21223, has just released their 1978 catalog of American
Music, including many works for percussion solo and ensemble,
Catalog is free upon request.

SOUTHERN MUSIC COMPANY, P.O. Box 329, San Antonio,
TX 78292 has two pamphlets available upon request: Music for
Winds and Percussion and The Percussionist’s Guide to Publica-
tions of SMC.

STUDIO 4 PRODUCTIONS, Box 266, Northridge, CA 91328
has a number of new music releases for mallet solo and
ensemble. Also released is a new recording featuring concert
marimbist, Karen Erwin. Write for further details.

SAM ULANO, P.O. Box 1126, Radio City Station, New York,
N.Y, 10019 is the originator of three important percussion
publications containing a wealth of information: SKINS, official
newsletter of the drum clinic club; DRUMWORLD and FOR
DRUM TEACHERS ONLY, Write to Sam at the above address
for further information. (His address was inadvertently omitted
in the last issue of PN).

The latest brochure from LANG PERCUSSION COMPANY,
208 W. 30th St., New York City, NY 10001 lists their solo and
ensembles, and percussion instruments available,

McCORMICK’S, P.O. Box 97, Elk Grove Village, IL, 60007,
specialists in drum corps and marching band supplies, has several
new brochures available upon request.

NEW PRODUCTS

ASIAN PERCUSSION PRODUCTS have available a number of
distinetive percussion products from the Orient. For further
information write: Michael Ranta, quality control manager, East
Asia Music Instruments, LTD,, shan tzheou, E-31, Yang Ming
shan, Taipei, Taiwan, Rep. China.

LUDWIG INDUSTRIES, 1728 N, Damen Ave., Chicago, IL,
60647 spotlights its Unique UFO Snare Drum Kit especially
designed for the beginning drum student.

PRO-MARK CORP., 10710 Craighead, Houston, TX 77025 (a
division of Remo Inec.) has developed a new process for wood
treatment in the manufacture of drum sticks. Write for more
details.

TEMPORAL ACUITY PRODUCTS, INC., P.O. Box 5399,
Seattle, WA 98105, makes the TAP Master, a programmed
learning sequence for rhythmic sight-reading. Details are avail-
able from the above address.

TERRA TU, INC, 4420 Superior Ave., Cleveland, OH 44108 is
a firm specializing in percussion products and carries a tremen-
dous supply of drum sticks.

LANG PERCUSSION CO., 208 West 30 Street, New York, N.,Y.
10001 is now manufacturing a set of orchestra bells modelled
after the famous “widebar” Leedy bells, They have a full 2%
octave range (F-C). A new model with a three octave range
(C-C) and a damper pedal will be available in the near future.
Write for new catalogue of music, mallets, ete.

A helpful packet - “The Directors Complete Marching Band
Catalog” is available from McCORMICK’S, P.0O. Box 97, Elk
Grove Village, IL 60007, Included in information on percussion
instruments, brass instruments, arrangements with sample re-
cordings, and accessories.

NEW PERCUSSION MUSIC for 1977-78
By William J. Schinstine

SONATA NO. 1 for Timpani andPiano . . . ...
A three movement work using 4 pedal timpani.
Published by Southern Music Co, MD
Special percussion Ensemble arrangement of the
accompaniment available fromus. . . ... ... 15.00
METALLIC MYSTIQUE for Percussion Sextet. . . . 5.00
2 Tnangles, Bells, Finger Cymbals, 5 Brake Drums,
sp. Cym., and Tamb. 4/4, 3/4, 4/4 (M)
COUSTIC SUITE for Percussion SextstMD. . . . . 6.50
Part | ~ S.D., F.D, Roto Toms, Susp. Cym., B.D,,

. .3.78

Timp.

Part I} — Xylo., Mar., Cast., Bongos & Vibes, Vibra
Slaps Cuica

Part 11l — 2 Tri. Tam., 2 Susp. Cym., Vibra Slaps,

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

Quintet., . . ...... ceeesss225
Brake Drums, 4 TT 3 SD Bells, 4 Timps.(M)
QUADRUM for Porcuunon Trio. o ¢ o 00 v e v e

4 S.D., 4 Tuned Drums, 4 Timps. MD
——— BOSSA NOVA 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.

—— EVOCATIONNO.1..... s e s s aneaens .. 100
— QUINTANCE . . . .. .. v 0o ccosenos esee.1.00
— THREE MEANS TO AN END (Thru Mvt)...... 1.7
New and very difficult snare drum solos for recital
performances.
ORDER FROM
$ & S SCHOOL OF MUSIC

Keim & Buchert Road
Pottstown, Penn Ivanlu 19464
Phone 326-621

-43-



ON THE TECHNICAL SIDE

Materials Compiled By
Gene J. Pollart
University of Rhode Island

THE AUXILIARY PERCUSSIONIST:
WHAT TO PLAY AND WHERE TO PLAY IT

by David Levine

WHAT TO PLAY

The job, and main problem of playing auxiliary percussion is
to rhythmically help the drummer while staying out of his way.
To do this both players must work as a team, I try to think of
the drummer and percussionist as a section; like the trumpets,
trombones, or reeds, In this section the drummer has the lead
chair and I support him. As with the other sections of the band
there will be times when unison playing is called for, times when
harmony (in this case rhythmic) is required, and also places
where just the lead, alone, is enough.

Sometimes, however, the composer does not orchestrate the
percussion section as he does the others; at times he leaves too
much up to the individual players. It is, therefore, up to the
percussionists to see that this concept of a cohesive section is
implemented. Unfortunately, they are often without enough
information to do this - knowing neither what to play or where
to play it. The following article, in two parts, will attempt to
make some helpful suggestions., Part One. The Auxiliary
Percussionist: What to Play?

As far as what to play the first question should be “What
style is the piece written in?”’ Groups generally play music in
one of the four following categories: Swing, Rock, Latin, and
Miscellaneous (Neophonic, Ballads, etc.) Many times just know-
ing the style will tell you what to play. If not, the next question
should be: “How can I, as the percussionist, best augment the
sound of the band?”” In other words, what instrument would be
best to play?

The table below outlines the basic guidelines I follow when
selecting instruments.

often use occasionally use seldom use

SWING tacet congas bongos

ROCK tambourine afuche temple blocks
cowbell triangle vibraslap
congas ratchet
shaker

LATIN congas claves vibraslap
bongos maracas quica
cowbell guiro timbales
shaker agogo bells whistles
triangle tambourine
cabasa

MISC,

mark tree, sleigh bells, windchimes, gong, finger cymbals,
flexitone, bell tree, triangles, wood blocks, rototoms,
cymbals, other sound effects

Perhaps the most serious problem, outside of picking the
proper instrument, is what rhythm to play on it. My suggestion
here is to experiment on your own; but also, consult one of the
many books available on the subject of rhythm percussion. I
consgider Latin Percussion Techniques for Rock, Pop, and Jazz,
by Fred Wickstrom (pub. Payson) to be the best. It contains a
wealth of material and also a record for listening or playing
along. Other books, most dealing with latin percussion, include:
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Understanding Latin Rhythms (book and record) Latin Percus-
sion, Inc.
Latin Sounds from the Drum Sef, Chico Guerrero (Try
Publishing Co.)
Rhythms and Instruments of Brazil, Paulinho (Swing House)
Latin American Rhythm Instruments, Humberto Morales (Bel-
win Mills)
Authentic Conga/Bongo Rhythms, Bob Evans (Belwin Mills)
Latin Rhythms for Drums and Timbales, Ted Reed (Ted Reed)
Ultimately, good taste must govern what you decide to play.
Some instruments and rhythms don’t fit a certain style or piece,
some always will, some rarely will. Three lmportant ways to
acquire the proper set of values to guide your percussion playing

are:

1. LISTEN TO RECORDINGS of outstanding jazz, rock, and
latin percussionists. A few of these include Airto, Ralph
McDonald, Larry Bunker, and Ray Barretto. Also record
yourself. In both cases analyze what the percussionist is doing in
relation to the drummer, the rest of the band,and the music.

2. ATTEND LIVE CONCERTS where percussionists are per-
forming. Watch and listen to what they do.

3. BE CREATIVE but accept constructive criticism. Don’t be
afraid to try something just because it may not have been done
before. The examples that accompany this article were devel-
oped by experimentation on the part of creative percussionists.
(See example 1.)

Along with having all the instruments you need and knowing
how to use them I also recommend that you have a trap table,
or at least a piece of carpet or padding to lay your instruments
on, A trap table not only cuts down on quick change noise but
also helps organize the instruments.

1240)]
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WHERE TO PLAY IT

Equally important to “What To Play”, is knowing where to
play. Percussion parts should contain the following information:
the meter and style of the piece, the form of the piece,
expression markings (dynamics, etc.), important rhythmic
figures and what section or soloist is playing them, and what
instrument to play and what rhythm to play on it, in short, the
same information should be found on thepercussion part as for
any other musician in the group. Until quite recently, however,
both drum and percussion parts were needlessly uninformative,
Composers or copyists would construct a part by writing one
measure of quarter notes, followed by an unaccountable
number of repeat signs, with a held whole note in the last
measure. This wasn’t much help. Today, though each composer
has his own style of writing them, the drum parts do contain
sufficient information to let the drummer know what the music
is about. Somehow the percussion part has remained unchanged
throughout the evolution and improvement of the drum part.

In cases where the composer, arranger, or publisher has
provided a part, no matter how good or bad, the fixst duty of



the percussionist is to play it. Usually this is adequate; most
written parts are sensibly constructed and work well. I hesitate
to suggest doing something other than, or in addition to, what is
specifically written on the part but, unfortunately, the accepted
way of writing percussion parts is to give the player an outline
which he must fill in. Over the years composers have come to
expect the individual percussionist to add his personal touch.
This may be either because percussion playing is based on the
creativity of the player or because in the past the players just
couldn’t read. Obviously until these views change directors and
composers must either give percussionists more detailed infor-
mation on the part or allow the player some latitude in his
performance.

For times when the part is provided but doesn’t contain the
necessary information, or when you, as the percussionist, think
you can improve on what the composer thought would be most
beneficial to the sound of the band interpretation is called for.
Analysis is an essential part of interpreting the music. In order
for a player to know what to do he must know how what he is
planning to do may effect the rest of the music. To do this he
must be able to analyze the music by looking at or listening to
it.

This idea of interpretation and analysis can best be illustrated
by an example of what I might do when given the following
part. (See example 1I-a.})

First, I’d find out what style the piece is. Here it is rock. The
original part says to play cowbell but it doesn’t tell me what to
play on it or who I’'m playing it with. Also, I’d make sure I
knew how loud to play. At the 8 measure rest I would change to
the shaker because at ‘B’, although the original part doesn’t say
it, there is a tenor solo. The cowbell is then used again in the
same way as before, At ‘C' a double time feel samba with flute
solo occurs. This section is open and on cue time goes back to
the original half-time feel. The out chorus, letter ‘D’, is double
forte. Triangle would be lost and since the band has the opening
figure here switching back to cowbell is a logical move. The
entire band has the rhythmic figure for the last 4 bars, so I
would play that, too.

What I would actually end up doing given the above part and
information might look like this. (See example II-b) It is close
to the original but I have analyzed the music and interpreted the
part so that it now makes some kind of musical sense.

I have found that a most useful percussion part is a copy of
the drum part. With this musie before me I know not only what
the band will be doing, but also I have the information, if not
the knowledge, of what the drummer may be doing. When I get
a copy of the drum part I go through the same process of
interpretation and analysis as discussed before. This time I write
the information onto the drum part. I’ll also check with the
drummer to see if he has any suggestions; ideas he thinks will
help us help each other.

Bill Holman, one of today’s greatest big band composers, has
adopted a new method of writing the drums and percussion
onto one part. This lets the composer give more direction to the
percussionist and drummer because it takes much of the
guessing out of our hands (literally). Both players (in this case
Nick Ceroli and myself) read off identical parts which tell us not
only what we should do individually and collectively, but also
what the composer intends for us to do. This type of part also
makes the percussion section concept I discussed earlier a
reality.

Throughout the two parts of this article I have stressed that
the drummer and percussionist must work as a team, This is
because the drums and percussion must work as a team. This is
because the drums and percussion must fit together rhythm-
ically; between them the time has to be right for the entire
band. Clearly the weight of accomplishing this rests on the
percussionist. He must be a magical master musician knowing
how to play many different instruments. He must know enough
about the drummer’s job to help him while at the same time
staying out of his way. He must know how to read and interpret
an existing part and also how to create one where none exists.
He also has to be familiar with all the other things every good
musician knows about; meter, style, form, melody, harmony,
and rhythm. Learning all this takes much time but before a
player even picks up a cowbell he must have some idea of what
to play and where to play it. That is not only his main problem,
it is his job.
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PLAYING WITH A BASS PLAYER
IN THE JAZZ IDIOM

Ly

by Ed Soph

The foundation of a good jazz rhythm section, be it in small
group or big band, is the rapport between the drummer and
bassist. Of course, the magic interplay of such drummers and
bassists as Jimmy Cobb and Paul Chambers, Jo Jones and Walter
Page, or Danny Richmond and Charles Mingus cannot be
reduced to mere words of analysis. But there are some guidelies
that might lead to the genesis of such a muscial relationship. As
in any other musical experience, both the eyes and the ears are
of the greatest importance.

Unity of Time Phrasing

There are as many interpretations of the basic jazz ride
pattern as there are drummers. Unfortunately, many of those
drummers can play only one. And if they happen to play with a
bassist who plays another there is no common ground on which
to build the time phrasing of the group and its soloists.

Here are the most common (but not the only) variations of
the ride pattern and, subsequently, fragmented patterns of those
common variations.

1. 4 n ,l ,n dotted-eighth, sixteenth *‘feel”
s 3 =

2. ) Fad AT triplet “feel”

3. 3 Y LY straight eighth “feel”

The jazz drummer should at least have these three at his
immediate disposal. He should practice them to the point that
when he hears a bassiest phrasing in one of them the drummer
can complement the bass line with the same phrasing without
even thinking. What the ears hear must be played instantan-
eously by the hands and feet. The ride pattern should reinforce
the bass line, not destroy it.

For example, if a bassist were playing a line like this:

%runtfuroeel

the drummer would play:

P Y

PRI

or a variation thereof, and not a dotted 8th-16th or straight 8th
pattern. An obvious point, for sure, but how obten it is
disregarded, especially by younger drummers who have cut their
jazz chops on the duple-note patterns of rock.

A word about ballad playing might be appropriate here. Very
often we will hear an inexperienced drummer phrase his ride
pattern like this when playing a slow

VL3

ballad. This is fine if the bassist is phrasing in a similar fashion,
or if a double-time transition is being implied. But in most cases,
a ballad bass line is composed of either straight-8th patterns or
triplet patterns. Naturally, the feel of the above example does
not fit with either straight-8th or triplet, and the overall mood
or feel of the ballad, its legato feel, is destroyed. It’s like a
beautiful woman with a distracting nerve tick! Again, it’s a
matter of using one’s ears, and being comfortable with all that
space between notes. The space is in time, too.

3o
ok
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Where the Beat Is Placed

We'’ve all, hopefully, heard the Basie band play a ballad, The
time seems to float because it is so “laid-back.” Yet, it never
“drags.” Woody Herman’s band has been characterized by an
“on top of it” rhythm section. Yet, it never “rushes.” The time
neither drags nor rushes because it is placed either behind or
ahead of the center of the best in a consistent faghion. And it is
the solidarity and empathy of the bass and drums which provide
the foundation of the band’s phrasing. We can diagram it like
this:

On Top

Middle doob—-do-- 4----
. [N i s G A

Behind

As in our example of time phrasing, the ears are of the
utmost importance. But, the eyes can help, too. The drummer
can watch the bassist’s fingers to see when he plucks the strings.
And he can watch the drummer, either his ride hand or his
hi-hat, to see where the drummer is putting the beat. In both
cases, the sooner the drummer, and bass player, get their heads
out of the charts the sooner communcation is apt to happen.

Some Closing Ideas

The jazz bass line is usually characterized by a legato line.
The notes flow together. They don’t thump along independently.
Rock bass lines are predominantly staccato in attack. The jazz
drummer should match this overall sound in his playing, too.
Basically, this means tuning his drums so that they have an open
sound and not the deadened thud of drums muffled for rock.

Dynamics and contrast are essential to good music be it jazz,
rock, or classical. Don’t drown-out the bass. His rhythmic role
is just as important as the drummer’s Plus, he provides the
harmonic foundation of the group. If a style of jazz is played
where the bass drum is played on every beat of the measure it
should be played so as to support the bass, not obilterate it.
Wheg played in this manner the bass drum should be felt, not
heard.

In summary, we can say that the drummer must be
flexible to phrase and play his time in a way which compliments
the musicality of the group. This flexibility is not
learned in books or articles like this, but through playing the
“feeling.”” The drummer must use both his eyes and ears to help
achieve a rapport with his fellows in the rhythm section. And if
these fail, talk it out. How many times has it happened that the
bass player wasn’t dragging after all, but that the drummer was
rushing,

In one word: LISTEN. Listen not only to what you are
doing. Listen to the masters who make it seem all 50 easy.

THE AUTHOR
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PIRACTICAL DIRUM SET STUDIE

By: Jim Piekarczyk
Community Professor of Applied Percussion Studies at
Governors State University, Park Forest South, lllinois

In the past issues of the Percussive Notes, my column has
focused on equipment set up, hi-hat and bass drum endurance,
melodic drum set studies and the practical way to creating drum
set solos,

In this issue, I would like to focus on coordination problems
utilizing all four appendages.

- Basic four piece notation -
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1. Play the left hand and bass drum notes slowly, counting in
eighth note triplets. (1 an ah 2 an ah 3 an ah 4 an ah)

2. Add the right hand (cymbal) on all quarter notes, after
step one has been achieved.

3. Play the hi-hat “with” the exercise on two and four (not
against it). i.e, don’t think of the hi-hat at the time
keeper, but as part of the overall sound.

4, Only when you have control of the last three steps, add
the ride rhythm to the exercises. i.e.
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Lets go one step further and coordinate the hands and feet
for soloing. The hi-hat will no longer play on two and four. Be
aware of your consistency in dynamics and tempo. Work for a
balanced sound with all four appendages.
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The coordination you have learned in the past exercises can
now be put to use in creating a four bar fill break or solo. Apply
dynamics, accents, and put to use your sticks, brushes, mallets,
at different tempos to form a consistent sound through all four
appendages.
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-CONCLUSION-

Longer solos can be worked out in a like wise manner. I
suggest that you listen to your favorite players on records and in
person, in order to absorb some of their ideas. Then as you
improve your own technique and ability, you will be able to
perfect your own style and even improve on the original
influence.

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. You might want to
pick up a copy of my book titled “Drum Set Exerciser”
published by Opus Music Publishers, Inc. of Chicago. The
material covered in this book will help you improve your
drumming from my own professional experience.

In the fall issue of Percussive Notes - my column will focus
on basic dance rhythms.



TERMS USED IN PERCUSSION

by Michael Rosen

In this column, readers are invited to ask me questions
concerning the names of instruments, various nomenclature,
playing techniques, etc., found in music of French, German,
Italian, Portugese or Spanish. I will do my best to answer your
questions and publish them in this column in addition to a
personal letter if so requested. Please write to: Michael Rosen,
Oberlin Conservatory, Oberlin, Ohio 44074.

Q. I plan to program’ Bizet’s L’Arlesienne Suite No. 2 soon, and
realize that the tambourin (tabor) in the Farandole is a
special regional drum. However, I have never seen one so I
don’t know what would be a proper substitute. - Larry C.
Jones, Mattawan, Michigan

A, This part has caused many problems. Bizet, of course, is
French and knew quite well this drum and the fol¥ melody it
accompanies. In the score, he wrote the proper word
“tambourin’. which every French percussionist knows is a
deep drum, However, when the music was published by a
German publishing company, the German copyist saw the
word “tambourin’® (which in German means tambourine)
and didn’t think there was a need to {ranslate it.into
anything else because to him it already meant tambourine.
German percussionsts and conductors who weren’t familiar
with the authentic nature of this melody, incorrectly used a
tambourine assuming that that was what Bizet specified. This
is why on some recordings of this piece a tambourine is used

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

THIRTY-TWO SOLOS FOR TIMPANI .......c0c0000...600
For 2, 3, 4 & 5 timpani
Advanced solo-etudes for the contemporary performer cover-
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CRESCENDO - for percussion ensemble - score and parts ...7.50
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ing 2 drumsets,

SUITE FORSOLO VIBRAPHONE ......c0000000000...3.50
A difficult four-mallet, twelve-tone composition in three
movements. An ideal recital piece.

FIFTY CONTEMPORARY SNARE DRUMETUDES ..... . 6.00
Advanced snare drum etudes, each with its own character,
expanding the rhythmic and technical problems of the contem-
porary performer — A must after you've been through the
other snare drum books1!

DUOFORTIMPANI ....c.0ciiiineerrennsceaneaas-a.-5.00
An integrated composition in three movements. Each per-
former uses three timpani. Both parts are equal in musical
importance and difficulty.

CONTROL OF THE DRUM SET-PHRASING FOR THE SOLO-

IST-In9sections-104PYS. cevavenceonsrasonsaonnsss.9.00
A unique method to develop control and musicianship at the
drum set.

ORDER DIRECT
Send check or money order
plus $.50 postage & handling
to:
Windsor Music Publications
P. O.Box 33
Windsor, Connecticut 06095
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instead of a drum. It probably should have been translated
into German as Ruhrtrommel ohne saiten; which is what it
most resembles.

The tambourin (see photograph) is a deep drum measuring
13% in diameter and 27%” deep. It has one single snare on
the top (yes—top) head and is played by a performer who
also plays a three holed recorder type instrument, called a
galoubet, simultaneously. The drum is hung over the left
wrist, the galoubet held in the left hand while the right hand
strikes the drum with a handsomely turned stick, directly on
the snares. The drum is beautifully carved with bas reliefs of
flowers out of beech. The rhythm is always very simple and
often has a sharp accent on the first beat of each measure.,
There are many drums of this type of all sizes to be found all
along the Mediterranean coast from Spain to Italy.....with
and without snares. The Basques have a drum of about 12”
in diameter by 14” inches deep that is played in exactly the
same manner,

When I was last in France I was fortunate enough to find a
man who is reputed to be the last of the Tambourin
Provencal makers. His name is Marius Fabre and is well into
his seventies. When I asked him to make a drum for me he
said I would have to wait my turn...about 11 months. After
telling him that I planned to take it back to the U.S. he
agreed to have one for me in three weeks, mentioning that
my drum would be the only one of its kind in America since
tl:il‘ae last one he made was destroyed after the 1939 World’s

air,

For your performance, I suggest using a very deep
tom-tom, preferably with a small diameter head. I recom-
mend calf-skin because my drum has a slunk head on both
sides. As far as the subject of snares is concerned; it seems to
have become convention to play the part without snares. It
gepends on how authentic you and/or the conductor want to

e,

Authentic tembourin provencal. Note detailed carving, the
turned stick and the galoubet which is played with the drum.
The single snare on the top of the top head is not visable
although the small leather strap which tightens it against the
head is visable above the ring which holds the carrying strap.
(From the collection of Michael Rosen).

Q. Several years ago while performing the Opera Boulevard
Solitude by Hans Henze, I came across the terms “rum-
baholz” and “rumbabirne.” What exactly are these instru-
ments; - Lawrence Fried, New Hyde Park, N.Y.

A, A rumbaholz is a pair of claves...rumba-wood. A rumbabirne
is a pair of maracas....rumba-pear. Both are German words.

Q. I will be playing Le Bal Masque by Poulenc in a few weeks
and have come across the following terms. Please tell me
what they mean. - Andre Whatley, Oberlin Conservatory

A. Tambour avec timbre - snare drum with snares; petit tambour
sans timbre - small snare drum w/o snares; tambour militaire
sans timbre-field drum w/o snares; Ces 3 instruments se
jousent avec des baguettes de cuir dures - these three
instruments are to be played with mallets with hard leather
heads; grosse caise - bass drum; paire de cymbales - pair of
crash cymbales; cymbale libre - suspended cymbal; cymbale
au singulier veut dire cymbale libre et au pluriel cymbales
frappees - the word cymbale in the singular means suspended
and in plural means crashed; fouet - slapstick; tambour de
basque - tambourine; sifflet a roulette - police whistle; boite
en bois - woodblock; contre le genou - play on the knee;
frappe avec les doigts - strike with the fingers; avec le pouce «
with the thumb.



CYMBAL VIBRATIONS

Leonard A, DiMuzio
Avedis Zildjian Company

THE ANATOMY OF A CYMBAL

As Manager of Sales and Selection for my company for over
seventeen years, I have worked very closely with many, many
drummers. During this time, it has come to my attention that
drummers do not always fully understand the anatomy of a
cymbal - the purpose of each particular section of a cymbal and
how that section affects the sound. Therefore, in order to help
drummers better understand the structure and nomenclature of
a cymbal, I would like to take this opportunity to explain, in
detail, the anatomy of a cymbal.

RINGING QUALITIES -
OVERTONE CONTROL

Big Cup....full sound...maxi-
mum overtones

Small Cup...tight sound...min-
imum overtones

BELL (QUP)
No Cup..little or no overtones
: TAPER PITCH
o Flat Taper...dark sound..low
; overtones

Medium Taper...medium pitch
...medium overtones

High Taper...ping qualities...
high overtones

STRIKING AREA
Bell...clean, cutting sound
Middle...riding area
Edge...crashing area

RESPONSE - SUSTAINING
QUALITIES

thin (light)...short sustain...fast
attack

thick (heavy)...long sustain...
slow response

VOLUME

small sizes...soft to medium
loud

large sizes...medium to loud

NOMENCLATURE OF A CYMBAL

After observing the anatomy of a cymbal, you can see that
each and every part of the cymbal plays an important role in
determining how the cymbal will perform. The pitch, response
and the duration of ring are contingent upon the weight, size,
shape and bell of each cymbal. Listed below are a few points to
keep in mind when selecting cymbals:

BELL (CUP SIZE): The larger the cup, the more ring and/or
overtones projected. The smaller the cup, the tighter the
sound and the fewer the overtones. No cup at all will
eliminate 90% of the ringing qualities and overtones. Most all
Crash Cymbals are designed with large cups so that they will
have a full body sound with a fast reaction. Ride Cymbals are
all constrcuted with various cup sizes. Light weight Ride
Cymbals with big cups can serve as Crash or Crash Ride
Cymbals and will produce a lot of ringing qualities. Ride
Cymbals that are used strictly for riding purposes can have
medium size cups, mini cups or virtually no cups at all.

BOW (TAPER): This area will determine the pitch of a cymbal.
Cymbals with a flat construction throughout the bow area
will sound low and dark in pitch while cymbals with a high
curvature will be much higher in pitch and will have more
ping qualities.

WEIGHT: The weight of a cymbal will determine the response
of the cymbal. Thin through medium thin eymbals will react
very quickly but will not have long sustaining qualities.
Heavy cymbals will be slow in reacting but will sustain longer
than thin through medium thin cymbals. The weight of a
cymbal also determines and is a relative factor in the pitch of
a cymbal - thin cymbals have a low to medium pitch,
medium cymbals have a medium to high pitch and heavy
cymbals have a high pitch.

SIZE: The size of a cymbal will determine the amount of
volume it will project. Small cymbals have a minimum amount
of projection while larger cymbals will reach a maximum
volume. The size of cymbal also determines and is a relative
factor in the response of cymbal. Small cymbals, unless they
are heavy in weight, will react very quickly and will aleo
decay very quickly, however, large cymbals need more
vibration to peak and, as a result, react very slowly.

In order for a drummer to determine what type of cymbal will
be best suited for his style of music, and before he sgelects and
purchases new cymbals, he should take into consideration the
above noted facts, as well as the following questions:

1. What will this cymbal be used for - riding, crashing,
crashing/riding, choke effect, mallet effect, special effect
and so forth.

2. What type of music is involved - rock, jazz/rock, jazz, big
band, funk, etc.

3. What size is the band (in relation to the size cymbals
used).

After all of this has been taken into consideration, a
drummer can intelligently determine exactly what type and size
cymbal he requires. Our company has unceasingly studied and
evaluated technical advancements in the formulation, processing
and fabrication of metals and have turned their attention to
satisfying the requirements of percussionists by producing a
wide range of sizes and weights - there is a cymbal to suit each
drummers personal taste and style.

DRUMCHARTS MAGAZINE

DRUMMERS — DRUMSET STUDENTS — DRUMSET
TEACHERS: SUBSCRIBE NOW TO DRUMCHARTS
MAGAZINE 1111

DrumcCharts Magazine is designed to take the drum set student
from the ‘*beat’ books to playing drums and reading along to the 45
r.p.m. records of recent selected top 40 songs, and songs that have
become ‘standards’ with most working commercial bands. The
charts cover most of the popular styles including rock, Jazz, country
and disco. There are 8 to 10 charts pr issued plus unique and prac-
tical exercises, and informative articles.

The following are the titles of the charts published in the 4 issues
in 1977, #1 — Livin' for the City; Don’t Fear the Reaper; Proud
Mary; Living’ Thing; Play That Funky Music; Rock ' N Me; LeRoy
Brown; Behind Closed Doors. #2 — Walk This Way; | Wish; l*ly Like
An Eagle; New Kid in Town; The First Cut is the Deepest; Maybe
I'm Amazed; Color My World; Southern Nights; Rock ‘N Rol!
Muslic. #3 — Rocky; The Fly; Hellacious Acres; Feelings; Jet Alr-
liner; I'm your Boogie Man; Luddenbach; Texas; You and Me; I'm
In You. #4 — Yesterday, Something; Cat Scratch Fever, Long Train
Running; Sweet Caroline; Listen _to the Music; Christine Sixteen,
Signed, Sealed, and Dellvered; Star Wars Theme/Cantina Band.

1  $10 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.)

O

[0 $3.50 for any one back issue ($4 outside of U.S.A.)
Send Check or M/O To:

$3 for current issue {($3.50 outside of U.S.A.)

DrumCharts Magazine
185 Mesa B1Ol
Costa Mesa, CA 92627 U.S.A.

Name

Address

City State

Zip | already have issues(s) #

NOTE: Please indicate which issues you already have and you will
be credited for those issues with future issues in 1979.
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THE MARIMBA BAR

by Linda Pimentel

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

Q:1 have difficulty in keeping my place in the music and in
playing accurately when reading bar percussion parts. What
can I do to improve this skill?

A:You need to develop a consistent procedure. This takes time
to do. You will probably spend several frustrating weeks
trying to break whatever poor habits you may have devel-
oped and learning to refrain from making extra motions. But
with perseverance most bar percussionists can develop secure
reading/muscular coordination habits.

At this time there are two common procedures for
checking bar positioning while keeping the notation in focus.
Some bar percussionists lower the stand to just above the
accidental bars, and, constantly keeping their eyes on the
music, use peripheral vision to check bar placement. Other
percussionists prefer to keep the music at a height that gives
the clearest ‘‘straight-forward’ view and the best contact
with the conductor’s beat in ensemble situations. They
maintain contact with bar placement by employing periph-
eral vision and by rolling the eyes down while keeping the
chin in a stationary “up’’ position, If the chin is not moved,
the eyes, when relaxed will return automatically to the same
spot in the score.

No matter which system you choose, keep it in constant
use and do not be concerned with the few resultant wrong
notes that occur. Learn to keep your chin steady and to fully
use your eye muscles. If you wear glasses, you may find that
you have better peripheral vision if you switch to wearing
contact lens.

Throughout all your sight-reading practice your most
important concern is to learn to listen to sound patterns and
pitch intervals. I sometimes momentarily place a large sheet
of paper under a student’s chin to block his peripheral vision.
If he begins stumbling badly, he knows he is not properly
using ear training. Occasionally a student, in an effort to
really consolidate ear training, will cover the practice
instrument with a light sheet of cloth while practicing.
Practice on a covered instrument reinforces ear training, and
demands exactness and patience.

In answering this question I have not discussed reading
large blocks of notes at one time and kinesthetic bar
percussion patterns, I believe that the answer to rapid reading
at a slightly more advance level lies within these two
interlocking areas, Thus the third question(s) is closely
related to this one. You will read better if you read a large
block of inter-related notes in one glance and then use
peripheral vision to check their placement. You will also read
better if you can simultaneously plan blocks of inter-related
body motions. As your whole body moves you must have a
developed awareness of where the music stand is placed in
relationship to where you stand now and will stand a few
seconds in the future,

Q: Where in the first movement of Kurka’s CONCERTO FOR
MARIMBA AND ORCHESTRA do you switch back and
forth from two to four mallets?

A:1 polled some of my students who have performed the work
and got a wide array of answers including employing four
mallets throughout the complete movement. I varied my
decision from day to day when performing the work,

-50-

QUESTIONS:
:I am finding much of Tanaka’s TWO MOVEMENTS FOR
MARIMBA to be difficult to maneuver. Can you make
suggestions?

Q: When I play Stout’s TWO MEXICAN DANCES, even though
I know the notes well, I sound “stilted” and lack the desired
flow. What am I doing wrong?

Q:In Stabile’s NIGHT SONG I simply cannot achieve con-
tinuity and good tone quality. How do I go about getting
around that piece?

ANSWERS:

Each of the above questions, and many others that you
readers ask, centers around the use of the body in performing
bar percussion works., Similar problems are involved in
multiple-percussion performance. Karen Ervin has a fine
article on this subject in the INSTRUMENTALIST (XXXII,
8 Mar, 1978) entitled “Percussion: Choreography in Multiple
Percussion Playing,” This article should be a must on the
reading lists of all percussionists, and particularly student
percussionists. Previously in this column (13, 2, Winter,
1975) I illustrated some patterns of phrasing flow and
continuity. After you have reviewed both of these articles,
you will be ready to dissect the examples given below.

The students who wrote the first two questions asked if
they could visit me for a lesson. In their lessons we
restructured those two works into a more playable format.
The following are a few fragments of our studies:

o

Ennph 1

Example 1, from Tanaka’s TWO MOVEMENTS FOR
MARIMBA, illustrates the motions involved in only a few
short measures of performance. It looks and is complex.
Most of you will not want to be bothered to figure out the
involved motions. But you can quickly note that the straight
lines represent momentary mallet placements and the curved
lines represent the flow of physical action. Because so much
NECESSARY action occurs in such a small space of time,
these rules need to be observed:

1. Avoid all unnecessary bodily motion.

2. Employ the amount of muscular tension necessary to
accomplish the task. Too much or too little tension
both result in a poorer quality performance. It may
take some experimenting to determine the appro-
priate degree of tension for the occasion.

Proportion the work out among the mallets so that
each covers all notes performed in an immediate area
(area duties).

Plan positioning and malleting so that complete mus-
ical ideas are accomplished in one flowing bodily
motion.

Employ a consistent stroke action within a moving
line. A vertical (- 1) stroke sounds quite different
from a horizontal (— ) stroke. Switching stroke types
and/or heights tends to break the continuity of the
line.

The area of the bar in which one chooses to strike a
given tone should reflect the perspective of that tone’s
placement within the complete setting. Tone quality as
well as dynamics can be employed to emphasize
musical dimension.

o



7. Abrupt and jagged bodily motions tend to produce
similar sounds. Smooth, flowing patterns need to be
developed unless the music calls for a more harsh
technique,

The common wrist stroke which is so important to
learn at the beginning stages of performance, may be
most inappropriate to consistently employ. The fore-
arm rotational stroke is more suitable in much of four
mallet performance. The action of the fingers, fore-
arms, and shoulders working together gain in impor-
tance as the action of the wrist is minimized or
modified.
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Example 2, from the first MEXICAN DANCE, shows the
interaction between the forearm rotational stroke and
movement of the arms and torso. All notes blocked together
can be manipulated primarily by forearm strokes. The arrows
indicate the differing types of motions required.

Example 3
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Example 3, from the second MEXICAN DANCE, shows
the placement of the torso and arms, each placement
representing a complete musical idea. In both instances the
feet must carry the body, first to the right and then to the
left, for a considerable distance. Throughout the first
measure the left hand maintains a constant position. The
right elbow swings slightly inward and outward to accomo-
date sharp/natural movement. In the second measure the
shoulders and arms remain fairly constant until the end of
the measure when the left hand must move back into
position for a repeat of the first process.

Example 4

e
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Example 4, from Stabile’s NIGHT SONG, illustrates how
revamping malleting into a juxtaposition, upper/lower bar
format will insure a more smooth performance. Experiment
with the given sticking, and modify it to suit your demands.
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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

PERCUSSION
ANTHOLOGY

The new Percussion An-
thology contains a wealth
of information published in
31 years of articles in The
Instrumentalist. Percus-
sionists, teachers, students,
band and orchestra direc-
tors will find this compre-
hensive volume an invalu-
able source of information
and ideas. Timeless articles

The Instrumentalist Co., 1418 Lake St., Evanston. lll. b024
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FIX IT — BUILD IT CORNER
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Compiled & Edited by
Dennis Lester

REMOVING RATTLES IN THE BASS DRUM
by Norman Weinberg

The bass drum, being the lowest of the membrane percussion
instruments is most subject to rattles and buzzes that interfere
with the resonance of the drum. Removing rattles from the
instrument isn’t difficult and in a few hours an ill-sounding
drum can be turned into a deep resonant drum.

First remove both heads and all hardware including tension
casings from the shell (making sure not to lose any of the screws
or washers), Now that you have a bare wood shell, take very
fine steel wool or sandpaper and go over the rim of the shell.
There should be no rough edges that could damage the head,
Next clean the interior and exterior of the shell with any sort of
household wood cleaner that is not abrasive and will not leave a
heavy residue. Also clean the counterhoops and remove any dirt
from around the flesh hoop. Next you can wax the rim of the
shell with any brand of paste wax to prevent sticking of the
head during tensioning. The purpose of this is to make a smooth
surface so that the head glides over the shell and resists dust.

It is a good idea, now that the tension casings are off the
drum to clean out the goop and grime that has built up inside
them over the years. This can be done with a cotton swab and a
cleansing agent. Also clean the tension rods so that the threads
are free from any material that might prevent them from
turning easily (any bent rods should be replaced at this time as
they will not keep consistant tension on the head),

Next, all metal parts should be protected from touching
other parts which might cause a rattle., A good place to begin is
with the small springs inside the tension casings. Insulate the
spring from the side-walls by wrapping it with a small piece of
moleskin, Then place a small moleskin template of the tension
casing between the casing and the exterior of the shell, Finish
off this insulation with washers of moleskin between the casing
mounting screws and the interior of the shell, It might be added
here that other materials can be used in place of moleskin, Thin
felt or leather or any other like-material would serve the same
purpose. When remounting the tension casings, be sure to attach
them securely.

The tension screw claw hooks that mount on the counter-
hoop should be Iubricated where they will come in contact with
the tension rods. A good lubricant to use is petroleum jelly as it
will not collect dust as fast as oil or grease and can be easily
removed when the drum needs to be cleaned again. You can also
use moleskin to insulate the claw where it comes in contact with
the counterhoop. When inserting the tension rods into their
casings, put a small dab of petroleum jelly on the threaded tip
of the lug. Do not cover all the threads as this will become
sloppy to work with (the lubricant will work it’s way up the
threads as the head is tightened),

Which ever method is used to suspend the bass drum: ring
stand, folding stand, box type, or whatever, you should also
make certain that it too will not rattle. You can do this by
following the same principles as used on the drum...insulating
between touching parts and lubrication of moving parts.

The Author

Norman Weinberg is presently working at Indiana University
as a Percussion Technician dealing with inventory control and
repair and maintenance of percussion instruments. He is also
now playing timpani and acting as principle percussionist with
the Evansville Philharmonic Orchestra in Evansville, Indiana.

(Ed. Note....We do not intend to “plug” this particular drum

MAINTENANCE OF
WOOD BAR MALLET INSTRUMENTS

The bars of xylophones and marimbas, being constructed of
wood, undergo structural changes as a result of alterations in
atmospheric conditions and natural aging processes.

Higher temperatures and humidity cause a drop in pitch,
while lower temperaturs and humidity cause a rise in pitch, This
changing occurs day to day, hour to hour, even in temperature
controlled buildings. The finish applied to bars slows this
process down but does not stop it.

Natural aging also causes constant structural changes in the
wood. Honduras rosewood, from which most xylophones and
marimbas are made, is kiln dried to 7% moisture content, thus
speeding up the natural drying process and causing unresolved
tensions in the lumber. To relieve these tensions, the wood
should be air dried over a period of years until the lumber
reaches, BY NATURAL PROCESS, its Equilibrium Moisture
Content. The longer the lumber is aged, the more stable it
becomes and the longer it will hold its pitch.

Older instruments generally hold their pitch. On the other
hand, newer instruments, often made from younger trees and
suffering from lack of natural aging, are more vulnerable to
atmospheric changes and do not hold their pitch as well. A new
instrument (well in tune when it left the factory) might be
grossly out of tune within six months.

Proper care of any marimba or xylophone involves keeping
the instrument in tune—both the fundamentals and the har-
monics. Many old instruments have suffered from neglect so
long that it is not possible to bring the harmonics to pitch
without altering the tonal quality of the bars.

If one can easily hear the “out of tune-ness,” the instrument
should have been tuned long ago. What isn’t noticed at first is
the intonation of the harmonics, which may be tested by
placing a finger in the center of the bar and striking the node
(over the cord) with a mallet. On a marimba, this harmonic
should be two ootaves above the fundamental; on a xylophone,
a 12th higher. (A stroboConn will give a more accurate reading.)

Mallet percussion instruments are delicate and should receive
the same care as a fine violin or piano. Don’t neglect them,

Information supplied by: Fall Creek Marimbas, 429 Sheldon
Rd., Freeville, N.Y. 13068.

Question:
Dear Editor,

In the summer Percussive Notes there was something about
antique drums. I have an antique marching (military, side drum)
snare and it is in need of repair. Could you send me some
information about where I could get custom made raw-hyde
heads and cords. Also would it be safe to take sand paper and
rub the rough (slightly splintered) edges. Is there anything the
snare cords could be replaced with in case I can’t get any?
Thanks for your cooperation,

Sincerely,
Pam Carter

Answer:
Dear Pam:

We hope we can assist you and others in repairing and finding
replacement parts for antique rope tension field drums.

In answer to one of your questions...it would be alright for
you to sand the rough edges of the shell and hoops as long as
you don’t increase the amount of splintering. I would recom-
mend a very light sandpaper for this task.

If you feel the restoration of your drum should be handled
by experts then there is at least one company that can do this
for you. It’s name and address is as follows: Eames Drum
Company, 6 Drummer Lane, Wakefield, Mass. 01880, Tele-
phone 617-245-8759.

These people can also supply you with the calfskin heads and
cords you need. They have a wide variety of replacement parts
on hand including strainers, gut snares, flesh hoops and counter
hoops (plain, undrilled or drilled and finished). They also have
accessories such as slings, calfskin head protectors, mufflers for
snare or bass drums, rosewood 3-s drum sticks and practice
pads.

We hope we have answered your questions and that you can

company, but it is the only one of its kind that we’re aware of, —> successfully repair and restore your drum.

If there are more of you out there please let us know. As you
can see, people ARE looking for you.)

Keep on Drummin’
Denny Lester



ON MAKING INSTRUMENTS
AND MALLETS

by Cynthia E. Soames

Some percussion equipment can be made for less than it can
be purchased. Other percussion equipment is of such superb
quality that it cannot be duplicated. The following information
is a sample of instrument and mallet possibilities to make.

Triangle holders can be made of wood, a wood spring-type
clothes pin, or metal spring clamp. A simple wood holder can be
made by cutting a wood block in triangle shape and drilling a
hole in the center for the triangle suspension cord (Fig. 1).
Spring-type clothes pins or metal clamps should have two holes
drilled from inside'the pin or clamp. For security all triangle
holders should have two or three strands of suspension cord
(braided nylon fishing line). If one suspension cord breaks, the
triangle is still held by one or two strands.

Wind chimes can be made by drilling shells, ‘metal, glass,
bamboo, ete., tying the pieces on clear nylon fishing line, and
suspending the line from a dowel.

.An earlier “Fix It-Build It” column in PERCUSSIVE NOTES
(Volume 14, No. 2, Winter 1976) featured an article by Dennis
Lester on the art of making a gong or tam-tam stand using half
inch steel pipe, elbows, t’s, flanges, etc. The instructions in this
article were very good and variations of this type of stand can
be made to hold brake drums or a gooseneck cymbal stand (Fig.
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(Fig. 1 - Triangle holder) (Fig. 2 - Gooseneck cymbal stand)

Make sandpaper blocks from wood one or two inches thick,
cut eight inches square. Handles can be cut of wood and
attached to the blocks (Fig, 3) or screen door handles can be
used. Tack sandpaper of fine, medium, or rough texture to the
blocks.

Slapsticks can be made with two pieces of plywood or board.
Connect the pieces with a hinge and attach screen door handles
to the outside of each board.

Glass casters of the type for protecting carpet from furniture,
etc. can be giued on small wood blocks and put under legs of
instruments to raise them to a comfortable height for tall
students.

Log drums, temple blocks, etc. can also be made. It is best to
play and measure these instruments first and make a logical
copy of them. Make a sounding or resonating box first. To make
log drums, for example, cut four pieces of wood the same length
and width (Fig. 4). Cut two end pieces and fit them INTO the
ends created by the four sides (Fig. 5). Use a jigsaw to cut the
“H” pattern in the top board of the log drum (Fig. 6). Shellac
the inside of the boards, put the pieces together with screws,
and shellac the outside of the log drum. The size of the box and
pattern cut in the top board determine the sound.
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(Fig. 4 - Log drum sides)

(Fig. 8 - Sandpaper blocks)
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Fig. 5 - Log drum ends) (Fig. 6 - Top of log drum)

Board and machine castanets can be made, but are rarely of
the quality of professionally made board or machine castanets,
A putty knife can be used as a castanet “board”. Temper the
steel, cut to a short length, and drill two holes to fit the holes in
the clappers to be mounted, Attach the clappers with thin
eleastic or braided nylon fishing line. A handle can be made by
cutting two wood dowels eight or ten inches long. Split or cut
the dowels from one end about one and a half inches, and insert
a piece of thin pegboard of the type used to cover the back of a
radio, Glue this pegboard (Fig. 7) and shellac the entire ‘“board”
and handle, Attach the clappers to the “board’ with thin
elastic,

Machine castanets can be mounted on a wood base. Small
wood blocks should be glued to and attached by screws to the
front of the base (Fig. 8). Attach a wood dowel across and to
the wood blocks as in Figure 9. Loosely.

K_.

(Fig. 7 - Castanet board) (Fig. 8 - Machine castanets, step 1)
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(Fig. 9 - Machine castanets, step 2) (Fig. 10 - Finished castanets)

Attach the clappers to this dowel loosely with nails. Put the
screw eyes in the back of the wood base and attach a spring to
the eyes with nylon fishing line. Attach the spring to the
castanets by nylon fishing line (Fig. 10), Moleskin can be used
to pad or insulate blocks, wood base, or clappers for a better
sound, This basic model ean be adjusted to fit materials and
clappers available,

Rubber and yarn mallets can be constructed. Rattan can be
purchased from companies that sell rattan, bamboo, reed, cane,
etc., and various grades of rubber, wood, superballs, brass balls,
ete. can be attached to the shafts, The sound of wrapped or
wound mallets depends on the core material, type of yarn or
cord used to wind the mallet, and the style and amount of
wrapping. Mallets wrapped with natural fibres wear out more
quickly than mallets wrapped with synthetic yarn or cord. Most
cords and yarns are available from fabric departments of stores
and linen cords are available from craft shops that carry
needlecraft items, Begin wrapping the mallet head by winding
the yarn or cord around the center of the ball. Count and
remember the number of turns around this center. Hold the
yarn at the center, turn the mallet and begin to wrap up, over,
and under the mallet head (Fig. 11). Do not try to make a
smooth design or add threads “in a row’’. Turn the mallet
constantly while winding and cover the mallet head with yarn.
It is helpful to compare the mallet with a commercially wound
mallet, Pull the thread firmly and pin the yarn at the top of the
mallet. Repeat this process with a second maliet and match the
sounds of the pair of mallets, If the mallets are top heavy, too
much yarn was used in winding. Thread a needle and sew over
and under the yarn pinned at the top of each mallet. Use a
circular stitch pattern and yarn of a different color to tie off the
mallet one-third from the top of the head and one-third from
the bottom (Fig. 12). Bring the thread out the mallet ball near
the shaft, tie off, and trim. The mallet sound can be slightly
varied by using adhesive moleskin or sponge placed around the
ball center before winding, more or less yarn, tighter or looser
winding,

An excellent substitute for a guiro stick is an afro comb or
angel food cake cutter (available from a gourmet shop). These
“serappers’ produce excellent mezzo-forte to fortissimo sound.
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(Fig. 11 - Wrapping) (Fig. 12 - Circular stitch to tie off mallet)

Triangle beaters can be constructed. Purchase steel rods of
several diameters in three or four foot lengths, cut the rods in
approximate size, and smooth off the edges. Old bass drum
tension rods and large nails can also be used. Rubber or plastic
tubing in sizes to fit the diameter of the beaters is available from
any hardware store and will serve as a beater handle, if needed.
Additional beaters of aluminum, brass, etc. can be constructed.

IMustrations for making a bass drum mallet appeared in the
Winter 1976 issue of PERCUSSIVE NOTES, Volume 14, No. 2,
in an article written by Michael W, Udow, Handles for bass
drum and timpani mallets can be made of bamboo, aluminum,
or wood. Various lengths of bamboo can be ordered from craft
shops or bamboo supply companies, The core of bass drum and
timpani mallets can be cork, wood, balsa wood, or masking tape
wound tightly around the shaft until a core of proper size is
reached. To cover timpani or bass drum mallets, first measure
the core (Fig. 13). Determine if the mallet is to have a seam or is
to be a seamless balltype covering. If surgical felt is to be used,
separate the felt and use the smooth side next to the mallet core
(fuzzy side out). Felt with a smooth, firm backing must be used
or the covering will stretch, If the new material is thick, cut the
piece larger than the ballmeasures. For a ball-type pattern, use a
compass and draw a circular pattern, stretch the felt and cut.
Cut a rectangular piece for a seamed covering.

If the mallet has a seam, sew the seam on the wrong side
(smooth side) that will be next to the core (Fig. 14). Dental
floss, button and upholstery thread, or nylon thread can be used
to sew the mallet covering. Turn the covering right or fuzzy side
out, and place it on the head of the stick. If the mallet has a felt
core, glue this initial covering to the core. Adhesive moleskin
can be used to cover a wood core, Sew the second layer into the
felt at the upper and lower ends (Fig. 15). If the mallet is not a
legato stick, gather the felt at the upper edge, and draw it snugly
around the top of the mallet (Fig. 16).
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(Fig. 18 - Measure core) (Fig. 14 - Seam) (Fig. 15 - Cartwheel)
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(Fig. 16 - Sewing felt) (Fig. 17 - Notching felt)

Tie off the thread and trim, Gather the thread at the lower edge
of the felt, draw the felt tightly around the shaft, tie off this
lower thread, and trim, If the felt is drawn too tight, the mallet
will sound too staccato. If the felt is too loose, remove the
thread from the bottom of the felt covering, trim, and restitch,
Mark seams with a felt-tip pen.

The ball-type covering is more difficult. After preparing the
felt, cut the pattern, and notch the edge around the circle (Fig.
17). Notching or cutting away some of the felt allows the circle
to fit snugly. Gather the edges of the felt with thread and pull
down over the mallet head. Center the felt on the mallet head,
tie off and trim, No inside part of the mallet should be seen. If
the felt is bulky and does not pull down over the mallet head
smoothly, the circle is too large and the felt or material must be
cut smaller, stretched, and restitched.

DRUMMERS-PERCUSSIONISTS-
TEACHERS-INSTITUTIONS

Are you getting:

SELECTION, every advertised percussion pro-
duct.

QUALITY, products guaranteed against man-
ufacturer’s defects from our pre-

delivery inspection.

SERVICE, from the country’s largest recon-
ditioning shop and parts inven-
tory.

DISCOUNTS, graduated volume discount
schedule.

You are if you are dealing with

080MS

107 Noble
Pittsburgh, Pa., 15205
(412) 922-1086

Write for outstanding specials and mail-order discount
package.
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CLARION (Pa.) STATE COLLEGE PERCUSSION ENSEMBLE
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BOISE STATE UNIVERSITY PERCUSSION ENSEMBLE (Boisze,
Idaho) Dr. John Baldwin, Director




Programs

PROGRAMS compiled by
WILBER T. ENGLAND
Indiana University, Bloomington, Indiana

ATTENTION - ONLY PROGRAMS THAT GIVE
PUBLISHER INFORMATION ARE PRINTED IN
PERCUSSIVE NOTES. Always write this information in
on your programs before sending them. By doing so it will
make the Programs listing much more valuable as a

for locating and ordering literature by all of our

readers,

Al MA

University of South Alabama

Percuseion Recital 11-30-77
John J. Papastefan,Instructor

Selections from Themes and Var-
fations On Japanese Chudren'a
Songs - Earl Hatch (Ha

Pantasy Scherzo - Fred wnuu
Noak (Music Por Percussion)

Seascape - Earl Hatch (Hatch)

Concertino =~ George Frock
(Southern)

Le Sentier de 1a Riviere - Harry
Marvin, Jr, (Berklee Press)
Two "'ontsmporary Scenes ~ Stanley

Leonard (Leonard)

Percussion Music - Pichael
Colprass (Fusic For Percussion)

Sixty-Five Years Prom Tomorrow =
Shelly Elias (Opus Music)

Alabama State University

ASU Percuu!on and ratrisba
Ensexble 12-5-77
Van Tony Free,Director

Maple Leaf Rag - Van Tony Free,
arr. (Kanuscript)
Erahms Pamous Waltz - f‘lnh- Onar
Musser (Foster Music Publ.)
March of the Eagles - Mteheu
Peters {KSX)
Easy - Van Tony Free,arr,
(Manuseript,
Boufca - 5,F, Handel,boore
P
Minor ﬂme = Bob Tilles
( ayson Paorcussion Prod,)
To Ne& « Johnny Lane
(Manuscrlp )
Ashy Africa - Van Tony Free,
arr, (Fanuseript)

ARKANSAS

Arkansas State University

Parcussion Ensemdle 11-15-77
Dr. Jared Spears,Conductor

ZConcerto Grosso Ope 3, No. 6 -
vivaldi/England (Pro Art)
Adng o - Corell}/Fink (Studio 4}
Spani t&dlihnce - Granados/Pink
S o
Entertainer Rag - Joplln {Permus)
Two Prucos For Percussion
emble ~ Jared Spears
(c.x.. Barnhouse)
Introduction and Allegro - Jack
McKenzie (Music for Percussion)
Three Moods For Percussion -~
Shelton Alsup (Manuscript)

ASU Percussion Ensemble
Sherri Sandow,Conductor

The Swords of Loda«Ling - Gordon
Peters (G. Peters Pubdl.)

CSALTFORNIA
University of Southern California

USC Percussion Ensemble 3-3-79
Ken ¥Yatson,Conductor

~

Overture for Percussion Enseable -~
John Beck {Kendor)

Six Reflections for Percussion
Qua tot = Marcel G
(Boosey & }hwku)

Undomos ng for Xarimba Quartet -

Xail Richards (Underdog Publ,)

Octet for Keyboard Percussion -

Kenneth Il. Snosck (NFP )

ough for
Qulntot - Thom G&ugar

(Southern)
Three Brarillan Kinlature:
Osvaldo Lacerda (Schott & Sons)
Ceremonlal Op, 10} for Percussion
Enssmble and Piano - Paul
Creston (G. Schirmer)

Percussion Recital 11-11-
William Kraft,Composer 77

Suite for Percussion Qua;
{3elwin-t §11g) Quartet

Encounters Vi Homage to Scriabin
for ?eno and Percussion (Jos,

Boonin

Encounter VI: Concertino for Roto
Toms and Percussion Quartet
(Jos, Boonin

Des Imagistes for Percussion Sextet
and Two Readers (Jos. 3oonin)

California State University

CSUF Percussion Ensemble 12.5-77
Sandy Schaffer,Director

Early American Drummlng - George
Bruce & Daniel Emmet
(Traditional)

Toccata for Percussion Instruments
Carlos havez (Nills)

A 1z Nanigo - Fichael Peters
(xs¥)

Languisce al Pin (Marhbl)
Don Carlo Gesuald
(Fanuscriot)
Rendsburger Tanze (Marimba) -
Hans Poser (lanuscript)
Three Pieces for Percussion
Quartet - Warren Benson
(G Schirmer)
Rom&lngcherzmdo - James Dotson

Encore in Jazz - Vic Firth
(C. Pisher)

FLORTDA

Brevard Community College

The Wind Ensemble 11-17-77
Karel Husa,Conductor

Zoncerts for Percussion and
Wind Ensemdle - Karel
Husa (ANP Publ,)

University o® South Florida
Percussion Recital 12.12-77

Sonata in A {.inor - J.3. 3ach
(Petarc)

Etude in 3 tlajor - 2,0, husser
(Studio %)

Vusic Duets for Percussion -
ReMo teZormick (Schirmer)

A Sineinye Som~ - Gary Burton
{Creative)

Gesture for Sulo Percussion -
Lichael Combs (Cole)

Sonatina - X, lementi (Rothman)

Sonata IIT ~ G.7, Handel
(Schirmer)

Homare to Varry Parteh - Rk,
#cCormi~k (Kendor)

Sonata for Unaccompanied Plute =
F.5. Bact (3outhern)

The Percusiion Ensenmble 11-20.77
3teve Zrows,Zondactor

“anon in O - Johann Pacheliel,
3tave Erowm,arr. (Fanu,

Rabert “ansbroush,Conductor
Allegretto from Seventh Srmphronyy =
Beatrovan, Robt, Hangsbrough,

arr, (Fanugeript)
Trintycb - Anthony Tirons (Zirone)
kixtus - Patrick Houlihan (Lanu.)
Three Songs on Three Teton Sioux
Poens - #illiam Penn (Seesaw)
Ionization - Edrard Varese (banu.)

IDAYD

Boise 3State University

PerzusSion Ensemble 10-3C-77
br. John 3aldwin,Director

Overture for Percussion Encembdle
Beck (Keador)

Rondo nchernndo = Dorzon (Soutk,)

Zale « Blimer (¥endox)

lioj:}ga::d Popsoeaton BEn >~
Bre T T dn,direatn-

A2 rT1 W Jarlesd  (Unoud, )

Suite o Dances = Ame (Topub.)

Zuite, from Divertimento, Ov, &2 -
Persichett? (Unoubd,)

Greew Hill - Frazear (Kerdor)

501liwog's Jakewalk - Debusc
(David Vincent)

Three 3lind Kice - J, Baldwin
{dnpub, }

ZOLORADC
Western State College

Parcussion Ensemble 12-8-77
Allen Brown,Director

Etudes for Vibraphone #25 & 27 -
D, Friedman (Berklee)

The'_.!oumcy = Duckworth (M.M.
Cole

Finale from "Plaisanterie™ -
Pink (Otto Wrede)

Partita No. 1 in B Minor - J.S,
Bach (Fischer)

Table Dance - Halim El-Dabh
(C.F. Peters)

Leas Demons s'amusent - Rebikov,
Hunter,arr, (Menu.)

Percussion hst-bl. 11-2-77
Allen Brown,Directo

Tho-;land Variations « Kraft
Sextet for Violin and Pcn):uslion -
ers

Hovhaness (C.F. Pet:
Pulss - Cowall (MFP)

-55.

Ceremonies of 0ld Men - Lauer
Anya - Priedman/Brown (¥anu.)

Faculty Recital 1-18-78
Allen Brown,Percussion

Etudes for Marimba - Stout

(Manu, )
A Singing Song - Burton (cuativo)
Mutables - Gonzalez (Kendor)
Concertino - Lang (Editio Musica
Budapest)
Joy Spring = C. Brown (¥anu,)
Song Por Ky Pather - Silver (Manu,)
itha - Cores (Manu.)

Percussion Ensemble 11-11-77

Cade - Bolinger (Kendor)

Shakes, Rattles, and Rolls -
J.C. Combs {Unpubd,

Kotrab - R, Kvistad (.M. Cole)

Rondo Scherzande - Dotson
(Southern)

Ostinato Pianissimo - Cowell
(New Music Editions)

Overture for Percussion
Engsemble - J, Beck (Kendor)

L'mstoire)du Soldat - 3travinsky

nus

Goncert Class 9-23-77

Sonata for larimba and Piano -
Tanner (M., Cole )

Bossa Nova = W.J. Schinstine
{Kendor

Rock Trap - W.J. Schinstine
{Kendor)

ILLTIOTS
Il1linois State University

1allet Engsemble, <ontemporary
Percussion Ensemble 11-29.77
Roger R. Paulmann,fonductor

Three Dithramboi - Robt, Shechtman
{Paul Price Publ,}
Four ‘\loctumas ~ Arnold Franchettl

mtsrtainer Raz - Joplin/fiicore
(Pernus)

Greensleves = Gordon Peters
Frank's Dr, Shop)

Faithful Shepherd Suite = G.F.
Handel (Soosey & Hawkes)

Dance of the fandy Fairy - Earle
Hatch (Hatch)

Christmas Fedley -~ Earle Hatch
(Hatch)

Percussion Ensemble 10-12-77
Roger Faulmann,Conductor

Lkusic for Percussion - P. Phillips

AY]
chdino for Eight ‘!And Clappars -
rren Benson (Ma
f‘olloqu,[ -~ Paul Stag (M. e Cole)
Quintet in Five - Truman Shoaff
(kusic for Percussion)
FPercussion for Five Players - Wm,
¥ickelson (iiFP)
3hima - Alain Louvien (Le Duc)

Junior Recital 11-10-77
Walter Parks,Jr., Percussion

Dance of Black-Haired lountain
rm - Alan Houhaness (Peters)
Illeplble Canons - Wm, Berysma

Galaxy)
Sort = Chuck iangione (Gates)
Forever and Sunsmell - John Cage
(Peters)
Concertino for Karimba - Paul
Creston (Schirmer)

Graduata Recital 7-26-77
e Parge,Per

Pour Pieces for Tympani - John
Bergamo {}.FP

Diversions for Iwo (Other than sex)
Donald Erb (Erb)

Liaisons - Roman Haubenstock-
Ramati (Bounan

Playphony Op. 56 - George Heus-
senstamm (Manu,

The King of Denmark - Morton
Feldman (Peters)

East 1; us .

Eastern Percussion Ensemblse
2-28-78
Johnny Lane,Director

Nightwalk - Gordon Prenevost
(Kanuscript)

Johnny Lene,Percussion 2-7.78
The Soldier's Tale - Stravinsky
{Kalmus)

Sabre Dence for Percussion and
Ensemble - Moore,arr. (Permus)

Qctet for Keyboard Percussion -

x.v. Snosck )

Bouree - Handel (Parmus)

Allegro Movément fro- w__g%gg_
Music - Handel, J. oore,
arr, (Fermus)

Concerto Grosso Op, 3, No, 6 =
Yivaldi, W, England,arr,
(Pro Art)

Two Pictures for Percussion -
James H. Sutcliffe (MFP)

Sextet for Percussion - Zita

Pearcussion = Jack Jemny
Permus
October Kountain - Hovhaness
ters

Symphony for Percussion - Gen
Parchman (Elkan-Yosel)

African Welcoms Plece tor
Percussion and Choru:
Michael Udow (Unlv.*of lﬂul)

Percussion Ensemble 12-1-77
Yeronica Alisa Simmonds,Soloist

"Barely Time to Study Jesus®
Poen by Robt, Chute - John
Price {Manuscript)

Traveling Music 11-17-77
Kichael & Nancy Udow,Dirsctors

Traveling Music - Kowalski
(Manuscript)

Stalks and Trees and Drops and
Clouds ~ H, Brun (Smith)

Pimbrack ~ M, Udow (Manu,)

BCck.nlhlck trajectories - Rolf

Manu, )

6x6 Scmning - Watts & Udow
(Manuscript)

Duet - M. & N. Udow (ACA)

Housekeeping Dance for hbh,
Chalrs, and Geranium - M, &
N. Udow (ACA)

Figures ~ K, & N. Udow (ACA)

Junior Composition Recital
11-8<77

Pive Variations on a Tone Row =
Brisn Brooks (Manuscript)

Indecislion - Richard AmRhein
{Manuscript)

Concerto COlpotnlon 11.7-77
William Bryant,Marimba

Concertino for Marimba and Piano
Op. 21 ~ Creston {Schirmer)

Percussion Performance Class
11~11.77

Two Unaccompanied Sn
30lo8 = colsrul (Schlmr)
Andante for lurhbq = Tanner
(Music for Percussion)
French Suite = Wm, Xraft (WJK)
Concertine for Tympani and Planc =
Jo McKenzie (M
Xtude in C Major Op, 6, No, 10 =
Clair 0. Musser (Studlo l&)
Concert Plece for Drumset - Mark
Yessel (Manuscript)
Sonata-Allegro for Marimba and
Plano - Pntu-l (Peters)
Tormado for 0 Snare Drum - K,
Markovich (crntivo)

Percussion Parformance Class
12-9-27

Etude in X Major Op, 6, N
so c%:l;- o.sztgls;;.(st\;dio '6?
na: or 0 = Geor
Kardinly (FPP) pen e
tl On Suvos = . Goldenberg

COncsrtE‘so for Vibraphone ~ Fink

+RoWo

Etude for Hnbmuphoml - W,
Schinstine (Creative)

to Harry Partch - Robt,
McCormick (Xendor)

Scherzo a Due - Kraft (WIN)
nary - Roy Bums, Sandy
hldst-in {Belwirl)

524 Main Street - A, Abe
(Ludwig)

Percussion Performance Class
12-7-77

March for Two Pairs of Kettls
drums - Andre & Jacques Phuldor
(MeGinnis & Narx)

Invention No. 1 in C ~ J.3, Bach

Sui to for Xy;ophon. and Orch, -
D Carey (Galaxy)

Percussion Performance Claws
2-3-78

Etude No, 1 for Your Typani -
Pirth (Pischer)
Stamina for Solo Snare Drum -
Markovich (Creative)
Etude No, 24 for Vibraphons =
D. Pr cdn.n (Bu-k).n

rgc Parade ~ J.S.

Pratt Belwin)

Stnenne f;r Ty- i - G,
.

Deep luvu' - Lindn Pimentel &
James L., Moore,arr.
(Permus)

Pive Words for Solo Percussion =
Warren Johnson (Southern)

Joliet Jynior College

JeJsCe Parcussion Ensemble
11~32.77

Jeffrey Dire,Conductor

Toccata for Percussion - Carlos
Ch.v': (Killl)

Warren Benson (MCA)
Encore In Jazi = Hrth Pischer)
San)thtim 3 Fisher Tull (Noosey &

verture to Iphegenia In Aul.h -
Gluck,Mink,arr, (St &)
36 He a.g’ = Jake Jorger (sunyx\-

2an
The Hustle - McKoy,Sheldon Eliss,
arr. (Kenuseript)

INDIAN
Ingisna State University

Psrcussion Ensemble 12-2-77
Neal Fluegel,Conductor



Septet No, 2 - D, Grifﬂn (HaMar)

Pugue - P, FPlani (Accura)

Pulse - M, Cowell (Hl'?

Kau Mau Suite - T, Davis (Creative)

Percussion for Five Players - ¥Wm,
Mickelson (MFP)

Stones of Years - Emerson, Lake, &
Palmer (Manuscript)

Concerto for Percussion - M.A.

4% BP mBramorﬁ‘m Spivack

o) vac

p(ng ngcussion ?

Senlor Recital 11~3-77
George Jacabson,Percussion

Dialogues for Yiolib and Percus=-
sion - John Deberadinis
{Seesaw)

Variations for Solt;P l;ettledr:ums -

Jan ans (M

Two Etudes for Marimba,Etude #4 -
Gordon Stout (Paul Price Publ..)
Xtude in C Major - Clair O
Mussger (Studio &)

™o Sketchss for Flute and Vibes -

radinis (Seesaw

R.D H. - R. Gipson (Southern)

a Box This Big" (A multi-
modh. composition for percuse
sion quintet & tape with movie)
Greg Hurst & George Jacovson
(Manu, All rights reserved by
Crab Nebula Prod.)

ISU Percussion Ensemble 10-18-77
Neal Fluegel,Conductor

Cersmonial - P, Creston (Schirmer)
Concertino for Marimba - P, Treston
(Schirmer)

Indiana University

Junior Recital 1-13-78
Judy Moonert,Percussion

Primo -~ A, Cagpio (crntiva)

Concerta No. ory S,
1042 « J’.S. Bnch (Peters)

cum(:e:ftino - Thomas B. Pitfield

Plece Petite -~ Homynk (¥anu. )
Henry's Mambo - Dick Hyman
{Manuscript)

Graduste Recital 1-16-78
Billy Traylor,Percussion

Drum Piles - Emil Sho 110 (Brooks)
Suite No.2 in D lliinor, S, 1008 -
J.S. Bach (Lantern
Corrente II ~ Wm, Kraft (Adler)
'Slorglgcin - l'}n{rlns i::re (Tonos)
ed Papper - Henry fe
(whitaark)

Graduate Recital 1-11-78
David Kartin,Percussion

Insplnt].ons d]).nbonque - Rick
Ts,

Taga o
Sonlta .ln A Major Op. 47 -
ethovan (nmctkopt-)hnel)
.31 y:t Pleces for Four Tympani =~
Elliott Carter (Schirmer)
Te Strenuous Life - Joplin
(Dovar)

Graduate ecital 1-12-78
Ray Richard Dimond,Psrcussion

Concerto Op, 34 - .
Tharichen (Pischer)

Serie - Gunter Braun (Simrock)

Concertino - Donatoni (Kanu.)

Concertino Op. 21 - Creston
(Schirmer

A )ﬂdsumer Night's Dream,O

Scherzo - Knndausohn

(:lsch T

Symphony No Op. 90,Saltsrello -
xcndalsuohn (Pischer)

Golden Age,Polke -~ Shostakovich
{Manuscript)

Junior Recital 1-18-78
Rick Blackwell,Percussion
Roni%ddeg Artistes - L, PFoulllet
Sonata in D Min . 5 No, 12 -
Corells (lhrx-uca nnis)
Tagatina - Ron Yaughn (Manu,)
!nn'al‘.li;:;ochcuo ~ Fred Noak
Henry's Mambo - Dick }Mun Manu,
Ste) !.n' Round = { !
erson (}hm

Junior Recital 1-21-~78
Edwund H, Hartman,Percussion
Sonata for Timpani - John Beck
(Beck) pen
Sonata for Karimba and Piano -
or (Tanner
Jourmey - Improvisation (Manu,)

s.nlor Recital 4-8-78
Maris hilton,Percussion

Divertimento in D Major - Haydn
(Croative)

Mv?nwru for One - Robt, Stern

Maestoso and Opus I - Hin,
Hinger) o s

Rondo Brulsnto. Op, 62 Webar

Simro
HANSAS
Yniversity of Xsnsys

K.U. Percussion Ensemble
11-1-77
Robert B, Foster,Director

sylphony for Drume and Wind
reh, -~ Bengon (Peters)

Concarﬂnn for Solo Timpani,
Winds, and Percussion - D, H,
Hh&tn (Shawnee)

Concerto for Percussion and Wind
Ensemble -« Karel Husa (AMP)

Student Recital Series 12-1.77
X.U, Marimba Band,Jay A, Wanamaker,
xylophone

'Nol xétan Dances for Harimba, No.

- Stou

Btude in B Major, Dp. 6, Bo, 9 =
Musger (Studio

On the Woodpile - Ereuor,wmamakor.
arr. (Alfred)

MASSACHUSETTS

University of Lassachusetts

Senjor Recital 11-20-77
Nancy Petrucelli,Percussion

Canonic Sonata No, 1 - Telemann
{International
Vax‘iatior;i {or St()lo Kettledrums -

Etude Op. 6, N
{Prank* Dmm

Rainbow Rlpples - G, H. Green
(G.H, Green)

Son:;l':ina - Pisher Tull (Boosey &

ks
Sentimentale - Claude Bolling,
John Talorico & Jake Epstein,
arr, (Manuseript)

Senior Recital 3-13-78
Helen Amtson,Percussion

¢ 9 = Musser
Shop}

Etude, 0{. 6 No. 2 - Musser
{Studio 4)

Etude, 0¥ 6 No, 8 - Nusser
(Stud!

°

No(hlexiga.n’gmcas - Stout

The King of Denmark - Feldman
(xditlon Peters)

Improvisation und Umkehrung -
Siegfried Fink (0tto Junne-
GUBH-Musikuerlag)

Concerto for Narimba, Op, 34 -
Robt. Kurka (HeSntraub)

HARYLAND

Pea Institute of John
Ins Gnivers

Pubcdyzl’arcussion Ensenble

John Soroka,Director

Ritmica No., 5 - A, Roldan
(Sout ern
e Crystals II - M. Hopkins
(Mmuscri t)
Double Concu'to ~ B, Carter
(Universal Edition)
Lift-0ff - R. Peck (k.M. Col.)
Apple Blossom - P. Garlan
(Manuscript)
buco = Carlos Chavez (Belwin-
Mills)

KICHIGAN
National Musjc Camp,Interlochen
Higg School Percussion Ensemble
Niel DePonte,Conductor
Rondeau for Percussion =~ Prank
{nrp
{Southermn)
Porest Rain - N, DeFonte (Kanu.)
rough - T, ger (Southern)
R.unbow Ripples — G, Green (0.P.)
Un; Ly of Michi
University Wind Ensemble
7-20-77
Richard Strange,Conductor

Concertino for Marimba and Wind
Ensemble - Niel DePonte
(Kenuscript)

BINNESOTA
dict

CSB/SJU Percussion Quintet
2-21-78

Ga.ix(\lbomu;h)- Ts Gauger

Southem

Inventione on a Notive - XN,
MNPFP

Colgrass
"Aspen” Percussion Quartet No.
anxth Piano - W.A. Brand

A Time For Jazz - Jared Spears
(Southern)

Bn;g{:‘ 7P;zcu':!.on Quartet
“Cleveland® Percussion Quartet
No, 4 with Piano - Brand

Bramora
Cycles - P, PFetler (Schbtt)
Concerto for Psrcussion Quartet -

Robt. W. Adney (Bramors)
"Aspen” Percussion Quartet No.

5 with Piano - Brand

{Branora)

St d ye.

SCSU Percussion Octet 1-23-78
Morris Alan Brand,Director

Narche lllitll.x‘l «~ Schubert

{Bramo
Music for m1 d Percussion -
J. Bavicchi (oxford UB,)
Streams - ¥, Benson (NCA)
Bin Deutscher Marsch No, 1 in

-56-

P - Brand (Bramora)

Comedian's Suite - Knbclenky
(Manuscript)

Saber Dance - Xhatchaturian
(Manuscript ) -

Russian Percussion - Laura
Stotesbery (Bramors)

Bramora Percussion Quartet
12-11-77

*Cleveland” Percussion Quartet
No, & with Piano - Brand

ramora

Cycles - Petler (Schott)

Percussion Quartet No,1 - Brand
{Bramora,

Xarch for Percussion Quartet: -
Adney (Bramora

Saber Dance - Katchaturian (Manu.)

NEM HAKPSHIRE

Universi f New Hampshire

Senlor Recital 12-4-77
Donald Trefethen,Percussion

Two Ancient Fife and Dz'um Tunes -
frefethen,arr, (Trad

Morris Dance - Wn, Krart WIN

French Suite < Wm, Kraft (WIM

Sonata for Three Unaccompanied

jmpani - Ramey (MPP

Suite for Timpani - Richard

Peterson (MFP)

Senior Recital 5-1-77
Gregory J. Cannava,Percussion

Pour Pieces for Timpani - Bergamo

1]

Rondo for Narimba and Pianc -
Frazeur (MIFP)

Daybreak - C.K. Chapman (MFP)

Senior Recital 8-9-77
Susan Cowan,Percussion

Inspirations Diabolique - Tagawa
WIK

Ricercare for Pertussion - J, Ott
(Claude Benny Press)

Pas de Deux - A, Russell (KFP)

Two Pieces for Four Timpani -
Carter (M!ocllti.on )lux!.c Inc,)

Concertino for Karimba and Orch,
Creston (G. Schirmer)

NEW_JERSEY

Kean College of New Jersay

K.C. Percussion msemble 12-9-77
Paul Price,Conducto:

Overture for Percussion Ensemble -
Beck (Kendor)
Pantasy-Variations - Colgrass

Gitanjali - Jogef Alexander (GHP)
Ten Midd:

Percussion Ensemble 1412-78
Walter ¢, Schneider,Conductor

Introdugtion and larch - Whaley

Kendor
Cade - Bolinger (Kendor)
Ketalis Lystique - Schinstine
(Southem)
re Dance - Khachaturian/Moore
(Psmus)

HEW_YORK

Ithaca College Schoo) of Nusic

Senlor Recital 2-25-78
¥ark Joel Zettler,Percussion

Marimba Suite - P, Sifler (WIN)

Variations for Solo Kettledrums -
Jan Williams (NFP)

Concerto, pour batterie et petit
orchestre - Kilhaud (Universal)

Btude #8, "Slides™ - Stout
(Manuscript)

Etude in AD Op. 6, No. 2 - Nusser
{Studio &)

Etude, Op. 6. No. 8 - Kusser
(Studio &)

Etude in B, Op. 6, No, 9 -
Musser (Studio &)

The (Ping of Denmark - Peldman
ete
The Ragtime Robin - G.H. Green
(Kanuscript)

The Whiltlor - Green (Manu.)
Back Talk - Breuer (Manu,)

Senior Recital 1-31-78
Paul Ssadbeck,Percussion

Time, for )urilba « Kinoro Miki
(Ongaku N mo )

Yariations fox' Solo Kettledrums -
Williame (MFP)

Prelude No, XXI - J.S. Bach (any
edition)

Invention No. 4, Bouree - J,S,
Bach (any Edition)

Etudes for Karimba No, 1,2,8,9, -
Stout (Paul Price Publ,)

Sonata - Pittfield (Peters)

The Journay - D.lckvorth (¥anu,)

Grand hntug in C Kajor - Halble
{Studio

Senior Recital 2-19«78
Brian J. Rothmelier,Percussion

Five Etides for Marimba 2,

3 = Stout (Paui Prics Publl)

Serensde - E, Schwartz (Kanu.)

Concerto Pour I:rhbn Et vsbn-
hone - Milhaud (AP

Pre ndo Ope 11, No. 3; Btude Op, 6,

« By Prelude, Op, 11, Ko, 7 =

lluuu- {Studio #)

Tambourin Chinois - Xreisler
(Prischer)

XL l(’lul One 3 Alvin Xtler
Sout!

Dance of tho Octopus « R, Norvo
(Manuscript)

Senior Recita) U4-8-78
Steven Mathiesen,Percussion

Bight Pieces for Four Timpani -
Carter (AMP

Lute Suite No, 2 ~ J.S. Bach
(Kanuscript)

Vadx(-lpls. Book IX - Gs Crumd

Zyklus No. 9 = Stockhausen
(Universal)

Poux- Preludes for Leigh Howard

veng - ¥m, Penn (Seesaw)

Btude, Op. 11. No. ‘3' Preludg.
Op. 11, No. 7; Rtude in A
Og 6, No. 2 - Musser (Studio

Manhat Schoo! Kusic

lumhattnnal’ercus sion Ensemble
1-1
Paul Price,Conductor

Visions of the Acopalypse -
Michael La Rosa (XS

Symphonyt Four Precipitaions -
Frazsur (NS

Octaphonics - Houllif (MS)

Concerted NMusic for Piano and
Percussion - Brisman (MS)

Chamber concert 2-15-78
Paul Price,Conductor

Sn?;t)simals = Duckworth

Triangles for Three Percus=-
sionists - Hukmson {uMs)

Ceremonial - Chance (MS)

Inside the Ring = lacbridu (N3)

Parcussion Ensembles 1-18-78
Piul Price,Diregtor

Invasions,Michael Kollnt.Cond. -
¥cDonell (Ludw:
Blue Rhytm Quintot. Hltchln
Ru' » Cond. = Korf (PPP)
Pulse, Hichul Hochrun. cand. -
Cowell (KPFP)
ch-;:‘us. Dr;vid Cook, Cond. =
Gainsborough, Walter Schnelder,
Cond, - Gauger (Southern)
Apollo, Paul Price, Cond. - Moryl
(Joshua)

Bmok1¥g ca;lefg School of
Perforping Arts

B.C. Percussion Rnae-blo 9-25-27
Morris Lang, Dire

Three Brothers ~ Colgrass (NFP)
Four Studies for Percussion
Pl ayers ~ Maros (Nanuscriot)
ree Puerty Rican Songs - Lang/
tendoza (Lang Perc,
Irmization - Varese (Eolw!n)
Symchronisms No, 5 for P
Percussion Players and ’rlpc -
Davidovsky (Belwin)
Episode for Flute, Marimba, Vibra-
? one, and Poreulsion ~ Herman
Nanuscript)
Fip Fop Mippe - Spivak (Lang Perc.)
Drum Set Solo - (Mathew Becker)

Zarnepie-liellon University

C-l Univ, Percussion Ensemble w/
Duquesne Univ, Percussion
Ensemble 12-18-

Stanley Leonard D!.reetan Xichael
Kuner,Directo:

0vart\;re in Percussion - Cirone

(

Conflict in Interest -~ Delp
{Kendor

Sulte for Percussion - Kraft

s
Four Dinh)xsions - Leonard (Volke

0verture - Beck (Kendor)

Scherzo_ for Tuned Percussion -
Hartley (Hartley)

Antiphonies ~ Leonard (Leonard)

Eastwan School of Music

Percussion Recital 12-15-77
Kris Banzhaf,Percussion

Ephemerons = Russell (Kanu,)

Zoom - Stibilj (Sxladdje Pound.)

Introduction & Allegro Crulme -
Newhouss {(Manuscript)

Student Recital 10-20-77
Richard Albagli,Percussion

Le Tombeau de Couperin -~ Ravel
(Kanusoript)

Prelude and Rondo on Themes by
Richard Hochrainer (Manu,)

COIpolitio:lNo.ugn "Homscoming® -

Deversion for Two (Othtx- than Sex)
Erb (Merion Music Inc,)

Student Recital 12-1.77
Michael R, Camey,Percussion

Sulte No.1 for Marimba - Ulrich
Inspirations Diabolique - Ta,
{TRY q! ERWR

'nuon and er;:ﬁonzsgah“
Over tg.nkunbo:yg Arlm.el.)
“.Cat;ncy. nm.-é1 (Manu, )S

nty Small Cigars - Za

L. Dowey,arr, (Manu, )ppl.

Student Recital 12-15-77
Erik Wettstein,Percussion



For Marimba = Robt, James (Kmu.)

Push to Pull = E, Wettstein
(Manuseript

Stick It - E. Slonek ()(mn.)

mums. Book I -

(Pet
Mirage (for Narimba) - Y.
Sueyoshi (Ongaku

Esstman Percussion Enseamble
12-6-77
John Beck,Conductor

Nobgo for Percussion Ensemble -

u

Streams - Benson {MCA)

Five Dream Sequences - Ross
(Boosey & Hawkes

Drawingss Set No. 1 - Hodkinson

Barometric Reading - Koch
(Seesaw)

Silent Signals - Duckworth Slunu.)

Ogoun Badagris - Rouse (ACA

Percuseion Enseable, 12-10-77
Ruth Cahn,Director

By the River - Schinstine (Southemn)
Triad = mms-ﬂud:uin (Ho Ml.or)
'Ihroa Designs for 'rhm
Rodt, huczynlu {Schirmer)
Popcorn = Bums-uoldntoln (H. Adler)
Son?ta #3 in P Major - Hande:
French Suno. Gigue = Kraft (Award)

Pour Pleces for Timpani - Bergamo

NFP
Inlplntionl Diabolique, Perpstu
Motion = Tagawa (W, Intemtlonn)

Xastman Percussion Ensemble 11-17-77
John Beck,Conductor

Five Rites for Percussion and Aud-
jence = Richard Albagli (Kanu.)

AXISs A psrcussion Group 11-15-77
Richard leugu, Erik Wettstein,
Conductors

varjations for Percussion Quartet -
Youhass (N.N, Cole
Octo‘bor Mountain, Op. 135 « Alan
ovhaness (Pete.
'L'hna Novements {or Parcussion - J.
Beyer (Msnuscript)
Los Dlogcs Aztecas - G. Read (M.K.
Col

Lannes Nusic

Student Recital 3-28-77
Natthew Kocmieroski,Percussion

Pive Improvisations for Vibraphone
and Piano - Takeuchi (Universal)

Concerto da Camera No. 5 for Marimba
Solo with Four Percussionists -
David Losb (Lang)

Saetz and Improvisation for Four
Pimpani -~ Carter (ANP)

Con verutlon for Narimba Solo -
A, Miyoshi (Manu,)

Sources IIT for Clarinest and Per-
cussion = D. Burge (3roude)

grane School of lusie

Student Recital 11-11-77
Rich Holly,Percussion

Etude #2 - Stout (FPP)
Four Verses for Timpani - Houlllf

FPP

Sulte for Marimba - Pissinger
Percussion Arts

Psappha - Xenakis (Salibert)

¥What Game Shall Ve Play Today =
Chick Corea (Litha

B-Major Etude, Op. &, No. 9 -
Vusser (Studio &)

Crane Percussion Ensemble 11-30-77
James Petercsak,Conductor

Prelude for Percussion - Miller

NFP

Bali - Gordon (NFP)

Paragons = Houllif (Manu.)

Knock On Wood - Blank (un’)

Mosaics - Hubble (hanu.)

Suite for Percuselon - Kraft
{Southem)

No Sound of Water - Henry (Manu.)

Crane Percussion Ensemble 2-28-78
Janes Petercsak,Zonductor

Overture for Percussion Ensemble -
Beck {Kendor)

Polyphonics, Op. 32 - Cunninghsm

Kanusoript

Octaphonics for Eight Mallet Players

Houllif (Pots an)
r Per ion . -

Nizelle (Mmu )

Estudio En Forma De Preludio Y Fuga -
Jose Ardevol (Manu.)

Clinic Recital 11.9-77
Lelgh Howard Stevens,Marimba
Yirtuoso

Suite for Marimba - PFissinger
Preludes 1V, ¥, VI -lelble

{Manuseript.
Yariations on Lost Love -
anka

'hvohx:xnln ).nc-; - Stout
Time for lh’;'mbn - Niki (Menu.)
Percussion Workshop Concert
Rlcl"-OM Holly, Xevin Morsn

Gary France, Janes Patorcuk,
Conductors

Prelude for Percussion - Miller
'.N;c:ih. for Percussion -~ Chauez

¢ ]
Encore in Jazz - Firth (Belwin)
Blue Rhythm Quintet - Xorf (FPP)

sgt! gn;ng;ﬂ g! New xo!‘!

New Music Pestival 2-20-78
Murray Houliff, Bruce Tatti,

Conductors
Octaphonics for light Mallet
P. rs - Houliff (Potsdas)

Lake Duck = Steele (Manu,)
Brimset ~ Tower

Conpof
Currents - Golub (Manu,

Student Recital 3-23-78
Kent 0ldfield,Xarimba

Etude, Op. 6, No. 10; Etude, Op.
» No. zB & C Major) =
Musser (Studio &)
Diversions for Flute and Karimba -
Tanner (MFP)

Sunset Bell - Burton (Creative)
Pugue from Sonata in A Minor for
Solo violin - J.S. Bach

{Peters)
Suits for Marimba - PFissinger
(Percussion Arts)

Syracuse Unjversity
S.U. Percussion Ensemble 11-20-77

Ermest Muzquiz, Scott Myers,
Conductors

Dance Berbaro - Lambro (MFP)

Tres Ministures Brasileiras -~
Ladcerda (Schott)

Chamber Plece for Percussion

Quintet - Colgrass (WFP)

Sonidos D& La Noche - Soler

Schott)

Rondo Scherzando - Dotson
(Southern}

Toccata - Chavez (Belwin Nills)

An-gn Muchacho - Abel (Ludwig)

h Dance - Granados, Fink,

u-r. (Studio 4)

Gypsy Song from Carmen - Bizet,
Kuzquiz,arr, (KS

Baile De Tres Piernas - Delp
(Barklee)

Westchestsr Conse: of Nusic

Percussion Ensemble 12-20-77
Jamse Xarl Barnes,Conductor

Scherzo - Goodman (Belwin)
Rudimental Demo - Guzman (Hamu.)
Suite for Sidemsn and Hand-
clappers - hicKenzie (Media)
Graphic Demo - Darnes (Manu,
One Over Three - Britton (MFP)
Introduction and Allegro -
HcKenzie (MFP)
Rock Demo - Barbour (Manu.)

Senior Recital U=15-78
Richard Schumacher,Percussion

Reverie - Stout (Manu,)

Grand Etude - Carulli (Amsco)
Serenade for Flute and Guitar -
Carulli (Schott)

Etudes in C Major & B Kinor -
Xusser (Studio 4)
ara - Cahn (Manuscript)

Sasta, Eight Pleces for Pour

Timpani - Carter (AMP)

Senior Recital U-29-78
Robert Patterson,Percussion

Etudes, Op. 11, No.ls OY 11, No.
3; Octave Etude, D Ninor -
Musser (Studio &)

Etudes # 5,2, g = Stout (PsulPrice
Manuserip

Mexican Dances - Stout (Studio &)

Sources IIX - Burge (Tetra

Duets 19?74 -~ Lockwood (PaulPrice)

Rainbow Ripples - Green (Manu.)

Xlola - Green,arr, (Nanu.)

Cross Corners - Green (Manu,)

NOR! 0;
A h Stat t

ASU Percussion Ensemble 11-20-~77
Scott R, Meister,Director

Crescendo - Ll{:k (iﬂndsnr)

October llounu haness
(Peters)

A La Nanigo - Peters (KSM)

Introduction and Fugue - Buggert

MFP
rystalline - Pawley (Original)

Pizzicato Polka ~ Strauss/Schinstine
(S & S School of Music)

Scherzo and Cadenza - Delancey
{Mitchell Peters)

Concertino for Percussion - Byong-
kon Kim (Nitchell Peters)

ASU Percussion Ensemble 12-4-77
Scott R, Meister,Conductor

Swords of Xoda-Ling - P-tox—s (rps)

Three Asiatic Dences - Frock
(Southem)

5 Xtems for Sopranc and Percussion
Quintet - Cirone (Ciron o)

Gainsborough - Gauger (Sou )

Gavotte - Schlnltino/uch (s & S)

Introduction and Pantasy - Nelster
{Ludwig)

Contemporsry Wusjc Pestiva]

Percussion Ensemble L-22-77
Scott Melster,Director

-57-

Toccats - Chavez smlwin Kills)
Streams - Benson (KCA Xusic c/o
Belwin Mills)
Symphony No, 1 for Percussion =
Cireria’ (Oirone)
Jap?xé:u Impressions - Cirone

Encore in .)!uz - Firth (Pischer)
North Carolina Pend Glinje
cllnlc P-rcunxon Ensemble
Scott )kistcr.canductor

Three Brother - Colgrass (MFP

Pagan Place - leister (Ludwig

A La Nanigo - Peters (Ksi)

Scherzo and Cadenza - Delancey
{Mitchell Peters)

Three Asiatic Dances - Frock
{Southern)

QHIO
n, c. ti

Percussion FEnsemble 2-19-78
S. Bowers, G, Kvistad, A, Otte,
Conductors

Moves Upon Silence - Cacioppo
Ms, U of Nich,)

Blackearth Percussion Group
-13-77

Percussion Music - Strang
{Presser)
Ghost Tangents - Drummond (MS)

Hit or Miss? - Kvistad/Otte
MS
Pattern Study lNo. 2 - Bowers

MS
Duet for Ratchets, Op. 30 -
Amirkhanian (Soundings)
Correlates, for Three Keyboards -
Otte (l.s .
}usica Tritentina - Farren (¥s)
Lift Off - Peck (.M. Cole}

University of Akron

Percussion Ensemble 2-12-78
Larry Snider,Director

Three Brothers - Colgrass (MFP)
l'our L'ovenents for Percussion -
(xanutcript)
Ceremn:u e 103 - Creston
Sch:

Clocks = hevarty (Med

Blue Rhythm Quintet - Korf (PPP)

Baurree (from Partita No, 1 for
solo Violin) - Bach/Olmstead
(Studio &)

Greensleves - G, Peters,arr.
(Prank's Drum Shop)

Capita) University

Percussion Ensemble 11.29-77
Linda L. Pimentel,Conductor; Lou
Best,Guest Performer

*Bourres” from Partita No. 1 -
Bach/0lmstead (Studio &)
Spectrum [o.1, Green - Lauer

Opus
Kodulation - 3lount (Rubank)
Greensleves - Peters,arr, (FDS)
Lasquerade - Schinstine (S & S.)
Intrada and Epilogue - Barber
(Ludwig)
Ethos for Six lLallet Karimba Solo =
Jermy (Permus
Wake Up - Leavitt-Delp (Berklee)
Beguine Scene -« Leavitt-Delp
(Berklee)
Bassball ~ Leavitt-Delp (Berklec)
Traditional I:arch for One - Best
{lanuscript)
The Whistler - Green (0.P.
Arkansas Traveler - Vieuxtemps/
Musser (0.P.)
Back Talk - Breuer (0.P.)

Miami University

Paculty Recital 10-28-77
William Albin,Percussion

Prelude in G .jajor; Etude in B
¥ajor; Etude in ¢ kajor -
Musser (Studio

Prench Suite for Percusslon
Solo - Kraft (WIi)

"Bartok® Folk Song Suite - Wm,
Albin,arr, (Yalmus)

Sonata No. 3 from Six Canonic
Sonatas - Telemann (Paters)

Ashes for Soprano ar{ Percussion -
D, Cope (Unpubl. available
throurh composer)

Sonatina for Timpani and Plano «
A ;eh;npnln (Zoosey &

Haw)

Dance Theatre 12-4.77
Bill Albin,Conductor

Three Dance Kovements - Wm,
Russell (7. Presser)

Senior Recital 12-8-77
Tim Paxton,Percussion

Douze Etudes porr Caisse Claire -
Delecluse (Leduc)

Prelude and Toccata - Handel/
Hatch (Marimbas Unlimited)
Konzert fur Pauken und Orchester,

3 - W, Tharichen (AMP)
Amores - J. Cage (Peters)
Chrono-Synclastic Inmndumll -

Paxton/Mafu (Original compo-
sition by Paxtonf

Senior Recital 2-26-78
Mark Benson,Percussion

Eight Pieces for Four Timpani ~
Carter (AMP)

Pur Kinder - Bartok (Kelmus)
Sonata Op. 5, No, 12 La Follia ~
Corelli (Schirmer
Yortex - Cope (Unpubl, available
through the composer)

Senlor Recital U-20-77
Den Meeks,Percussion

Solo Dances for Snare Drume -~ Benson

(Cha 1t 11

PFrench Suite for Percussion 3olo =
Kraft (WIN

Invention in P Major = J.S. Bech
(Poters)

Pastorale for Flute and Percussion «
McKenzie (MFP
fana - Goodman (Kills)

Concerto in A Minor - J.S, Bach
(Chappell)

Senior Recital 1-76
Pam Wolf,Percussion

Sulte -~ Seitz (out of Erint)

Courante & Gigue from "English
Suite” - Kraft (.

Allegro rrul *Konzert lr\ C moll" -~
J.3. Bec (Kll-.\l)

Preluds and Nﬁ, n X )unax- - J.8
Bach (Mariwm Unlimited)

Cmecrtlno for Marimba - Creston
{Schirmer)

ani Percussion Ensemble 4.9-77
nn Albin,Director

The Axtec Gods = Read (Cole)
!nvzntionl on a Motive -~ Colgrass

Toccata -~ Chavez (Bclwln-lﬂlh)

Concerto in D Kinor - J.3, Ba
(Kalmus)

Ceremonial Op. 103 - Craston
{Schirmer

Guest Recital 3-24-77
Walter Mays,Percussion

Concerto for Alto Sax, and Chamber
Ensemble - Mays (Belwin-Mills)

Visions for Contra Bass and Per-
cussions = Mays (Unpubl.)

Yiolin Concerto - Mays (Belwin-
uills)

Senior Recital 3-5-76
Dean Gladden,Percussion

March and Poloniase - Tauxch
(Peters

Konzert in C moll ~ J.S, Bach
(Kalwus

Catapault - Burton {Ludwipg
Drum Co.

Pas de Deux - Russell (MFP)

Percussion Ensemble 11-16-77

Fanfare = Prock (Southem)

The Swords Of Koda-Ling =~ Peters
(Frank's Drum Shop)

Molto Allegro from Strlng Quartet
%;Gunorx. 387 - MNozart

Momentum - Xraft (Southem)

BEncore in Jazz - Firth (Flscher)

Percussion Ensemble L-3.76
Bill Albin,Director

Percussion Movement ~ Tcherepnin
(Presser
Qulnt-t for Mallet Percussion =
¢ Gastyne (Perecl)
Sll\ilt. to Truckers = Combs

Lagcnd of tho One-Eyed Sallor «
Mangione (Unpudble.)

Senlor Recital 2-7-76
Steven Xlement,Percussion

'rhc(gxl\u:or'a Heritage - Trad.
Articulations) Multiples; Reso-
nances - Goldenberg (Chnppc 21)
From "44 ViolinDuets™ ~
(Boosey & Hawkes)
Sonata for Timpani - Bock (Boston)
R.D.H.=Gipson {Southern)
Miami Univ., Symphony Orchestra

5+20-76
William Albin,Conductor

Concertino for Xarimba and Orche,
Op. 21 = Creston (Schirmer)

Percussion Mnsemble Tour 1976
Bill Aldbin,Director

Prelude and Allegro - Volxz (Bourne)
The Hom..ng of the World - Maloof

lee

Atr%m Sketches ~ J.K. Williams

Toccata = Chavez (Belwin-Kills)

Raspberries - Boone (Xditions
Salabert)

Salute to Truckers - Combs (unpubl )

Spain = Chick Corem, Bill Albin,
arr, (Un{ubl. available through
Bill Alb.

Percussion Ensenble 13-76
Wikliam Al.bin,mrtetog‘ >7

Schu‘zino; l'ushott&)uh Siciliana -
The BuanfPHuun Overtures - Hov-

oters
Prelude and m;uu. X Kinor - Bach
Marinbas Unilimited)

(Bvolwl.\-\-)ul!.l)1
Bewling Green State University
Unl;;fséfy Symphony Orchestra
Wendell Jones,Marimba

Concertino for Marimba and Orch,,
Op. 21 = Creston (Sthirmer)



Senior Recital 12-3-77
Garry A, Nasowich,Percussion

Recital Suite for Marimba - Watson
Mre

Caprice, Op. 52 = Saint Saens
(Knlnusg

Inlfiﬂtlons Diabolique - Tagawa

Concerto for Timpani and Brass
Instruments - Tanner (Tanner)

Dance of the Hours - Ponchielli/
D, Oliver (Manuscript)

Senlor Recital 12-3-77
Brent Deskins,Percussion

Konzert Nr Pauken und Orchester,
0p Tharichen (Bote &

Cnncerto Xo. 1 in A Jinor -
JoB. Acecolay (Match)

French Suite - Kraft (WIM)

foncertino - Mayuzumi (Peters)

Senior Recital 12-9-77
Michael Malloy,Percussion

Inventions II, IV, VI - Bach,
Morris Lang,arr, (Belwin-

¥ills

Concertino for Marimba - Creston
(Sehirmer)

Shlp—l-!’oey - Schinstine (Southem)

Eipght Pieces for Four Timpani -
,arter AMP)

Alone - vn (Kendor)

The P].ipht of the EBumblebee -
Rimsky-Korsakov, John Quick,
arr, (Rubank)

Pnrﬁa:lon and Marimba Ensembles
¥Wendell Jones & Robert Breithaupt,

Directors

African Welcome Piece - Udow

Fox

Symphony for Percussion - Parchman
Elkan-Vogel

Three Asiatic Dances - Frock
{Southern

Allemande - B, Thristian
(Creative)

Bravura - Pain& (Accura)
Dreg‘xsvtnel- ))!unclnx/Schlnsune
aniscriot
Boure J.5, Bach/G., Olmstead
(Stu o h)
Overture to Iphegenia in Aulis -
Glul:k/Pink (Studio &)

Evening of Percussionists
12-5-77

Duo for Iwo Violins, Op, 70, No.
9 ~ Vozart (Peters)
Gladstone Cadets - Pratt (Belwin)
Tambourin Chinois - Kreisler/
Gnen (Poley
- Handel (Pro Art)
Concsrto in A Minor - Bach {Schirmer)
Caprice Viennois'. Xreisler/
Green (Foley)
Rondo for Marimba and Piano -
Frazeur (KFP)
Hungarian Dance No. 5 - Brahas/
Qulck (Rubank )
2040's Sortie ~ Abel (Ludwig)
Flight of the Bumblebse - Rlnky-
Korsakov/Quick (Rubdan!
Sonata - Pitfleld (Pctnrs

Oberlin Collexe

GQuest Recital 11-1.77
Keiko Abe,Marimba

Por Marimba I - T. Numi (Jap, Ped.
of Com

Ahania - Y. Hachimura (Unpubdl,)
Mirage r/ur Marimba - ¥, Sueyoshi

(Ongaku)
Time - llkl {Ongaxu
Keniscus - X. hubonoh {Ongaku)

Oberlin Percussion Group 11-28-77
Michael Rosen,Conductor

Bell Pairings - Becker (Kanu,)

Pifth sx-ton = L. Harrison -
(Fleish

At %oo:: mdl, Op. 43 = Brun

Perephassa - Xenakis (Salabert)

Oberlin Percussion Group 12-2-77
Michael Rozen,Conductor

Persaphassa - Xenskis (Salabert)

20th C, Chamber Works 2-11-78
¥ichael Romen,Vibraphcne: Steve
Fitch,Percussion

Bittersweet; Flowers and Moon-
ight on the Spring River;
Sln.ing Homeward - Ronsheim

(Manuscript
Vnrlltions for Viola and Tuneable
Drums - Colgrass (MFP)

ton Hi11 Colle;

Oberlin Percussion Group
Michael Rosen,Conductor

Bell Pairings - Pecker (Manu.)
Design Groups -~ Simons (Presser)
Doul(uo !iu!ic - Tage/Harrison

Persephassa - Xenakis (Salabert)

Ohfo State Unjversity
Percussion Section Recital 10-18-77

rrito Supreme - Neal (Manu,)
ztuc(lgafﬁi' Vibraphone - Friedman
Son;g: for Timpani IT & III - Beck

Wachet Aux‘ = Nicolai (Permus)
Two Part Invention - Bach (Kendor)
Drurmer's Threes - Eyler (Manu.)

Section Recital 11-1-77

Serenade for Vl.bes & ¥arinba -
Depue (HaM

Prelude No, 1 - Mollno (Permus)

Berceuse - Heller (Permus

Openlnr Toccata. Minuet, Begulne.

Samba from "Seven Solo

Da.nces for Timpanl - Prock
(Southern)

Allemande & Tripla from Renaise
sSance Dance Suite - Schein

(Manuscript)

Section Recital 11.8-77
Backstikler - KeCormick (KeCor-

Ave l»arie = Burgmuller (Permus)

Le Petit Nigre - Debussy (Permus)

Duet for Bass Drum and Cymbals -
Payson (Payson)

Bver(ling Prayer - Humperdinck

Opus £ - Hinger {Hinger)

Duo for Vibes and Marimba -
Snith (kanu,

Tornado ~ harkovich {Creative/
Ludwig Drum €o.)

Section Recital 11-15-77
Rhapsody for Marimba - Fluegel
?Ke dor)

T
Vibe Solo - Smith (Manu.}
Etude in 2/4% - Eyler (MFP)
Song at Evening « Khachaturian

Permus)
Sonatina for Marimba - Sifler
(Fredonia)
Duo Hinlature - Tammer (NFP)

Section Recltal 11-22-77

Sonata No, 2 in Eb Major - Bach
(#ianu, )
The Seventh Day - Smith (Manu,)
Recital Suite for Marimba, T &
1T - \atson (oFP)
Deep River ~ Spiritual {Permus)
Trio for Flute, Violin, and Cello -
C.P.E. Bach (Manu.)

050 Karimba Ensemble 11-9-77
James L. Hoore, David P, Eyler,
Conductors

Rondo from Quartet in C Major, Op.
33, No. 3 - Haydn/Jeanne
(Jeanne)

Evening Prayer - Humperdinek
(Permus)

Dance of the Flutes - Tschaikovsky/
Luscomb (Rubank)

Pre](.uda !‘or Eax'imbas -~ Leonard

Vol

Eine Kleine iachtwusix - Mozart
{Schirmer )

Swingin®' Safari - Xaempfert/
Jeanne (Jeanne

Trio Sonata No. 1 in C Major -
Haydn/Moore {(Permus)

Fugue in ¢ kinor - J.S. Bach/
Yoors (Permus)

Brasillias A Baja Ballad -~

Wechter (lanu.)

Composition Recital 11.16-77
Lindz Pimontel,larimba

Ethoss A Six Mallet larimba Solo -
J. Jenny (Permus)

Percussion Entemble 11-21-77
James L, Moore,Dirvector

Three Brothers - Colprass (LiFP)

Ceremonial for Percussion and
Plano - Sreston (Scuiirie.)

Zonearto “or Fercussion Ensentle -
Arand (Rramora)

A La Fexicana overt\zre = JDe
Salmon,arr, (ian

Scherzo Without Instments -
Schinstine (“anu,)

A PL fth of Beethovan - R,

Rumberger,arr. (Kanu,)

Spinning Wheel ~ Thomas, B.G.
Johnson,arr. (Lanu.)

Salt Sons - M. Yacimiento, Dave
Robuett,arr. (Lanu.

Gonna Fly Now: “Theme from Rocky"” =
Zontl, Eyler,arr. (Nanu.)

Student Recital 11-30-77
¥artin A, Neal,Percussion

Rondo for Marimba & Piano -~
Prazeur (NFP)

Statement for Timpani - Whaley
(Raldor)

Menuet tres Antique - Serge
de Gastyne (Fereol)

Burrito Supreme - Heal (Kanu,)

Studio Recital Winter 1978

Prelude in DY, Op. 43, No, 1 -
R, Gliere (Royal Zons,)

Etude Op, 6§, Ko, 9 in B Major ~
Kusser (Stud 4)

Afro-Onyx = datch {Hatch)

Coursnte - Handel/Pimentel
(Permus)

#altz King - Lolenhof (Kendor)

Deep River - Spiritual (Permus)

Tambas for Solo Tambourine -
lloore (Permus)

Berceuse - Heller (Permus)

Three }eans to an ¥nd Y, II, ITX =
Schinstine (Kendor)

Contenrlation for Solo Vibraphone -
Houllif (Permm )

Two Scenes for Six “allet lLarimba
So0lo - 3, ‘iixson (Permus)

Sisue from Enslish Sulte for hultinle
Percussio-u = Kraft (Award)

Jeau, Joy o Ian's Desiring ~ Bach/
oore (Kendor

Arus Del -« Palestrina (Permuc)

Theme from Rhavsody in Blue ~
Gernhwin/loore (Permus)

E‘:p?ni f‘ansi - lLamuira/Jeanne
Jean

O.h.E.A. Contest Solos & Ensembles
for Percussion 1-14-78
Soloss

Three Dences for Solo Snare Drum -
Benson (Chappe

French Suite for iultiple Percussion
Solo - Kraft (Wik

Sonata for Timpani - Beck (Frank's)

Concerto for harimba - Kurka
(Weintraud) (ALF)

Suite for larimba - Fissinger (PA)

Presto from Sonata in g kinor -
Bach/lloore (Kendor)

Ensemblest

Three Rdrothers - Colgrass (hFP)

Pupue for Percussion - Paini
(Accura)

Tanggln'(;rlcntal - Tobias (Belwin/

ar
Scherzoid IX « Hoore (Ludwig)
Gonna Fly llows "Theme from Rocky™
Conti,Eyler,arr, (Manu,)

Graduate Recital 2-5-78
Rick M., Brunetto,Percussion

Etude in ¢ Kajor, Og. 6, No, 10 =~
Musser (Studio &

Concertino for ilarimba - Creston
(Schirmer)

Five for Organ and ¥arimba -~
M, Roberts {Fischer)

Pour Verses for Timpani ~ Houliff

Duettino Concertante for l’lute &
Percussion - pahl (Bro
Opus 1 for Timpani - Hinger (Hinger)

Student Recital 2-7-78
Jany Sabins,Percussion

Concerto for karimba and Orch. -
Xurka (Weintraub)

Tornado ~ darkovich (Creative}

Fanfare and Allegro - Leon
(Leonard)

The Seven Rays - Rundgren (Nanu,)

Marimba & Vibes - Faculty & Students
2-15-78

Pusette from English Sulte fé -
J.S. Bach/Asabuki (lianu.

Tales from the Vienna Woods -
J. Strauss/Coffing (Boosey &
Hawkes)

Conversations Op, 44 - LaMontaine
(Predonia)

Contemplation for Solo Vibraphone -

Houliff (Permus

Rondo for Six lallet Marimba Solo -
Sifler (Predonia)

Conversation for Vibraphone &
Hlarimba - Houliff (Permus)

Agnus Dei - Palestrina/Noore

(Pormu;
Theme fm- Rhapsody in Blue -
Gershwin/koore (ilanu,)
Espani Cani ~ Harquina/Jeanne
(Jeanne)

Student Recital 2-21-78
Sharon E. Snith,Percussion

Suite for Karimba - Pissingnr (PA)

Preludes I & II - Penn (Seesaw)
ata No, 1 for Timpant l.nd
Piano - Cirone (Cirone)

Yalse Brillints - Green (Marks
Music Corp.

Nisan - S, Smith (Manu.)

The Creation - S, &nuh (Ranu, )

OSU Percussion Ensemble 2-27-78
James L. Moore,Director

Crescendo ~ A. Le (Windsor)
Jirage - Robnett (Permus)

Prelude, Pugue, & Bravurs - Fiani
(Accord)

Three Membranophones - D, Carlson
{Carlson)

You Made Lie So Very Happy =
}bllony/Gondy,}bllnny/
wulon.xyler.an-. (Man:

Theme from Part III -~ G-.rllon

n,
Goin® Out of My Head - Randazzo-
Weinstein,Eyler,arr, (Kanu.)
One _Fine Xorning - Lighthouse,
Eyler,ary, {lianu,)}

—OKTAHOMA
Cameron Unjversity

Percussion Concert 11.22-77
Janes Lanbert,Conductor

Concerto Grosso, Op.
Vivaldi,England,arr. (Pro Art)

Three lgisodu - o-x-u
(Sch.

Triptych - Cirone (Cirone)

Theme and Yariations - Peters
(Peters

Sonata - Tanner (Cole)
Sonata }No, 1 ~ Hoore (Lud\dg)
R.D.H, -~ Gipson (Southern)
Particles - Brown (Southlm)
Suite for Thres Drum Sets -

S, Elias (Educational Ideas)

Sophomore Recital 1-17-78
Scott Deal,Percussion

Prolude in C kajor - J.S, Bach,
'+ Davis,arr, (chhuuso)

Etuda in C Najor, Op., 6, No. 10 =~

Lusser (Studio g
n.D.H, = Gipson (Southern)
Prench Suite - Kraft (WI¥)
Sonata for Timpani -~ Beck (Boston)
Tambourin Chinois - Kreisler,

G.H, Green,arr. (Fischer)

Musfc Festival 3-1-78
Scott Deal,Percussion

¥iraggd - R. llic (Ganu,)

Music Pestival 3-3-78

James Lambert, Ricky Meadors,
Percussionists

Thres songs from BNlake - R, Willis

Kanu.
Passaggl - R. Willls (Seesaw)

Per on .
3-3-78
James Lambert,Conductor
Galn!borcush- Gauger {(Southern)
Three Play . Ervin (M, Peters)

Thrto hod;s (II!) - 0'lonly
Sc!

French Sulte {Gigue) - Kraft (WIM)
Un: s

Percussion Ensemble 11-15-77
Cliff Whitelegg,Director

ymnopedia - Hatch (Karimbas
Unlimited)
Eight xtuda:ltar Two Percussionists

ol
Son;ta-Anom M, Peters (Peters
Two Impressions - Nissal (Creative
Btygort Sketch - Spears (Bam-
ouse)
Conflict of Interest - Delp
{Kendor)

Percussion Ensemble 3-1u4-78
CLLff Whitelegg,Director

Hosozolc PFPantasy - R.L. Bauer-
at (ure

Ga!nsbomxh - Gauger (Southern)
w0 Inproulons -mun (Creative)
Warsaw 1939 - ts (Concert Nus,

Pub, Co.
Toccata ~ Chavez (Mills)
Ionization - Varsse (Ricordi)

Junior Recital 4-6-78
Scott Gregory,Percussion

Yellow After the Rain - M, Peters
{Paters)

Sonata for Timpani - Beck (Bolton;

Denny Boy = V. Fsldman,arr. {

Concerto Ior Percussion & hl.u
Orch, = Milhaud (Universal)

Unjversity of Olahona

Percussion Ensesble 2-11.78
Richard L. Gipson,Conductor
George Frock,Cuest Soloist

Five Miniatures - McCauley (Leeds)

Octet for Keyboard Percussion -
Snoeck

Yibracussion - Pink (Otto Wrede)

Prelude ~ Leonard (Yolkwein)

Gainsborough - Gauger (Southem)

Percussion Ensemble 2-10.78
Richard €. Gipson,Conductor

Concarto for Drum Set and Percus-
sion Ensemble - Beck (Manu,)

Percussion Pestival 2-11.78
Gordon Stout,Marimdbist

Etude No. 13 (Book 3) - Stout

Sonsta No. 6 in E Major - J,S.
Bach, Stout.u-r. {Kanu,

Rtude Mo, 1, 2. (Boox i
Stout (Pr l

Prelude, GN.

Etude No. (Book 2) - Stout

Suite !or Solo Gu!,t-lr = A. Wilder,
Stout,arr. (kan
Piece for lkrhbq - Stout (Nanu,)
Two Mexican Dances - Stout
(Studio &)
Tambourin Chinois - Kreisler,
«He Green,arr. (Manu,
Log Cabin Blues - Green (lhnu.)

Univ, Percussion Ensemble *78 Tour
Richard C. Gipson,Conductor

Rondo Scherzando - Dotson
uthern)
Mszl.unhtunu ~ NcCauley
L
Inventions on a MNotive - Colgrass

Octet for Keyboard Percussion =
Snoeck (MFP}

Prelude - Leonard (Yolkwein)

Gainsborough - Cauger (Southern

Quintet for Percussion & cllrinct -
Stroud (Seesaw)

Elite Syncopations - Joplin/Horton
(Manuscript)

Jazz Variants - Beck (Boston)

My Chcrio Amour - Homur/ﬂluuph

Popcorn - Klnphy/clplon (Mum.)
Wnbulh Cann nball -« PFrock

Scnd ln the Claowns = Sondhcin/
Gipson (Manu,

Song for My hthcr - Silver/
Thompson

hichelle Lnnnon/hccam-y/
Flanagan (Manu,

Pancy That - Davis (Creative)

Percussion Ensemble 10-25-77
Richard ¢, Gipson,Conductor

Rondo Scherzando - Dotson
uthern
Piv? Mnntures ~ LcCauley
Inv?:gons on a Motive - Colgrass
Two Rituals « I, Niller (MFP)
Octet for Keyboard Percussion -
Snoeck (NFP)

Prelude and Allegro - Volz
urne)



Prolude - Leonard (YVolkwein
Cataphonics - Weiner (Mismi

Southwestem State University

Departmental Recltal ~10-~12-77
Glen Nills, curtis Keich, Kathy
Keffer, Snare Drum

Sonora ~ N. Lefever (Kendor)

Student Recital 11uw2-77
Karen Ervin,Percussion

Thres Sonatas = Scarlatti

tudio z
Time - Miki (Ongaku)
Yariations on a Callarde - K.
Ervin (Studio &)
Intercurrence - Kessner (Manu.)
Mul;oxicnn Dances - Stout (Studio

Percussion Ensemble 11-15-77
Roger Jamison,Directer

fhres Brothers - Colgrass (MFP)
Quintet in Five - Shoaff (MFP)
Sonatina - Tull (Boosey &

£}

Rondino - Benson (Karks Music)

Soutds of the City - Brown (

Variations - Prenticve (MIP)

Symphony_for Percussion - Parch-
wan (Rkan-Vogel)

Scherzino - Benson (Schirmer)

Antipha: - Combs (SKC)

Daglrtmmtal Recital 11-16-77
Rob Rector, Tom Infante,Percus-
sionists

Allegro Con Brio = Colgrass
{Schirmer)

Student Recital 12-6-77
Jeff Leslie,Percussion

Concerto in A Minor = J.S. Bach
Chappell

Sonata No, 1 = Cirone (Cirone)

Duo 111, Op. B = Pleyel
(Schirmer)

First Snow - J. Leslie (Manu,)

Departmental Recital 12-7-27
Glen Mills, Curtis Ketch, Kathy
Keffer,Percussionists

Mallets in Wonderland - Fitt
(Kills)

Chamber Concert 12-7-77

Trio for Percussion - Beneon (MFP)
Sounds of the City - Brown (sKc)
Variations » Prentice (KIFP)
Sonatina - Tull (Boosey & Hawkes)

PENNSYLVANIA
Yy of syl 2

Percussion Ensemdble 1-13-78
Gary 01mstesd, Conductor

Overture for Percussion -Beck
{Kendor

Octet for Keyboard Percussion -
Snosck

Gainsborough = Gauger (Southermn)
The Whistler - Green (¥S
Xylophonia - Joe Green (¥3)
Morning-Gloryl - Delp (Kendor)
Con&m of Interest - Delp

or
Sabre Dance - Xhachaturian/Moore
(Permus)

larion State Collexs

Percussion Recital 5-14-77
Lawrence J, Wells, Parcussion

Solo Impressions For Four Timpani =
Pirth (Pischer
Pour Portraits in Rhythm = Cirone

Andante from Sonata #2 for Solo
Violin - J.S. Bach (Interna-
tional)

Duettino Concertante for Flute &
Percussion - Dahl (Broude)

Creston (Schirmer)

Parcussion Ensemble 12-5-77
Lawrence J. Wells,Conductor

Piece for Percussion - M. Peters
{X. Peters)

Centralization for Percussion
Quintet - Schinstine
(Southern)

Overture In Percussion for Per-
cussion Quintet - Cirone

Clrone
The ¥Way We Were - Hamlisch/Pirone

Synphony'#l for Percussion Octet -
Cirone (Cirone)

Dyguesne University

Percussion Insemble 122177
Michael Kumer,Director

Gavotte - Bach/Schinstine
(Southern)

Bouree ~ Handel/Moors (Permus)

lvo:‘l,ng Prayer - Humperdinck/

k)

A Musicsl Snuffbox = Liadow/
Schneiderman il(anu.

¥Waltz - Leonard (Comp.

Consdians Gallop - Kabelevsky/
Peters (Frank's Drum Sho;;{

Bosga Novacaine - Davis (Barm-
house)

Dakota - Christian (Creative)

Suite for Tamboutrine & Percussion
Ensemble ~ Elias (Opus

Gainsborough - Gauger %Southom)

Guest Recital (Oberlin Percus-
sion Group) 2-5-78

Michael Rosen,Conductor

Bell Pairings - Becker (Manu.)

Design Groups ~ Simons (Press
Doub].;P leuslg.- Cage/Harrison or)

L}
Persephassa - Xenakis (Saladert)
SOUTH CAROLINA
Unjversit h

Faculty Recital 9-25-77
John C. Bircher,Percussion

Prelude Op. 11, No. 7 = Musse,
(Studlg 5y’ ? ol
Zyklus - Stockhausen (Univ, Ed.)

Aria - Presti (Ludwig

Batterie Sketch - Dervaux (Leduc)

Sonata for Two Planos & Percus-
sion - Bartok (Boosey & Hawkes)

IRXAS
University of Toxas at ¥} Paso

Percussion & Karimba Ensemble
12-7-77
Vicki Jenks,Director

Sulte for Percussion - Xraft
(Mills)

s
Trio for Percussion - Benson

Four Times Three - Brown (Kendor)
Water Music - Handel (Permus)
Prio Sonats No. 1 - Haydn
(Permus
Prelude - Leonard (Volkwein)
Favane - Gould (Schinstine)
Suite for Sideman & Handclsppers -
McKenzie (Mediaz)

Faculty Recital 1-23-78
Vicki & John Jenks,Percussion

Theme and Variations for Four
Timpani - Floyd {Studio u)
Duo for Trumpet and Percussion -
Sydemand (Okra Music)

Die Zwitschermaschine - Payson
(Creative

Aria, Invention, & Rondo -

s (Manu.
Rock Dust - Kashanski (Manu.)

Guest Recital 2-17-78
Karen Ervin,Percussion

fhree Play - K. Ervin (M. Peters)

Junior/Senior Recital 2-22-78
James Gruver, Henry Yega, Ericks
Kline,Percussionisis

Pour Pi;cos for Timpani -~ Bergamo

Three Dences for Solo Snare Drum -
Benson (Chappell)
Div;-rxs“l‘ons for Flute & Marimbe -

er (MFP
Inspirations Diabolique - Tagawa
)

Pas de Deux - Russell (NFP)

concerto No. & in D Major for
Violin and Orch, (Merimba
trans. ), - Mozart (Schirmer)

Portraits in Rhythm ~ Cirone
{Belwin)

Sonata No, 1 for Percussion Solo -
Moore {Ludwig)

Multiple Percussion Music -
Feldstein (Belwin)

Intermediste/Advanced Percussion
Solos - Burns & Feldstein
(Belwin)

Sonatina for Timpani - Ridout
(Boosey & Hawkes)

Sonats in P Kajor - Handel/
NcMillsn (Pro Art)

PFugue from Sonsta in a Minor -
‘Bach/Moore (Kendor)

“Chant for Marimba® - M, Peters

(Paters

Six Unacc, Solos for Snare Drum -
Colgrass/Lawson/Gould
{Schirmer)

Departmental Recitsl 4-7-78

gstinato - R. Bernard (M. Peters)
Suite for Thres Drumsets - Elias
(Bduc, Ideas)

Dey of Percussion U4-8-78

r Times Three - H, Brown,Jr.
(kendor)

Prelude for Four Msrimbas -
Leonard (Volkwein)

ostinato - Bernard (Peters)

Trio Sonata #1 - Haydn/Moore
(Permus

Suite for Three Drumsets - Elias
(Xduc, Ideas)

Percussion/Marinba Concert .4-20~78

ostinato - Bernard (Peters)
Three Play - Ervin (Peters)

Sonata for Marimba & Piano. -
Tanner (M.M. Cole)
Trio Sonata No, 1 - Heydn/
Moore (Permus)
Departaental Recital 3-3-78
Prelude and Allegro - Volz
(Bourne)

Master Class 3-17-78

Burning House Overture - Hovhaness
(C.F. Peters)

Brandenburg Concerto No. 5 mvt. 2=
Bach/Ratch (iatch)

Gainsborough -~ Gauger (SNC)

Sulte for Thres Drumseis - Ellas
(Bduc, Ideas)

YTAH
Weber State Collexe

Percussion Ensemble 5-25-77
Douglas J. Wolf,Conductor

W.S.C, Drum Corps Cadences - Yamer

Overturs in Percussion - Cirone
{Cirone)
fPoccata for Percussion Instr, -
Chavez {Belwin-Mills)
Three Episcdes for Psrcusiion
Ensemble - O'Reilly {Schirmer)
21 i -~ Cirone

for F
{Cirone)
Jazz Variants - Beck (MFP)
Pancy That - Davis {Creative)
Godspell Nedley = sehwartz/
Gentile (Manu.)
Z1 Races De La Camptown - Devis,
arr, (Creative)

Percussion Ensemble 12-6-77
pouglass J, Wolf,Conductor

Symphony # for Percussion -
Cirone (Cirone

Ppercussion Suite - Russell (Mre)

The Swords of Moda-Ling - Peters
Prank's Drum Shop)

Spanish Dance « Granados/Pink
{Studio &)

Sabre Dance - Koore,arr, (Permus)

VIRGINIA

Viry 3 nweal th Universit

Percussion Ensemble 10-27-77
Donald Bick,Conductor

Anaglyphos = Kersters (CeBeDem)

Basho Songs - E.J. Killer (MFP)

Amores — Cage (C.P, Peters)

The Swords of Hoda-Ling - Ge
Peters (Frank's Drum Shop)

prelude and Pugue in ED Minor -
J.S. Bach/Peters (MS)

Laura soave - Fabrizio Caroso/
Pink (Simrock)

Quintet for Mallet Percussion -
de Gastyne (Fereol)

Peacharine Ra§ ~ Joplin/Praun-
felter (XS

comedians Galop - Kabalevsky/
Peters (Prank's Drum Shop)

Percussion Ensemble 11-11-77
Donald Bick,Director

Anaglyphos ~ Kersters {CaBeDenm)
Basho Songs = Miller (MFP)
Amores - Cage {C,F, Paters)
The Swords of Moda-Ling - G.
Peters (Prank's Drum Shop)
Spectrum No, 1, Green - Lauer
s

Interactions for Vibraphone and
Percuskion - Bergamo )

Lento for Marimba Ensemble -
Schlenck (MS)

Dance of the Comedians -
Smetana/liusser (Forster)

Might of the Bumblebee -
Rinsky-Korsakov/Husser
(Forster)

Student Recital 1-15-78
Peter Chauvette,Percussion

Partita No« 2 in D Minor -
J.5. Bach (Schirmer)

Etude for Taperecorder and
Parcussion = W,L. Camn (Camn)

Etude in C Major, OE. 6 No, 10 -
Husger (Studio ¥

Junior Recital 221678
William Hayes & Steve Splvey,
Percussionists

WEST VIRGINIA

Marshall Unjversity

M.U. Percussion Ensemble
Ben Miller,Conductor

Poen for Percussion - B.
Christian {Creative)
Yaqui Indi;.n Suite - ¥, Hoey

4
Flat Baroque - Davis (Creative)
Tesn-Tam-Tum - Christisn (Cres-

tive)

Late Winter-Early Spring - J.
Denver (lhnu.¥

Oriental Kambo - Davis
(Creative)

Concerto Grosso, 0p, 3 No. 6 -
vivaldl/Pngland (Pro Art)

Mau ¥au Sulte - Davis (Creative)

E1 Rales De La Camptosm ~ Davis
{Creative)

Unsquare Dance - Brubeck/Crocker
Manuscript)

WISCONSIN
tUniv, of Wiscongin-Esu Claire
Performance Class 12-7-77
Peaches En Ragalia - F, Zappa
(danu.)

Performance Class 3-1-78

Sonata for Marimba -~ Tanner
{Cole)

v, Wisconsin- 8

Percussion Ensemble 12-2-77
Paul T, NazzaoanoyConductor

Overture for Percussion Ensemble -
Beck (Kendor)
Danny Boy - Peldman,srre swyr-)
Fultiphonix - Mutchenson (Hamar)
Prench Suite - Kraft {WolfON111s)
Chanmber Sonata ~ Pitz (MFP)
Sonata for 3 Unacc. Timpani -
Ramey (UFP)
African Welcome Piece - Udow
Sam Pox)

Mt{n. Fereol

English Sults - Xraft (Award)

Sonata Allegro ~ K. Peters (KSM)

Scherzo a Due = Kraft (WIK)

Dialosue for Snare Drum & Timpanie
¥heley (Raldor)

Sonata for Timpani - Beck (Frank)

Pniudu for Vibraharp, Op. 37 =
o

n}y. Wisc: !
lidwest liarimba Ensemble 1-8-78

Dance of the Comedians - Smetana/
susger (Forster,

Intermezzo from Cavalleris Rusti-
cana - Lascagnl/mith (Manu.)

Ballet of the Unhatched Chicks
from Pictures at an Exhibltlon «
Fioussorgsky/Peters (Frank's
Drum Shop

Hatona, iiea)c:ra - Lasso/Boyd

Frank's

Prelude XXII from the Well-Tenpersd
Clavier, Book II ~ Bach/Peters
{Frank's

wpolka® from The Golden Age -
Shostakovich/Peters (Frank's)

I Hear A Yolce A-Prayin' - H.
Bright/G. Kiteley (Manu.)

Bolero ~ Roumles/Musser (Ferster)

Bl-g: atnd White Rag ~ Botsford/

The Green :.ountains - S, wallow,
Smith (Manu.)

"Hoe Down" from Rodeo - Copland/
Vincent (Hanu,)

Recital 1-19-78
Leigh Steve..,Percussion

Variations on Lost Love = Haslanka

anu.

Two Part Inventions I, IV, YIII =
J.S. Bach (Schirmer)

Time - Miki (Ongaku No Tomo)

xtu?;- for Marimba - Musser

aio0
Preludes for ¥arimba - Helble
{Studio b
moul)lnoxl.can Dences - Stout (Studio

Convocation 11-10-77
Rtude #1 - Pirth (Fischer)
Convocation 2«16-78

Tubs for Two {Drum Set Duet) -
Brown/Frice (Manu,)

Drum Solo = J. Forthum (Manu,)
Just Mippin® - P¢ Kraus (Belwin-
Hllllg

Percussion & Karimba Ensembles
Terry Imith,Director
ror({our Percusionists - Keszer

r

Toccata for Marimba & Percussjon
Snsemble -~ R, Kelly (ACA)

Three Dence Movements - Russell
(Presser)

John Brown's Body = Trad. (Manu.)

China Stomp - Hampton Manu, )

Concertino - Sadler (Breitkopf &
Hartel

Tub# For Two = Brown/Price (Manu,)

Pursuit for Solo Marimba & Percus-
sion Ensemble - J. Jenny (Peraus

Rondo Scherzando - Dotson (Southern

ZURRTO RICO
Univ,_Ipterasericans de Psrto Rige

E1 Conjunto De Percussién 11-22-77
Allen K. Lanham,Director

Antiphon - Combs (Southem)

Sonata in P ~ Nendel (Adler)

Prologue and PFight - Spears
{South

arn.,
lonet - McKenzie (NMFP)
Lament - Parberman (Adler)
Le Coucou = C, uin (Ferecl)
Orlental Mambo - Davis (Creative)
Crab Canon = Songer
Pentatonlc Clock = Charkoveky
(Creative
Thres Brothers - Colgrass (NFP)

Carmina Burana - Orff (Schott)

DLE
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Guaranteed
to increase
muscle control
coordination
strength

and
endurance

THE

DRUMSET
EXERCISER

a planned system of
exercises developed by

James Piekarczyk
leading performer and clinician

These fool-proof exercises
progress logically from
rhythmically simple to
melodically complex patterns.
For beginners and pros alike,
they are guaranteed
to build and retain....

Greater Arm Endurance
Increased Foot Coordination
Solid Cymbal Control

Total Arm and Foot Melodic
Coordination

With The Drumset Exerciser
You Play Better...
You Stay Better

Music

Publishers, Inc.

1880 Holste Rd., Northbrook, IL 60062

Gentlemen: Please send me a copy of the
method book DRUMSET EXERCISER at the
special introductory price of $2.50. My check
in that amount is enclosed (I will not be
charged additional postage and handling).

Name.

Address.

City. State. Zip.
Order Today. Check must accompany order.

“PIT” SET-UPS

by John Rae

Have you had problems setting up for shows? Here are set-ups for Broadway Shpws.
These set-up will work for those who are involved in school or professional
productions. Depending on the size of the pit, some variations will occur.

CTHE Wiz " ettty

- Cow Ball
TAMS

—

a choMlLa, SAUDDIES
Blocke, quiRo

CABASSA
{hang > u TIMP)
9 oM TYHE

’f«-""""'""\

~— VIBRASIAT \
TAMR. (hoadlec<)

alaycsg
FINGER 2vym.

e
N m et

DRUM SHOP

“Everything for the Drummer—
Come In and Browse Through
Our Large Stock.”

JOHN
FORNASZEWSKI

(618) 451-6515 or (618) 877-3475

3009 Nameoki Road
Granite City, lllinois 62040

JUST 15 MINUTES FROM THE
ST. LOUIS GATEWAY ARCH

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




AMERICA'S OLDEST AND LARGEST
EXCLUSIVE PERCUSSION CENTER

our:

th
NOW IN ITS 38 YEAR AT THE SAME LOCATION

ANNOUNCES

\\ UPE |{®cussion Products Line

N YNNI NN

MAURIE LISHON
Pres.

FRANKS

226 South Wabash Avenue

Chicago, Ilinois 60604

pereussion conter of america

MARTY LISHON
V.P. & Gen. Mgr.

THE HOME OF QUALITY NAME BRANDS 3¢

in percussion instruments, accessories and literature

EXCLUSIVE DISTRIBUTORS OF:

PERCUSSION & MARIMBA ENSEMBLES
From the Library of GORDON PETERS
PERCUSSION ENSEMBLE
SWORDS OF MODA-LING- G. Peters
7/8 players plus piano (timps, Mallets, Perc.)
MARIMBA ENSEMBLE
LENTO-Schlenk

PRELUDE IN Bb MINOR-J. S. Bach
GREENSLEEVES
GALOPING COMEDIANS-Kabelevsky
MATONA MIA CARA-Di Lassus
BALLET OF THE UNHATCHED CHICKS (Pics at
Exh.)-Moussorgsky
CHORALE-Resseger
POLKA from “Golden Age”-Shostakovich
SCHERZO-Symphony #4-Tchaikovsky
KANON-Pachelbel
WALTZ (Serenade for Strings)-Tchaikovsky
FARANDOLE-(L’Arlesienne)-Bizet
All ensembles have full scores & parts.
7 players required (including 1 string bass) 4
marimbas, 1 xylophone needed

FRANKS

312-922-8761
312-922-1300
PAM CASES
FDS CUSTOM TAMBOURINES
VITTO 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 SOLOS
(unaccomp)
ED STRAIGHT - Snare Drum System

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.

DRUM SHOP

-61-
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PERCUGSIVE ARTS
SOCKETY

ADVERTISEMENT SPACE IS AVAILABLE
IN PERCUSSIVE NOTES
Write for rate card which contains details: Editor, PERCUSSIVE NOTES, P.O. Box
02095, Columbus, Ohio 43202,

MEL BAY PUBLICATIONS

PRESENTS

STAGE BAND SLE

DRUMMER'S GUIDE hy JOHN PICKERING

John Pickering, author of the popular
“Drummer’s Cookbook,” has compiled a PLAN NOW TO ATTEND:
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 PASIC 78

university drum students. OCTOBER 28-30, 1978

LIST PRICE...$4.95 AT ARIZONA STATE UNIVERSITY
WRITE FOR FREE CATALOG TO: TEMPE, ARIZONA

C/ MERVIN BRITTON, HOST
MEL BAY

PUBLICATIONS, INC.
PACIFIC, MO. 63069

-62-



Alassified e

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, P.O. Box 02095, Columbus, Ohio 43202, (In figuring
costs, words with only 1 or 2 letters — no charge for these
words).

PUBLICATIONS

DISCO DRUMS by John A. Ruka. AS REVIEWED IN THE
SPRING/SUMMER ISSUE OF PERCUSSIVE NOTES (PG.
30)!! A practical approach to hustle, bump, reggae, salsa, etc..
For all working drummers and instructors. Highly infermative!
Only $3.95 + $.50 (post). Limited Ltd. Publishing, Dept. DD
701, 3427 S. Herman St., Milwaukee, WI. 53207.

DRUM SET PROFICIENCY - James Earl Barnes - $10.00. 79pp.
An exercise-method for total inter-independence. Intermediate
to advanced. Box 816, Northampton, Ma 01060

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 plaies, new
@ $15, Better Percussion, 132 Pleasant Ave., Englewood, NJ.
07631.

INTERESTED IN PROFITABLE ROAD WORD?? The Road:
How to Get It, Live with It, and Profit is a complete success
manual for road musicians, FREE DETAILS! The Road, Dept
PN1, 8138 Gridley Ave., Wauwatosa, WL 53213.

FROGS AREN'T VERY PRETTY But Keiko Abe’s 4-mallet
marimba solo of the same name is sheer joy! Ms. Abe delighted
audiences with her dazzling performance on this piece all across
the U.S. on her last year’s tour. Send $3.50 to Studio 4
Productions; box 266; Northridge, Ca. 91328.

WHATS NEW FROM GORDON STOUT???? ANDANTE AND
ALLEGRO for marimba & piano. $6.00 from Studio 4
Productions; box 266; Northridge, Ca. 91328.

TIRED OF THE SAME OLD MULTIPLE PERCUSSION
SOLOS? Then you’ll like this new one by John Beck: EPISODE
FOR SOLO PERCUSSION. $3.00. Studio 4 Productions; box
266; Northridge, Ca. 91328,

OUR RECORDS HAVE A HOLE IN THE MIDDLE, Thats a
necessity of course, so you can place them on your turntable
and listen to the stunning performances of Karen Ervin (A
MARIMBA RECITAL) and Gordon Stout (MUSIC FOR SOLO
MARIMBA). Each record $6.95 + 60¢ shipping = $7.60, Studio
4 Productions; box 266; Northridge, Ca. 91328,

PRODUCTS

NOW AVAILABLE - 100% VIRGIN WOOL FELT - for timpany
stick covering. For information and price list, write: BJ
enterprises, Box 2804, Sepulveda, Ca. 91343.

FOR SALE - Large Bar Deagan 264 - 4 octave C to C. Artists
special xylophone. Best offer. 616-637-5525 - 1019 E, Wilson,
South Haven, Mich. 49090.

MARIMBA FOR SALE - 4 octave - Leedy-Ludwig. Full size
rosewood bars and resonators. Excellent condition. $600.00.
612/232-8179 or write: 101 Barton, Terre Haute, IN 47803,

For Sale: Marimbas and Vibes; Several instruments available.
Hyer Marimba Products, 354 N. Franklin, Delaware, Ohio,
43015, (614) 632-7491,

-63-

FOR SALE - Waldteufel small, calf headed, friction drum made
from a tin can with string affixed to center. A stick is attached
to string and can is swung from stick. (see Peinkofer & Blades)
Called for by Kagel, Orff. $5.00 incl. post....Michael Rosen,
Oberlin Conservatory, Oberlin, Ohio 44074.

CUSTOM STICKS AND MALLETS made to your design.
Custom wood turning to your specifications from domestic and
imported woods. Bamboo also. Standard series available. Con-
tact: Andrew Feldman Hand Crafted Percussion Products, 82
Fairmount Avenue, Clifton, New Jersey 07011, Telephone:
201-772-3875.

WANTED

NEEDED - Used Marimbas and Vibes: We have many more
buyers than available instruments. We offer top dollar. Hyer
Marimba Products, 364 N. Franklin, Delaware, Ohio, 43015.

WANTED: Used 4 or 4-1/3 octave rosewood marimba, Please
contact: Win Winfree, 406 S. Armistead Ave., Hampton, VA,
23669, 804-722-8456.
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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.
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In this year’s winners circle-

In order to be

tha bast, you've gol

1o keep being better. And
lhe winner and slill champion

iz Slingeriand. Because nobody has made more
recenl drum advancemaents than Slingerland.
And nobody has advanced more drummers.

The 2-10-1 Snare Drum. Timp-Tom Trio. Yellow
Jackel Pedal. SRT-8and SRT-9 Tilters. 87 and
88 Stands. Conga. Tumba. Custom made,

parsonalized
finishes. Unequaled
wood finishes. Even ad-
vancements in the world's
most advanced snare drum, the TDR.

When it comes to percussion, Slingerland will
continue o be the mosl innovative company in
the industry. Because, while the others make
the best with what they have, Slingerland
simply makes the besl.

Slingerland Drum Co., 8633 N. Milwaukes Avenue, Miles, liinois A0840
Call Tell Frea: 00/ 33 3-407T
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Trust the leader

LATIN PERCUSSION

SONICNA KNOWS!

Trusi ithe lcader
LATIN PERCUSSION.
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