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r QUESTION. 

.,-'2°._.,s Stee  t)ru  ' 
W or} 'Tre es 
"[ho  Gongs- 

ANSWER. 

AT CAtltI OLL SOUND, 
OF COURSE! 

Importers & manufacturers of quality specialty 
instruments and sound effects. 

Send for our FREE catalog today. 

CARROLL SOUND, INC. 35t  WEST 41st STREET/NEW YORK, N.Y. 10036/ (212)  868-4~12( 



Bell on e%lingcrland. 
A CLASS REUNION. 

Louie Bellson~ first impression was risht 
Slinserland sounds best. And thoush times have 
chansed, that fact hasn't. But drums don't set 
better by themselves. You have to chanse them. 
And nobody~ been chansin 8 the drum for the 
better more than Slinserland. 

Louie and Slinserland both know that simply 
keepin 8 time isn't enoush. You have to be ahead of 
the times. That~ why both have been credited with 
so many breakthroushs. Like Louie~ double bass 
and disappearin8 spurs. And Slinserland~ spitfire 
snare and TDR advancement. 

I~ no surprise that Louie Bellson and Slinserland 
are back tosether asain. But what makes Slinserland 
particularly happy is that after tryin 8 other makes of 
drums...Louie came back to Slinserland. The 
perfect reunion of the 8reatest drummer, and the 
8reatest drum. Louie Bellson and Slinserland in a 
class by themselves. 

r 

z%~, / i " i ̧~ 

~633 N Milwaukee Avenue. Nfles, llhl~is ~0648 



AMERICA'S OLDEST AND LARGEST 

EXCLUSIVE PERCUSSION CENTER 
38 ,h NOW IN ITS YEAR AT THE SAME LOCATION 

o u  r: 
ANNOUNCES 

N II IDIJ I| cussion Products Line 
~ ~ ,  ~, ¥¥¥~, ¥~, ,~ 

MAURIE LISHON 
Pres. 

226 South Wabash Ave~ 

Chicago, l inois 60604 

MARTY LISHON 
V.P. & Gen. Mgr. 

312-922-8761 
312-922-1300 

THE HOME OF QUALITY NAME BRANDS -~. 
in percussion instruments, accessories and literature 

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

PERCUSSION ENSEMBLE 
SWORDS OF MODA-LING- G. Peters 

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

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

Exh.)-Moussorgsky 
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 

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

VITTO TYMP SOLOS (2) 
w/piano accompaniment 

4 MALLET TRADITIONAL KEYBOARD 
(unaccomp) 

ED STRAIGHT - Snare Drum System 

SOLOS 

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

FRANKS DRUM SHOP 



PRESENTING THE RIGHT SOUND, 
THE RIGHT RESPONSE, 

THAT'S JUST RIGHT FOR YOU. 
Presenting Yamaha's all-new System 

Drums, an innovative line-up that's in-time 
with today's ever-growing variety of sounds 
and complex playing styles. A superior 
system resulting from nearly a century of 
musical instrument manufacturing expertise. 
And the consultation of top professional 
drummers in critical real-life studio and 
road evaluations. 

The YD-9000 Series, featuring all-birch 
laminated shells.The system for bright 
sound, fast sharp response. 

The YD-7000 Series and Concert Tom 
Toms, crafted from laminated shells 
of expertly-selected woods. If you're looking 

for a heavier sound with a deeper, mellow 
response, this is the system for you. 

Use these series as complete sets, inte- 
grate elements, or add the drum you need to 
what you already have. Anyway you stack 
if, Yamaha's System Drums mesh with your 
own particular style. 

To complement our drums, try Yamaha's 
new heavy-duty hardware. It's designed to 
stay quiet. And it's sturdy. No matter how 
hard you play or travel, your drums will 
always be secure. 

See what you've been missing. Giveyour- 
self the right sound and response. See the 
authorized Yamaha dealer in your area today. 
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Joel Leach 
Professor of Percussion 
California State 
University 

James Sewrey 
Clinician, composer, author, 
elementary education specialist 

Phillip W. Hewett 
Professor of Percussion 
Kansas State University 

S- ~" 

i 

F 
George Frock 
Professor of Percussion 
University of Texas 

Robert J. Schietroma 
Professor of Percussion 
North Texas State 
University 

Philip Fain i  
Professor of Percussion 
West Virginia University 

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

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

Paul Price 
Manhattan School 
of Music 
Kean College of 

Premier brings you the pereussiorL 
Andt e . 

Fred Wickstrom 
University of Miami 
Principal percussionist 
Greater Miami 
Philharmonic 

James Petercsak 
Crane School of Music 
Potsdam, New York 

\ ;:/" 
J 

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

Clem DeRosa 
Columbia University 
Teachers College 
Consultant, Kennedy 
Center for the 
Performing Arts 
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A whole array of great new 
Remo and Pro-Mark 
percussion products to help 
you sound better! See your 
Remo/Pro-Mark dealer for 
details, or write for complete 
catalogs today. 

New! Economical 
black epoxy-coated 
RotoToms 
Same sound, same rugged quality, same 
versatility-- but now Remo's rapid-tuning 
drums are available with a durable and 
attractive black epoxy finish (as well 
as with the standard chrome finish). 
Seven sizes from 
6" to 18" diam~ 
with choLce of 
timpani or tom 
tom heads (CS 
Black Dot is 
standard) 

New! Pro.Mark 
handmade drumsticks 
Now we've developed an exclusive new wood 
treatment to reduce warpage in all Pro-Mark 
hardwood sticks And we're introducing brand 
new DC-10 "Rob Carson" model sticks Plus_~ 
be sure to get your hands on the all-new A 
Hands Hickory Drumsticks... soontobe I~ [~  
available through a select group of music r ~  I 
dealers. 

New! Trimline 
RotoTom Reflectors-- 
half or full shells 
Our reflector concept to focus RotoTom sound 
has been refined and improved to increase the 
effective volume of sound. Furnished in half- 
shell or full shell sets for all seven RotoToms 
sizes. The reflectors are fully formed of clear 
acrylic with aluminum rims and coma 
complete with metal brackets for attaching to 
the RotoToms. Available in complete sets or as 
individual components. 

New=, 15" high.strength 
CS/Pi .nStripe 
march=ng head 
Greater durability and pull-out resistance than 
any previous Remo drum head! We've 
developed a special construction utilizing 
a urethane compound and a rolled-in metal 
edge which significantly increases the 
capability to withstand the kind of head tension 
favored by many drum corps and marching 
bands. And, to make 
it doubly appealing, 
we've combined our 
CS center dot rein-- 
forcement with Pin- 
Stripe construction 
fora great, new 
marching sound. 

New! RotoTrac modular 
mounting system 
for RotoToms 
Permits simple, quick set-up of RotoToms on 
stands or marching harnesses in virtually any 
desired configuration! Consists of extruded 
aluminum tracks in various lengths which can 
be joined together, plus connectors which 
position RotoToms securely at any position 
along the tracks. Connectors are designed for 
quick disconnect with "position memory." 
Special tilt-and-swivel connector permits 
RotoToms mounting at any desired angle. 

If 
¢(; 

New! Practice set 
stabilizer platform 
Designed to give Remo's RPS10 and RPS10T 
practice sets the needed stability for today's 
hard-driving rock and jazz drum styles! This 

accessory item 
consists of a 
20" by 28" 

~-~ black finish 
fiberboard 
platform, plus 
mounting 
hardware, 
Features a grip 
surface to 
accommodate 
bass drum 
pedal. 

New! Improved 
RotoTom marching 
sets 
Our improved marching harness plus the 
versatile RotoTrac mounting system has 
resulted in a whole family of RotoTom 
marching sets--with or without Trimline 
reflectors in choice of chrome-plated or black 
epoxy finish, One-, two-, three-and four- 
RotoTom combination sets with harness are 
available. 

Plus = , 
Remo's and Pro.Mark's 
lines of percussion 
products 
Including the Sound Choice in drum heads 
PinStripe, CS Black Dot, FiberSkyn and 
Weather King; Remo tuneable practice pads 
and practice drumsets; Pro-Mark 
drumsticks, multi-mallets and accessories. 
Better products for better percussion! 

® 

R S M O  
We help you sound bette[I 
REMO, INC, 12804 RAYMER ST, NORTH HOLLYWOOD, CA 91005 
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PERCUSSION METHODS 
SCHINSTINE/HOEY PERCUSSION METHOD 

BASIC DRUM BOOK . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $5.50 
All new concept featuring Traditional Grip as well as Mat- 
chad Grip. Multiple Bounce method of teaching rolls. New 
moving illustrations. Basic cymbal and bass drum 
technique. Includes tests, pull-out flash cards, moving 
illustrations, solos, duets and ten ensembles. 

SUPPLEMENTARY MATERIAL 
LITTLE CHAMP FIRST YEAR DRUM SOLOS (VE-E) . . . . . . . .  1.75 

PIANO ACCOMPANIMENT . . . . . . . . . . . . . . . . . . . . . . . . . .  3.50 
RECORDING . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  2.95 

ACADEMIC ENSEMBLES (VE-M) . . . . . . . . . . . . . . . . . . . . . . .  2.00 
FOUR HANDS A-ROUND (Duets)--Easy Canons (E) . . . . . . .  2.00 

INTERMEDIATE DRUM BOOK . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  4.50 
All new material continuing the modern percussion con- 
cept. Additional moving illustrations. Creative works are 
enlarged. Multiple percussion solos. Theory notes. In- 
cludes triangle, tambourine, suspended cymbal, claves, 
maracas and castanet techniques, completing basic 
techniques for the musical percussionist. 

SUPPLEMENTARY MATERIAL 
SOUTHERN SPECIAL DRUM SOLOS (E-M) . . . . . . . . . . . . . .  3.50 
DRUMMING TOGETHER (Duets) (M) . . . . . . . . . . . . . . . . . . . .  3.50 
A ROUND OF 6/8 DRUM SOLOS (M) . . . . . . . . . . . . . . . . . . . .  1.00 
FUTURISTIC DRUM SOLOS (M) . . . . . . . . . . . . . . . . . . . . . . . .  3.00 
FOUR HAND A-ROUND (Duets)--Advanced Canons (M) . . .  3.00 

PERCUSSION COLLECTIONS 
ADADEMIC ENSEMBLES, Hoey (VE-M) ..................... 2.50 

Very flexible. Can be used as duets, trios or quartets with 
almost any instruments available. 

ADVENTURES IN SOLO DRUMMING, Schinstine (M-A) . . . . . . . .  2.50 
Collection of contemporary snare drum solos dedicated to 
20 well.known drummers. For the outstanding high school 
or college percussionist. A real challenge and great fun. 

DRUMMING TOGETHER, Schinstine (E-MA) . . . . . . . . . . . . . . . . .  3.50 
Duets for the advancing drummer. May be used with the In- 
termediate Drum Book. Many of these are on State and 
National Contest lists. 

FOUR HANDS A.ROUND--Easy cannons, Schinstine (E-M) . . . .  2.00 

A unique collection of duets in canonic form which allows 
for maximum creative opportunity to the players. Different 
music styles are represented. 

FOUR HANDS A.ROUND--Advanced canons, 
Schlnstine (MA-A) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  3.00 

A logical extension of the easy book and a good sequel to 
DRUMMING TOGETHER. 

FUTURISTIC DRUM SOLOS, Schinstine (E-MA) . . . . . . . . . . . . . .  3.00 
Snare drum solos for the serious drum student. Several 
contest solos included, such as "Sonata Fantastic," 
"Minuet for Moderns," etc. 

LITTLE CHAMP 1ST YEAR DRUM SOLOS 
Schinstine (VE-E) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  1.75 
Piano accompaniment . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  3.50 
Recording . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  2.95 

THE DEVELOPING SOLO TIMPANIST, Schinstine (E-A) . . . . . . . .  7.50 
ROUND OF 6/8 DRUM SOLOS, Hoey (M-MA) . . . . . . . . . . . . . . . . .  1.00 

Solos all In 6/8 time to further acquaint students with rhyth- 
ms in this meter. 

17 PLUS PERCUSSION PIECES, Schlnstine (M-A) . . . . . . . . . . . . .  4.00 
A collection of contest solos in a variety of styles, M-A 
solos found on most National and State lists. Includes 
"Beating the Blues," "Synco Stix," "The All-State Drum- 
mer," etc. 

SOUTHERN SPECIAL DRUM SOLOS, Schinstine (E-MA) . . . . . . .  3.50 
To be used with the Intermediate Method. Our most 
popular solo book. 

TYMP TUNES, Schinstine (M E-MA), (2, 3, 4) . . . . . . . . . . . . . . . . . .  3.00 

Wdte for Complete Catalogue 

S & S SCHOOL OF MUSIC  
Keim & Buchert Road 

Pottstown, Pennsylvania 19464 
Phone 326-6211 

Add =1.00 postage and handling on all orders under Sl0.00 

NEWS...  

By William J. Schinstine 

It is unlikely that many PAS members know of the activities 
of the National Association of Music Merchants (NAMM) and 
their annual Convention. This year's convention was held in 
Chicago at the McCormick Place Convention Center June 23-27. 
As in previous years, PAS had a booth in a most prominent 
location caved for by Executive SecretazT-Treasurer Neal 
Fluegel and Recording Secretary Jackie Meyer. The PAS display 
included copies of recent Percussive Notes, The Parcmmionizt 
and other PAS publications. Application blanks for new 
members and announcements of our International Convention 
were also on the display. On the front table was a visitors sign-in 
book. 

During this convention a large number of new members were 
signed up including many new commercial members. Taking 
care of one of these booths is no easy job. It is here that our 
representatives seek out percussion manufacturers and encour- 
age those who ave not yet members to join. Here is where these 
same commercial members ave encouraged to exhibit at the PAS 
International Convention. In the process, our representatives 
have to sell the value of membership to these business people. 

Rounding up advertising is another job for convention time. 
Much behind the scenes type activity is necessary. Our Neal and 
Jackie ave old hands at this type activity and do a fine job. 
Remember, they don't get paid for this. Only their expenses ave 
covered. 

One of the rewarding tasks for this writer at these conven- 
tions is to fill in and relieve our reps allowing them to circulate. 
A large number of wonderful members stop by and exchange 
ideas and greetings. New percussion friends ave encouraged to 
join our fine organization. Name cards get exchanged, letters 
follow the show and new friends are added to the ones we made 
in previous years. 

If  you are connected with the commercial side of  the 
percussion industry and have never been to a NAMM Show, plan 
to attend next  year. Just about every important percussion 
manufacturer, wholesaler and publisher have a display. Many 
famous percussionists ave in attendance. Some ate brought in by 
manufacturers and are available to talk with you. For  example, 
there was Louis Bellson, Buddy Rich, Roy  Burns, Jake Hanna, 
Billy Cobham, Larry London, Bobby Rosengarden, Joe Jones, 
At Payson, Roy Knapp, Mike Baiter, Morris Lisbon, and many 
others. 

The after show hours events at the NAMM Show ave as 
spectacular as the show itself! Our good friend Bill Ludwig gave 
a super party featuring Buddy Rich and Band. Slingerland and 
Zildjian among others supported the Down Beat Happening 
another evening featuring some great musicians. Slingerland and 
Zildjian plus others sponsored Maynard Fergnson's great band, 
and many of  the hotels had special musical groups. 

For  drummers, just getting the chance to m b  shoulders with 
the top brass of  the major drum companies is a thrill. Finding 
out  what is new is the biggest kick of  all. Never a show goes by 
that  these companies don ' t  roll out  their latest new ideas. 

Several of  the drum companies had special soundproof rooms 
in which to feature and demonstrate their drums. Most notable 
at this years show were the great group sponsored by Rogers/ 
CBS featuring Roy  Bums. He got together some fine players. 
Tama also had a room for Billy Cobham to use in demonstrating 
their drums. You could talk drum heads and Roto-Toms with 
Remo Belli. We even met  the top men at Star Instruments who 
produce those interesting drum synthesizers. Slingerland had a 
beautiful display along with the Deagan products they now 
distribute. And you have to meet  Willie and Irwin Berg who 
make such fine drum cases and thrones. These people love 
drums and drummers and will talk endlessly with you about  
your special problems and needs. 

If you get the idea that  this show turns me on you are 
absolutely correct. Why don ' t  you plan to get turned on by 
NAMM in '79. You'll  have a fine time! 
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I have just  finished reading the latest issue o f  "'Percussive Notes"  
(Spring/Summer '78) from cover to cover and Z want  to 
commend everyone involved for a job well done. We as members 
o f  PAS can be extremely proud o f  this publication. 

I have been a member  o f  PAS for many years now and it  has 
been a source o f  pleasure and pride to see this organization 
mature and grow. We have long suffered the stigma o f  being 
"drummers" but through the efforts o f  PAS and its publica- 
tions, I see the light at  the end o f  the tunnel. 

The most  pleasing aspect about PAS  today seems to be its "grass 
roots" strength. I have watched our own state chapter grow in 
jus t  a few short  years from a business meeting~newsletter group, 
to one o f  the most  active musical organizations in our state. Just 
look at the interest in clinics, conventions, and programs as well 
as the involvement by people in all professions throughout the 
world. 

As  for "PERCUSSIVE NOTES,"  i t  is probably the most  
informative, educational and professionally organized publica- 
tion o f  its kind today. As  a former percussionist, I enjoy being 
able to stay abreast o f  the developments taking place world- 
wide. As  a conductor, I especially like Mr. Rosen's column, 
"Terms Used in Percussion" as well as being informed o f  new 
literature and performance tips. 

I am not  normally a letter writer but I know the tremendous 
amount  o f  work it ~akas to p u t  a publication like "Notes"  
together and because o f  the truly excellent  work shown by this 
latest issue, I thought you deserved a heartfelt thank you and a 
pat  on the back. I am glad that many o f  the early founders and 
supporters o f  PAS  are still with us to see their dream unfolding 
into reality. Sincerely, Dennis L. Johnson, Conductor o f  Bands, 
lnterlochen Arts  Academy,  Interlochen, Michigan. 

P E R F O R M A N C E  R E V I E W S  

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

Bob Beeker plays Zildjian cymbals, 
Japanese temple bowls, Pakistani 

cowbells, Chinese tom-toms, 
and a mbira. Kyra Lober dances. 

By Tom Johnson 

I had not  intended to write about  Bob Becket. I was well 
aware that he was one of the  more accomplished percussionists 
around, but  that in itself did no t  seem particularly noteworthy, 
and when I went to his program with dancer Kyra Lober at the 
Open Eye on June 17, it was simply because it seemed like a 
pleasant way to spend a Saturday evening. I d idn ' t  even bother 
to try to obtain a press ticket. By intermission, however, it 
became quite clear that  Becker is much more than just a fine 
percussionist and that someone ought to say so. 

One thing that  sets Becker off from other percussionists is 
the stylistic breadth he has attained. He has played an extremely 
varied repertoire with Paul Winter, Steve Reich, and Chuck 
Mangione as well as at Marlboro and the C ~ ] s  Festival, and is a 
key member of the percussion ensemble Nexus. But he has also 

-9  

studied tabla and mrdangam with Indian teachers, gamelan with 
Indonesian teachers, and Ghanaian drumming with African 
teachers. And somewhere along the line he also became 
proficient on the mbira, sometimes referred to as a kalimba or 
thumb piano. With this kind of background, it is a simple matter 
for him to take on Japanese temple bowls, or Pakistani 
cowbells. I 'm sure that he could even make my kitchen table 
sound good were he so inclined. But I doubt  that he'd bother. If 
one thing is more important  to him than fine percussion 
playing, it would be fine percussion to play on. Some of the 
instruments he worked with in this concert were themselves 
works of art. 

Another thing that sets Becket off from other percussionists 
is his creative approach to playing. He doesn' t  seem to refer to 
himself as a "composer," and none of the pieces he played on 
this occasion had the pretensions of actual "compositions," but  
most of them were no t  really improvisations either. Generally 
he works with simple structures, perhaps merely a long 
crescendo, or a sequence of isolated tones, or a set of 
permutations. Compositionally, such procedures might even 
seem simplistic if played by an ordinary percussionist. But in 
Becker's highly skilled hands, they never do. 

Another special thing about  Becket is the way he has learned 
to work with dance. He and Lober work together with the kind 
of  mutual  concern that  one senses between guitarists and 
flamenco dancers, or between African drummers and dancers, 
and which I seldom feel between ballet companies and their pit 
orchestras, or between modern dancers and their tapes. At this 
concert the music and dance seemed equally important. Each 
was to some degree subservient to the other, both seemed to 
involve equal amounts of preparation time, and probably 
neither would have evolved without the other. The usual 
separation between music and dance in our culture is presumed 
in newspapers, as well as in bookstores, university curriculumJ, 
and performance series. If pairings like Becker and Lober were 
not  so rare, perhaps one  would begin to find more contexts 
where dance and music could be enjoyed and discussed equally, 
and together. 
Reprinted from: The Village Voice, July 3, 1978 

BLACKEARTH PERCUSSION GROUP 
Ensemble-in-Residence 

Garry Kvistad, Stacey Bowers, Allen Otte  
at 

University of  Cincinnati 
College-Conservatory of  Music  

"One of  America's foremost  
performance schools  of  music" 
Curriculum includes: 
• Comprehensive private instruction in all 

areas of percussion 

• Instrument making and maintenance of 
traditional percussion equipment 

• Mallet making and repair 

• Extensive percussion orchestral 
experiences 

Cincinnati Auditions: 
December 2, 1978 February 10, 1979 
January 20, 1979 March 3. 1979 

For more information, write: 
PAr. W. Harold l_aster 
Assistant Dean for Admissions 
Box P 
College-Conservatory of Music 
Cincinnati, Ohio 45221 



6TH ANNUAL 

PERCUSSION COMPOSITION CONTEST 

1978-79 

PURPOSE OF C O M P E T I T I O N  

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

P R I Z E S  

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

Second Place -- $200 

Third Place -- $100 

C O M P E T I T I O N  D E T A I L S  

Medium 

Difficulty Level 

Restrictions 

Required Material 

Entry Fee 

This years competition is for a KEYBOARD (Mallet, Bar, etc.) PERCUSSION ENSEMBLE 
consisting of three (3) or more players. 

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

Previously published or commissioned works may not be entered. 

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

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

Deadline 

Return of Entries 

Adjudicators 

All entries must be received on or before June 1, 1979 
Send to: 6th Annual Percussion Composition Contest 

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

All scores wil l  be returned to composers following judging. 

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

GORDON PETERS-- 

GITTA STEINER - 
MICHAEL ROSEN - 
JOHN O'REILLY -- 
DANIEL KESSNER -- 

Principal Percussionist Chicago Symphony and founder of. the Eastman 
Marimba Masters. 
Prominent Percussion composer. 
Head of Percussion Oberlin Conservatory and Performer. 
Prominent percussion composer and publisher/editor. 
Faculty, California State University at Northridge, California 
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PLAN NOW TO ATTEND 
1978 PERCUSSIVE ARTS SOCIETY 
INTERNATIONAL CONVENTION 

O CTO B E R 27-29, 1978 
AT A R I Z O N A  STATE UNIVERSITY 

TEMPE,  A R I Z O N A  

The 1978 PERCUSSIVE ARTS SOCIETY INTER- 
NATIONAL CONVENTION begins on Friday morning, 
October 27th with a General Session, continues 
through Saturday, and concludes on Sunday after- 
noon, October 29th with an afternoon performance of 
the PASIC-78 Marimba Symphony Orchestra. 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 CON- 

CERT. 

JAMES B L A D E S -  the dean of English percussionists. 

VIC FIRTH -- Timpanist of the Boston Symphony 

Orchestra 

CHARLES OWEN -- former percussionist with the 

Philadelphia Orchestra 

LEIGH HOWARD STEVENS-  Concert Marimbist 

BILL MOLENHOF -- Vibe Artist 

RICHARD CHEADLE -- Multi-Media Recital 

ROBERT SCHIETROMA -- Marching Percussion 

Clinic 

JOHN BERGAMO - specialist in tabla appearing with 

his hand drumming group. 

GRACE NASH -- Orff Instrument Clinic and Per- 

formance 

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

studio. 
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PARTCH ENSEMBLE -- unique percussion instru- 

ments presented in performance under the direction of 

Danlee Mitchell, and on display throughout conven- 

tion. 

TINTINNABULUM -- L.A. based professional per- 

cussion quartet 

WILLIAM KRAFT - RONALD LOPRESTI - 

ARMAND RUSSELL -- three great composers who 

will present their works and discuss composing for 

percussion. 

JOHN GALM, HARRISON POWLEY, and others will 

present papers on HISTORICAL R ESEARCH. 

OUTSTANDING COLLEGE PERCUSSION ENSEM- 

BLES -- University of Texas, George Frock, Director 

Boise State University, Dr. John Baldwin, Director 

Arizona State University, Mark Sunkett, Director 

MONTEBELLO PERCUSSION ENSEMBLE -- a 

marvelous group of very young percussionists under 

the direction of Steve Traugh. 

PASIC-78 MARIMBA SYMPHONY O R C H E S T R A -  

50 selected young marimbists directed by Joel Leach, 

patterned after the great Clair O. Musser Marimba 

Orchestras of the '30s and '40s. 

EXHIBITS - -  A fantastic and complete display of 
percussion products and publications with experts on 

hand to answer all your questions. 



PICTURED ARE S O M E  OF THE ARTISTS A N D  GROUPS T H A T  WILL 
PERFORM AT PASlC "78 - - D O N ' T  MISS THIS O U T S T A N D I N G  EVENT 

IN THE PERCUSSION WORLD!  

ED SHAUGHNESSY A N D  HIS E N E R G Y  FORCE BAND 

Ed Shaughnessy, the famed star drummer of the Johnny 
Carson "Tonight Show", is the driving force behind his own big 
band, ENERGY FORCE. This powerful seventeen piece ensem- 
ble generates excitement and enthusiasm with its vast repertoire 
and artful combination of sound and vitality. As the name 
implies, ENERGY FORCE is a magnetic expression of spirit, 
vigor and excitement which radiates from Ed Shaughnessy 
throughout each section in the band. 

Ed has performed with every major symphony in the United 
States, countless big bands, and has backed almost every 
creative ensemble ever to enter a recording studio. 

He began playing drums at the age of fourteen in his native 
state of New Jersey. At nineteen years of age, he was already 
performing with George Shearing in New York City. Much of 
Ed's success can be attributed to his combination of artistry and 
philosophy while performing with other musicians. "Being a 
successful member of the group is the only way to be a good 
soloist." This is clearly shared by the brilliant soloists who 
comprise his own seventeen piece band, ENERGY FORCE. 

An author of two instruction books, NEW TIME SIGNA- 
TURES IN JAZZ DRUMMING and BIG BAND DRUMMER'S 
READING GUIDE, Ed is one of today's most sought after drum 
set clinicians in International Music Education. A clinic by Ed 
Shaughnessy makes drummers and other musicians quickly 
realize why the critics say he is "One of the World's Greatest 
Drummers." 

V I C  F I R T H  --  T I M P A N I S T  

Vic Firth is the Solo Timpanist and head of the Percussion 
Section with the Boston Symphony Orchestra and the Boston 
Pops Orchestra. He joined the orchestra in 1952 at the age of 
twenty-one. He was among the youngest performers ever to join 
the orchestra. He became solo tympanist and head of the 
percussion section at the advanced age of 25. 

In addition, he is head of the Timpani and Percussion 
Department at the New England Conservatory of Music, and the 
Berkshire Music Center, Tanglewood, summer home of the 
Boston Symphony Orchestra. As well as teaching, he coaches 
percussion ensembles and chamber music at both schools. He is 
also a member of the Boston Symphony Chamber Players. 

He has made many recordings with the Boston Symphony 
Orchestra, the Boston Symphony Chamber Players, and the 
Boston Pops Orchestra on RCA Victor records. 

BI LL M O L E N H O F  -- V I B R A H A R P  

Bill Molenhof is a former faculty member of the Berklee 
College of Music in Boston. 

He has composed and recorded an outstanding volume of 
vibraharp solo pieces which are published by Kendor Music 
Company. 

Bill has performed with Pat Metheny, Arnie Lawrence, NBC 
Today Show with Ruby Braff and is currently featured soloist 
and composer with Downbeat International Critic's Poll winners 
Jackie Cain and Roy Kral. 
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LEIGH H O W A R D  S T E V E N S  -- M A R I M B I S T  

Leigh Howard Stevens is considered one of America's 
foremost Marimba Virtuosi. Leigh has developed a new system 
of technique which allows the performance of marimba music 
once considered impossible. These new techniques, along with 
his mastery of mallet independence have greatly expanded the 
compositional and musical possibilities of the marimba. His 
repertoire ranges from the Preludes and Fugues of J. S. Bach to 
the most contemporary Avant-Grade literature. 

A graduate of the Eastman School of Music where he studied 
with John Beck. Leigh has also studied with the renowned Vida 
Chenoweth in Auckland, New Zealand, and the late Billy Dorn 
of the New York Philharmonic. 

Leigh's intense musical training and creative approach to 
marimba performance have led to an impressive schedule of 
concert appearances, more than fifteen world premiere perfor- 
mances of works for solo marimba, and a long list of private 
students who wish to learn about his unique marimba style and 
technique. He is a widely sought after guest clinician at colleges, 
schools of music, and percussion gatherings throughout the 
United States. 

R O B E R T  J. SCHIETR.OMA 
M A R C H I N G  PERCUSSION 

Robert J. Schietroma is professor of percussion at North 
Texas State University, Denton, Texas. He holds a doctorate of 
musical arts degree from the University of Iowa. His background 
is replete with successful experience as a teacher, administrator 
and performer. Bob is an active member of a number of leading 
professional associations including the Percussive Arts Society. 
His substantial background of experience, along with his 
dynamic enthusiasm, places constant demand upon his skills as 
adjudicator and clinician. 

Contemporary in his thinking and approac~ to a wide range 
of educational percussion activities, Bob has written and 
directed films of marching half-time show presentations. An 
innovator, Bob's PASIC session will Focus on marching per- 
cussion (drum corps style). 
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C H A R L E S  OWEN - -  PERCUSSIONIST 

Charles Owen is presently Professor of Percussion at the 
University of Michigan in Ann,Arbor, Michigan, and head of 
Percussion at the Aspen Music Festival. When time permits, he 
also performs at the Casals Festival in Puerto Rico. 

Prior to coming to Michigan he was First Percussionist with 
the Philadelphia Orchestra under Eugene Ormandy for 18 years, 
and in this capacity played for most of the world's leading 
conductors and recorded for Columbus and R.C.A. records. He 
has also recorded for Capitol records and is well known for his 
recording of the Creston "Concertino for Marimba". 

Before joining the Philadelphia Orchestra Mr. Owen was 
Marimba Soloist and Timpanist with the U.S. Marine Band (The 
President's Own) in Washington, D.C., and was a featured soloist 
on the Band's Transcontinental tours. Many of his former 
students are now playing in major symphony orchestras. 

Mr. Owen has a private pilot's license and, when not busy 
playing or teaching, enjoys flying. He is also an enthusiastic 
skier and sailor. 



T I N T I N N A B U L U M  PERCUSSION Q U A R T E T  

TINTINNABULUM presents percussion music from various 
stylistic persuasions. Tlaeir repertoire includes standard percus- 
sion literature, experimental forms and multimedia. The quartet 
is currently presenting concerts, workshops, clinics and short 
term residencies. 

Members of the quartet are: Scott Higgins who has perform- 
ed with the Los Angeles Philharmonic and is presently timpanist 
with the L.A. Pops Orchestra. He has also performed and 
recorded with the L.A. Percussion Ensemble under the direction 
of William Kraft. He has been the recipient of scholarships to 
the Aspen Music School and Berkshire Music Center at 
Tanglewood. Currently he is working as a free-lance percussion- 
ist in Los Angeles. 

Marj Holmgren, former principal percussionist with the 
Birmingham Symphony Orchestra and free-lance percussionist 
in the midwest and Los Angeles areas. Currently Artist-in- 

Residence (Percussion) on the music faculty of Northern 
Arizona University and timpanist with the Flagstaff Symphony 

RICHARD D. CHEADLE 
MULTI-MEDIA PERFORMANCE 

Richard Cheadle is presently Assistant Professor of Music at 
Western Illinois University in Macomb, Illinois where he teaches 
applied percussion, percussion techniques, directs the percussion 
ensemble and writes for the percussion section of the marching 
band. He is presently completing the requirements for the 
Doctor of Arts degree at the University of Northern Colorado. 
His dissertation topic involves a compilation and analysis of 
multi-media works for solo percussion. He is active as soloist, 
clinician, and adjudicator in the Midwest and West and is 
currently Illinois State Chairman for NACWPI. 
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and Summer Festival Orchestras. 
Karen Ervin an active recitalist and clinician who has 

performed throughout the United States. She has twice been a 
prize winner in international competitions and has recorded 
three solo albums (Crystal, WIM and Studio 4)..She has also 
played and recorded contemporary chamber music and is 
currently on the faculty of California State University at 
Northridge. 

Donald Knaack who has performed with the Louisville 
Orchestra, Buffalo Philharmonic, Manhattan Percussion Ensem- 
ble, The Center of the Creative and Performing Arts at Buffalo 
and was a former faculty member at the State University of 
New York at Buffalo. He has recorded for Louisville Orchestra 
Masterworks, Columbia, CRI and a solo percussion album for 
Finnadar Records (a division of Atlantic Records). He has 
presented solo percussion concerts in the United States, Canada, 
England, France, Germany, Austria, Holland and Yugoslavia. 

DESCH LER 
MALLETS   _elb 

No. l 

Round Head Mallets 
color YELLOW hardness SOFT 
This hand wrapped mallet is made with 100% nylon 
three ply yarn. The rubber ball is one inch in diame- 
ter and the wrapping is held together with double 
stitching on top and bottom of  the ball. This mallet 
can be used for all types of  playing on vibes, marimba 
or xylophone. Also good for electric vibes because of  
its light head. It will give a clear sound through the 
amplifier with very little thumping sound. 

,l (H,_'~) _ . .  Send for free brochure today 

D E S C H L E R  M A L L E T S  
312 S. P A R K  A V E .  
L Y N B R O O K ,  NEW Y O R K  11583  



BOISE STATE UNIVERSITY PERCUSSION ENSEMBLE 
DR. JOHN BALDWIN, DIRECTOR 

Dr. John Baldwin is Associate Professor of Percussion and 
Theory at Boise State University. He is also on the Artist 
Faculty at Rocky Ridge Music Center in Estes Park, Colorado. 
He is timpanist and principal percussionist of the Boise 
Philharmonic, and appears regularly in faculty solo and chamber 
music recitals. Dr. Baldwin is the Percussion Editor for The 

School Musician magazine, and has written articles for the Idaho 
Music Notes, the Percussionist, Woodwind World-Brass and 
Percussion, Notes, and Percussive Notes. 

The Boise State University Percussion Ensemble and Key- 
board Percussion Ensemble have toured and performed through- 
out the Northwest area, presenting clinics and concerts for high 
schools, colleges and universities, and music educators conven- 
tions, including the 1977 Northwest Regional MENC Conven- 
tion in Seattle. Their repertoire ranges from arrangements of 
Baroque and Classic literature through Varese to the contempor- 
ary sounds of today. 

THE UNIVERSITY OF TEXAS AT AUSTIN 
PERCUSSION ENSEMBLE 

GEORGE FROCK, DIRECTOR 

George Frock holds the title of Associate Professor of Music 
and serves as Head of the Ensembles Division in the Department 
of Music at The University of Texas at Austin. 

The University of Texas at Austin Percussion Ensemble was 
organized in 1966 for the purpose of presenting the contempor- 
ary chamber literature for percussion. The Ensemble has 
travelled throughout the Southwest, appearing in eight states as 
featured artists on contemporary music festivals and on the 
programs of leading state and national music organizations. 

Presenting a wide range of literature including percussion 
ensemble standards, avant garde, mallet ensemble, and pop 
arrangements, the UT Percussion Ensemble has been acclaimed 
for its artistic, educational, and entertaining programs. 
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The Drtunmer: Man 
GORDON B. PETERS 

principal percussionist, 
Chicago Symphony Orchestra 
first president of The 
Percussive Arts Society 
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reference 
Compendium of 
historical and expert 
practical information 
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students. 

- ~ ' ~  • 365 pages, fully 
• indexed 
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from 
KEMPER-PETERS PUBLICATIONS 

800 Hinman Ave. (#306) Evanston, Illinois 60202 
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ED THIGPEN presented a drum clinic in March at DePaul 
University in Chicago, sponsored by the DePaul University 
School of Music and Drums Ltd. and through the courtesy of 
the Ludwig Drum Co. Educational Department. 

The MAIMO PERCUSSION ENSEMBLE from Sweden pre- 
sented a concert in April at the Oberlin Conservatory as part of  
their United States tour. 

A n e w  work by WILLIAM KRAFT--"Encounters  VH: Blessed 
Are the Peacemakers"--was premiered last January at the New 
England Conservatory by STEVE GRIMO and PAT HOLLEN- 
BECK, both of whom completed undergraduate work in May 
and studied with Frank Epstein and Vic Firth, respectively. The 
piece was written for the performers and they lectured and 
performed this work in the New England area. Some of the 
performances were in conjunction with William Kraft, including 
one at the New England PAS Conference at Berklee College of 
Music in Boston. 

The San Jose State University Percussion Ensemble, under the 
d i r e c t i o n  of ANTHONY CIRONE, included MARTA 
PTASZYNSKA's monumenta l  work for percussion--"Siderals, 
for Two Percussion Quin te t s ' - -on  their spring concert in May. 

LENNIE DIMUZIO of the Avedis Zildjian Company presented a 
cymbal clinic at Jeff's Drum Shop in Normal, Illinois, in April. 
He was assisted by DALE ARMSTRONG, an instructor at the 
shop. 

The music faculty of the Alabama State University College of 
the Arts presented what amounted to a mini-festival of works 
comprising an extension of the black experience in America in 
the 19th and 20th centuries. VAN TONY FREE gave the 
American premier of a piece composed by MORRIS LANG of 
the New York Philharmonic Orchestra: "Homage to Martin 
Luther King" a stunningly effective drum-gong-cymbal com- 
mentary over a well-paced biographical photo-montage. Free 
also performed during the summer with the New Orleans Pops 
Orchestra. 

Young SCOTT ROBINSON has been selected to appear with the 
Kansas City Philharmonic in a series of concerts for pre-school- 
age children. Scott will perform Schreiner's "The Worried 
Drummer" and Neil Hefti's "Cute"  with the Philharmonic. 

PAUL DICKINSON served on the artist-faculty of the first 
season of The New Mexico Music Festival at Taos. Dickinson 
received his Master of Music degree in 1975 from Northwestern 
University where he studied with TERRY APPLEBAUM. He is 
presently Instructor of Percussion at the University of Wiscon- 
sin-Stevens Point, and is active in Wisconsin as both a clinician 
and soloist. 

Sandor Balassa's "Quartet to per percussioni, Op. 18" was 
performed by the LONDON PERCUSSION ENSEMBLE. 

DOUBLE IMAGE, consisting of David Friedman and David 
Samuels both playing vibraphone, marimba and percussion, 
Harvie Swartz on  acoustic bass, and drummer/percussionist 
Michael Di Pasqua, offers a totally new group sound. 

Because of its unique instrumentat ion and fresh approach to 
individual and group improvisation, Double Image has achieved 
popularity both here and abroad, 

The group has recently released an album aptly entitled 
DOUBLE IMAGE. 

JIM CHAPIN was the artist-in-residence at a two-week 
workshop held at the School of Performing Arts of the 
University of Maine at Orono. 

PAVEL BURDA participated in performance of music by 
Downey, Yannay, and Chihara at a May concert at the 
University of Wisconsin-Milwaukee School of Fine Arts. 

EDWARD B. WUEBOLD, JR., was recently honored by the 
Cincinnati Symphony Orchestra for his 25 years of service to 
the Orchestra. 

The Canadian PAS recently presented LOUIS BELLSON and 
BILLY COBHAM in a two-day workshop course in jazz/rock 
percussion, including basic techniques, soloing, electronic drum- 
ruing, recording techniques, and performance philosophy. The 
event was coordinated by OWEN CLARK. 

The Percussion Ensembles of GLENN D. PRICE recently 
presented a concer~ of percussion works by Chavez, Miller, 
Price, and Reich, which included the world premier of "Spec- 
t rum" which was composed expressly for the International 
Society for Music Education Conference 1978. 

Music to Bund Marimba By --  Not the most common site for a 
percussion ensemble concert, but  the factory of the Musser 
Marimba/Vibe Plant was the site of a concert this past Snring 
by the Ohio State University Percussion Ensemble, James L. 
Moore, Director. A part of  the ensembles Mid-West Tour, the 
program was enthusiastically received by  the workers who 
commented that even though they build many instruments, 
they seldom get to hear them played so expertly! 
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MICHAEL VARNER is starting his second year as Percussion 
Instructor at Western Michigan University. In  addition to 
private students, he also instructs Percussion Ensemble, Marim- 
ba Ensemble, Ethno-musieology, and the drum line of the 
"Bronco" Marching Band. He also performs with the Western 
Jazz Quartet, Western Brass Quintet, and serves as principal 
percussionist of the Kalamazoo Symphony Orchestra. 

The American Music Conference, on behalf of the music 
industry, recently honored seven outstanding representatives of 
the music industry at a gala banquet  during NAMM's Interna- 
tional Music Expo this past June in Chicago. Among those 
honored with inclusion in the AMC Hall of Fame was William 
Ludwig, St. (posthumously): 

KAREN ERVIN presented a clinic on multipercussion and 
advanced multiple mallet techniques, as well as a solo recital at 
Virginia Polytechnic Insti tute and State University in April. 

ALLEN WOJTERA, Instructor of Percussion at Northeast 
Louisiana University, recently hosted their First Annual  Percus- 
sion Symposium. Features of the day's events included perfor- 
mances by the NLU Percussion and Mallet Ensembles, the 
Baylor University Percussion and Mallet Ensembles (LARRY 
VANLANDINGHAM, director), and the Louisiana Tech Mallet 
Ensemble (GARY BARRIER, director). Guest artist for the 
event was GORDON STOUT, who presented an excellent clinic 
on mallet percussion and appeared in a solo recital. 

Winnipeg, Canada, Mayor Robert  Stern proclaimed the week of 
September 8-14 to be "Percussion Week '78." This event, 
coordinated and directed by OWEN CLARK, included clinics 
and/or performances by CARMINE APPICE, LOUIS BELL- 
SON, BILLY COBHAM, GORDON STOUT, REG KELIN, TOM 
JESTADT, OWEN CLARK, BOB BECKER, and NEXUS. 

PHIL FAINI, Percussion Instructor at West Virginia University, 
recently participated in a Jazz Workshop in the University 
Creative Arts Center. Classes were held in ensemble perfor- 
mance, jazz theory, improvisation, and sectional rehearsals. 

MICHAEL D'ANGELO recently presented clinics on marching 
percussion at the California Music Educators Association Con- 
vention in San Diego and a Contemporary Marching Percussion 
Workshop in the area from Fresno to Palm Springs. D'Angelo is 
a member of PAS and is active in the Southern California 
Chapter. 

JOHN FLOYD, Director of Percussion Studies at Virginia 
Polytechnic Insti tute and State University, served as percussion 
instructor at the Roanoke Youth Symphony Summer Workshop 
held at Hollins College in Roanoke, Virginia, during June. 

DR. JOHN BALDWIN of Boise State University again served on 
the artist-faculty of the Rocky Ridge Music Center near Estes 
Park, Colorado, as Instructor of Percussion and Theory. One of 
his students, ANNE GETTY, performed as timpanist with the 
RRMC Orchestra, and presented Tcherepnine's "Sonatina for 
Timpani"  and Benson's "Three Dances" in concert. 

DAVID FEIN received the Doctor of Musical Arts Degree from 
the Juilliard School in June. Dr. Fein is the first percussionist to 
receive the DMA degree from Juilliard. He is presently a 
member of the faculty at the Juilliard School Pre-coliege 
Division. He is active as timpanist, conductor,  and teacher in the 
Greater New York Area. 

WILLIAM F. LUDWIG, SR. (1879-1973), founder and chair- 
man of Ludwig Drums, built  a pedal to enable percussions to 
play the fast ragtime tempos coming into vogue in 1909 and 
created the domestic percussion industry. A respected pro- 
fessional percussionist and businessman, Mr. Ludwig pioneered 
in the educational field as well. He introduced drum clinics in 
the 1920s and filled a void with the creation and publication of 
drum methods and performing techniques. 

A life-long drum player and innovator, William F. Ludwig 
died one week before his 94th birthday - -  concluding a career 
that spanned more than 80 years. William F. Ludwig, Jr., 
president of Ludwig Drums, accepted the AMC award on behalf 
of his father. 

The St. Louis Conservatory of Music presented a Summer 
Percussion Workshop in June, featuring artist-clinicians SAUL 
GOODMAN, RICHARD HOLMES, DAVID FRIEDMAN, 
DAVID SAMUELS, HARVIE SWARTZ, MICHAEL DI 
PASQUA, JOHN KASICA, CARMINE APPICE, and DAVID 
CHARLES. 

The Canadian percussion ensemble NEXUS presented several 
concerts in Toronto in April, including one with flutist Paul 
Horn. They premiered a work with the Toronto Symphony by 
JOHN WYRE entitled "Connexus."  

MOLLY WISDOM, MICHAEL BARRY, and ROBERT ALLEN, 
all students of DR. JOHN BALDWIN at Boise State University, 
were recipients of seholarship awards from the Idaho Federation 
of Music Clubs annual Scholarship Auditions last spring. 

~ -  ~ ~  ~.- 

ROBERT SNIDER recently performed the "Concerto for 
Timpani and Orchestra" by Werner Tharichen with the 
Pittsburgh Chamber Orchestra under the direction of Donald 
Johanos. The Orchestra visited the campus of Indiana University 
of Pennsylvania for a week's residency. Mr. Snider was a s tudent  
of DR. GARY OLMSTEAD. 

ALLEN WOJTERA will begin his second year this fall as the 
Percussion Instructor and Jazz Ensemble Director a t  Northeast 
Louisiana University in Monroe, Louisiana. Mr. Wojtera received 
his BS degree from Central Connecticut State College and his 
MM degree from Northwestern University, where he was a 
graduate assistant in percussion under  TERRY APPLEBAUM. 
In addition to playing in area orchestras and combos, he has 
served as both a percussion and jazz ensemble adjudicator 
throughout the state. 

The Western Kentucky University Percussion Department, 
under the direction of EMERY E. ALFORD, sponsored its first 
ever Percussion Clinic with the topic of "Preparing for Festival." 
The clinic was geared to the junior high and high school 
percussionist. The Marimba Ensemble was also invited to 
perform on a documentary television feature on Channel 13 in 
Bowling Green. 
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The 7th Annual Summer Marimba/Vibe Camp was held this past  
July 9-14, 1978 at the Ohio State University School of  Music. 
In addit ion to the regular camp staff, David Samuels appeared as 
guest clinician sponsored by the Ludwig/Musser Companies. 

The weeks events included a recital featuring several new six 
mallet works performed by  Linda Pimentel, a faculty recital, a 
student recital, and a final concert  by  s tudent  mar imba quintets 
and a massed marimba ensemble of  35 players. Fur ther  
information about  next  years camp may be obtained by  writing 
to:  Dr. Jim Moore, Director,  Marimba/Vibe Camp, School of  
Music, Ohio State University, Columbus, Ohio 43210 

DR. JIM MOORE CONDUCTS A N  ENSEMBLE OF 35 
MARIMBA P L A Y E R S  A T  THE GRAND FINALE CONCERT 
OF THE 7th OHIO STATE UNIVERSITY  SUMMER MARIM- 
BA/VIBE CAMP. 

TEACHING S T A F F  OF THE OHIO STATE UNIVERSITY  7th 
SUMMER MARIMBA/V/BE CAMP (FROM'LEFT TO RIGHT) 
DR. JIM MOORE, DIRECTOR, WARREN HYER,  JACK 
JENNY, DAVID EYLER,  & LINDA PIMENTEL. ALSO SERV- 
ING ON THE STAFF BUT NOT PICTURED, J E R I L Y N  
PFAFFMAN AND STEVE DODGE, AND GUEST VIBF, 
CLINICIAN DAVID SAMUELS. 

FINALLYI!  
- -  A Drum Set Method 

for the Musician - -  
A L E X A N D E R  L E P A K  

introduces 
Control  of  t h e  D r u m  S e t  

Phrasing for t he  So lo i s t  

9 Sections - -  l O4 Pages ~9.  O0 

Order Direct or From Your Dealer 
j ~ l ~ p ~  Send Check or Money Order + .50¢ Postage 

~ i ~  P WINDSOR MUSIC PUBUCATIONS, Box 33 
Windsor, CT 06095  
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The ABRAXAS PERCUSSION GROUP (consisting of  KEVIN 
MORAN, RICH HOLLY, GARY FRANCE, and MIKE BENE- 
DICT), located in Potsdam, New York, was recently honored by  
having a work dedicated to  and writ ten for them by MICHAEL 
UDOW. Enti t led "Big Music," the piece is in three movements  
and calls for a multipercussion soloist with three percuu ion  
accompanists. The Abraxas Group featured the work in their 
summer repertoire.  

THE AMERICAN O R F F  SCHULWERK ASSOCIATION will 
hold their 12th ANNUAL CONFERENCE on November 2-5, 
1978 in ST. LOUIS, MISSOURI at the Chase Park Plaza Hotel. 
For  more information write to:  AOSA Executive Headquarters,  
Ruth Pollock Hamm, Exec. Sec'y.,  Dept. of  Music, Cleveland 
State University, Cleveland, OH 44115. 

i 

.NEW* 
PRELUDE & DOUBLE FUGUE 
James Reichert Sc & Pts $15.00 
An exciting opening work. Well written for 5 perc. & piano 

DANCE 
William 5teinohrt 501o & Piano Red. $7.00 
A l ively work featuring a solo percussionist playing four 
timbales and four timpani. Not diff icult. 

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 M i n ~ e s  for vibes, 
Night Mu.sic for solo marimba, and Percussion F~tczsy. 

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 5FiARE DRUM 
Morris Lang $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 



DR. JOHN BALDWIN, Assoc. Professor of Percussion at Boise 
State University and Timpanist/Principal Percussionist with the 
Boise Philharmonic, returned last summer as percussionist with 
the Music From Bear Valley (California) Festival Orchestra 
under the direction of John Gosling. In  addition to his 
orchestral performances, he performed Milhand's "Concerto for 
Marimba and Vibe" with Sara Blood as pianist. He will also 
perform the "Concerto" with the Boise Philharmonic in the fall 
at the opening concert series of the season. 

TOM TINSLEY was a $200.00 winner in the Vancouver 
Symphony Women's Committee Scholarship Competit ion in 
May. Tom performed the first movement  of Creston's "Concer- 
t ino for Marimba" and Michael Colgrass' "Unaccompanied Solo 
for Snare Drum ~fl." Tom is a student of Vancouver Symphony 
principal percussionist JOHN RUDOLPH. 

FREDY STUDER, drummer of the Electric-Jazzgroupe "OM" 
and up to this time head of the Paiste "Drummer Service," has 
given up this activity. He will, however, continue working for 
the Fn~n, collaborating with ROBERT PAISTE in the develop- 
ment  of new cymbal sounds. And as a staff-artist he will 
demonstrate cymbals and gongs at workshops and clinics. The 
drummer ALEX BALLY has also given up his collaboration 
with the "Drummer Service." The new man in the "Drummer 
Service" is BEAT AKLIN. 

BRUCE BEDAYAN presented a Masters Recital at San Jose 
State University, and performed works by Carter, Creston, 
Albright, and a world premier of "Strawberry Nafoo" by 
Sandoval. 

The University of Bridgeport Percussion Ensemble, HOWARD 
ZWICKLER, director, performed at Bucks County Community 
College, Armstrong Middle School and Bensalem High School in 
Pennsylvania, as part of an annual spring tour. 

ON THE MOVE 

edited by Dr. John Baldwin 
Boise State University 

The University of North Carolina at Greensboro has ~mnounced 
the appointment  of DON R. BAKER as instructor in percussion. 
Mr. Baker, who is a candidate for the D.M.A. at the University 
of Illinois, will continue as percussion editor of The Instrumen- 
talist magazine. He will also serve as principal percussionist for 
the Greensboro Symphony Orchestra. 

CBS Musical Instruments has named GREGORY PERRY" to the 
Marketing Staff of the Rogers Drums Division. He will coordin- 
ate new product releases and function as a liaison between 
Rogers and its advertising agency. Perry will be involved with 
research, development and field testing of Paiste and Rogers 
new products and will handle dealer and consumer training 
sessions. He is also in charge of artist relations and scheduling or 
Rogers drum clinics. Perry h ~  been a drummer for 15 years and 
played professionally. Before joining CBS, he studied business 
and music at Yuba College in California. He resides in Whittier, 
California where he also teaches a youth band and serves as 
adviser to a drum and bugle corps. 

LINDA LORREN PIMENTEL has received a fulltime appoint- 
ment  to the faculty of Texas A. & I. University in Kingsville, 
Texas. Her position will include teaching applied percussion, 
percussion ensemble, percussion methods, working with the 
marching and concert bands, and instructing music education 
courses. A regular contributor to the Percussive Arts Society 
publications and an active marimba and percussion clinician, 
Linda is completing the requirements for the PhD degree in 
Music Education from the Ohio State University where she has 
taught for the past three years. Prior to her teaching at the Ohio 
State University, she developed a highly successful junior high 
school instrumental program in San Jose, California where she 
earned BM and MM degrees from San Jose State University. 

After 27 years in the Pottstown, Pennsylvania public schools, 
BILL SCHINSTINE has retired and intends to devote full t ime 
to his S & S School of Music and to writing. During those years, 
Bill was a junior high band director, senior high band director, 
elementary instrumental music instructor, and general music 
teacher in the Junior High. He was instrumental  in organizing 
the Inter-County Junior High Band Festival in his area which 
recently celebrated its 25th year. During his High School 
teaching days he was one of the East Coast pioneers in the Stage 
Band movement. In the course of his teaching career Bill 
appeared at the Pennsylvania State Music Educators Conference 
as clinician five different times. Many of the works he wrote for 
his Pottstown students later became available through Southern 
Music Co. of San Antonio,  Texas. 

ROBERT SNIDER has been appointed Assistant Director of 
Bands and Director of Percussion Studies at the University of 
Wisconsin-Green Bay. He is a former student of ALBERT 
ROMETO at the University of Nebraska-Lincoln and DR. 
GARY OLMSTEAD at Indiana University of Pennsylvania. 

DOUGLAS WHEELER has been appointed to the position of 
Percussion Instructor at Delta State University in Cleveland, 
Mississippi. He has recently been performing with the United 
States Air Force Academy Band and the Colorado Springs 
Symphony. He received both his B.S. and M Ed degrees from 
West Chester State College, West Chester, ~ Penna. 

A "Marimba Extranvaganza" was held at the Virginia Common- 
wealth University. Students from seven insti tutions participated 

in the concert which presented diverse original material and tran- 
scriptions. As many as 30 marimbas were played at one time. 
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SEVENTH LUDWIG 
SION SYMPOSIUM 
U N I V E R S I T Y  IN 
CAROLINA. 

INTERNATIONAL PERCUS- 
HELD AT EAST CAROLINA 

G R E E N V I L L E ,  N O R T H  

Hosted by  East Carolina University, HAROLD JONES percus- 
sion instructor,  and co-sponsored by  Ludwig Industries, the 
Seventh International  Percussion Symposium held June 25-July 
1, 1978 drew a large at tendance of students and teachers. An 
incomparable faculty of  Ludwig clinicians presented master 
classes, demonstrations,  and performances ranging over the 
entire field of  percussion. 

A greeting f rom the PERCUSSIVE ARTS SOCIETY was given 
at the opening session by  James L. Moore, Editor  of  Percussive 
Notes Magazine who served as official PAS representative to this 
event. PAS publications were on display during the week long 
event and many new members of  PAS were signed up. Moore 
invited all of  the Symposium participants to plan to  a t tend  the 
PERCUSSIVE ARTS SOCIETY INTERNATIONAL CONVEN- 
TION this coming October  27-29, 1978 in Tempe, Arizona. 

Karl Dustman, Educat ional  Director of  Ludwig Industries 
announced that  next  Summers INTERNATIONAL PERCUS- 
SION SYMPOSIUM will be held in two locations - -  East at  
Mansfield State University in Mansfield, Pennsylvania; and West 
@t North Texas State University in Denton,  Texas. The dates 
tentatively are the  3rd week of  July  and further details will be 
forthcoming. 

A M A S T E R  CLASS WITH THE I N C O M P A R A B L E  B O B B Y  
CHRISTIAN.  

D A V I D  SAMUELS  A N D  A L L  Y O U  W A N T  TO K N O W  A B O U T  
CHORDS 

SUNSHINE A N D  DRUM ~ I N S T R U C T I O N  WITH M A R V  
D A H L G R E N  

R O N  F A L T E R  T E L L S  H O W  I T  IS DONE 

J. C. COMBS INSTRUCTS  

M A R C H I N G  P E R C U S S I O N  SESSION WITH DENNIS  
DELUCIA 

K A R L  DUSTMAN, E D U C A T I O N A L  DIRECTOR OF LUDWIG 
A N D  JIM MOORE EDITOR OF PERCUSSIVE NOTES  
M A G A Z I N E  T A L K  OVER THE E V E N T S  OF THE S E V E N T H  
I N T E R N A T I O N A L  PERCUSSION SYMPOSIUM 
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STATE CHAPTER NEWS ~ . . A A w ~ v ~ J ~ 7 ~ F ' F -  
Compiled by  Don R. Baker 

THE IDAHO CHAPTER co-hosted a clinic/workshop featuring 
Tonight Show drummer Ed Shaughnessy on February 27, 1978. 
Band directors and percussionist of all ages attended the 
exciting and educational event. December 2, 1978 will be the 
date for the first statewide DAY OF PERCUSSION. Tentative 
plans include guest clinicians in the areas of drumset, marimba, 
percussion ensemble and marching percussion. Percussion en- 
sembles from Idaho and neighboring states will also perform. 
For further information, contact Chuck Spuches, Box 8377, 
Idaho State University, Pocatello, Idaho 83209. 

The MICHIGAN CHAPTER newsletter published regularly 
details the numerous events occuring in that state. Included in 
the April Newsletter was a ballot for election of new officers, 
profiles of the percussion activities at  Interlochen Arts Academy 
and National Music Camp, and Western Michigan University, an 
announcement  of a clinic given by Fred Hinger at the University 
of Michigan in May, a calendar of events, and programs 
presented at various schools in the state. 

The TEXAS CHAPTER in Cooperation with Ludwig Industries, 
presented a percussion clinic at the recent Texas Music 
Educator's Convention in Houston. The clinic, "~£eaching Total 
Percussion", with clinician Bobby Christian was done to a 
standing room only audience of over 500. The audience was 
captivated as Bobby covered every phase of percussion from the 
smallest accessory instrument  all the way thru the marimba, 
timpani, and trap-set. Ali the end of the 90 minutes, Bobby was 
given a standing ovation for his presentation. 

Texas P.A.S. Officers are: Paul Brazauskas - President, Dick 
Berkley - Vice President, and Linda McDavitt - Secretary- 
Treasurer. Others who were instrumental  in arranging for this 
clinic were: Ralph Bolls, past Sec.-Treas. (Texas P.A.S.), George 
Humes, and Karl Dustman of Ludwig Industries. 

T h e  Tri-State NEW ENGLAND CHAPTER held their annual 
meeting last February at t h e  University of Bridgeport(Conn.). 
Clinician for the event was Jose Goico, a conga player and 
Latin-American instrument specialist. Later in April the chapter's 
Day of Percussion was held at Berklee College in Boston-:~ 

The NEW YORK CHAPTER held a highly successful Day of 
Percussion at Syracuse University this past February 26th. 
Included in the days events were clinic session by guest artists 
Charles Owen and Steve Gadd, performance by the Eastmart. 
Percussion Ensemble, John Beck Conductor, and the Syracuse 
University Percussion Ensemble, Ernest Muzquiz, Conductor, 
and a State Chapter meeting. 

S t e v e  Gadd  - -  N Y  Chap ter  Clinic Sess ion 

Charles O w e n  - -  N Y  Chap te r  Clinic S e ~ i o n  

DRUMCHARTS MAGAZINE 
D R U M M E R S  - D R U M  SET STUDENTS - D R U M S E T  

TEACHERS:  SUBSCRIBE NOW TO D R U M C H A R T S  
M A G A Z I N E  ! ! [ ! 

DrumCharts Magazine is designed to  take the drum set student  
f rom the " b e a t "  books to playing drums and reading along to the 45 
r.p.m, records o f  recent selected top  40 songs, and songs tha t  have 
become "s tandards"  w i th  most  work ing  commercial  bands. The 
charts cover most  o f  the popular  styles including rock, jazz, coun t ry  
and disco. There are 8 to 10 charts pr  issued plus unique and prac- 
tical exercises, and in format ive  articles. 

The fo l lowing are the t it les o f  the charts published in the 4 issues 
in 1977,  //1 - -  L I v i n '  fo r  the Ci ty ;  Don ' t  Fear the Reaper; Proud 
Mary ;  L iv ing '  Th ing;  Play That  F u n k y  Music; Rock  ' N Me; LeRoy  
Brown;  Behind Closed Doors. ~2 - - W a l k  This Way; I Wish; F l y  L ike 
An  Eagle; New Kid in T o w n ;  The First Cut  Is the Deepest; Maybe 
I 'm Amazed;  Color  My  World;  Southern Nights;  Rock 'N Roll 
Music. ~3  - -  Rocky ;  The F l y ;  Hellaclous Acres; Feelings; Jet A l r -  
l iner;  I 'm y o u r  Boogie Man;  Luddenbach;  Texas; You  and Me; I 'm 
In You .  #4  - -  Vesterday, Someth ing;  Cat Scratch Fever, Long Train 
Running;  Sweet Carol ine; Listen to  the Music;  Christ ine Six teen,  
Signed, Sealed, and Delivered; Star Wars Theme/Cant ina Band. 

m m M m l ~ m N i  

[ ]  
[ ]  

[ ]  
[ ]  
Send Check or  M/O To:  

$10 for  subscr ip t ion.o f4  issues In 1978 ($12 outside o f  U.S.A.)  

$18 fo r  subscript ion of  4 issues In 1978 and all 4 back issues 
f rom 1977 ($22 outside o f  U.S.A.) 

$3 fo r  current  issue ($3.50 outside o f  U.S.A.) 

$3.50 fo r  any one back Issue ($4 outside o f  U.S.A.)  

DrumCharts Magazine 
185 Mesa B101 
Costa Mesa, CA  92627 U.S.A. 

Name 

Address 

C i ty  

Zip 
NOTE." 

State 

I already have Issues(s) t /  
Please Indicate which Issues you  already have and you  wi l l  
be credited for  those Issues w i th  fu ture  issues in 1979. 

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

T H I R T Y - T W O  SOLOS FOR T I M P A N I  . . . . . . . . . . . . . . . . .  6,00 
For  2, 3, 4 & 5 t impan i  
Advanced solo-etudes f o r  the con temporary  per former  cover- 
ing d i f f i cu l t  p i tch ,  rhy thm ic ,  and technical problems. 

CRESCENDO - for  percussion ensemble - score and parts . . .  7 .50  
A rousing ensemble compos i t ion  f o r  eleven performers includ- 
ing 2 drumsets. 

SUITE FOR SOLO V I B R A P H O N E  . . . . . . . . . . . . . . . . . . . .  3 .50  
A d i f f i cu l t  four-mal le t ,  twelve- tone composi t ion in three 
movements.  An  ideal recital piece. 

F I F T Y  C O N T E M P O R A R Y  SNARE D R U M  ETUDES . . . . . .  6.00 
Advanced snare d rum etudes, each w i th  its own character, 
expanding the r hy thm ic  and technical problems o f  the contem- 
porary  per fo rmer  - -  A must  af ter  you ' ve  been through the 
o ther  snare d rum books l l  

DUO FOR T I M P A N I  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  5 ,00  
An  integrated composi t ion in three movements.  Each per- 
fo rmer  uses three t impan i .  Both parts are equal in musical 
impor tance and d i f f i cu l t y .  

C O N T R O L  OF THE D R U M  SET --  
P H R A S I N G  FOR THE SOLOIST - In  9 sections - 104 10g= . . . 9 ,00  

unique method to  develop cont ro l  and musicianship a t  t he  
d rum set. 

O R D E R  D IRECT 
Send check o r  m o n w  order 
plus $.50  postage & handl ing 

t o :  

Windsor Music Publications 
P. O. Box 33 

Windsor, Connecticut 06095 
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D T H E W O  R 
edited by  John Bircher 

l O 

LUIZ ALMEIDA DA ANUNCIACAO an active professional 
concert soloist and teacher in Brazil and a member of P.A.S., is 
shown during a recital performance at the Brazilian Federal 
District School of Music in Brasilia last January. Luiz, a 
dedicated musician working very hard to advance percussion in 
Brazil, presented a varied recital of works by Brazilian and 
North American composers. 

ANTERO HYTINKOSKI one of Finland's  leading percussion 
performers and teachers and a member of P.A.S. has retired 
from the Turku Symphony after 44 years. He will still be 
teaching percussion at the Turku Conservatory, and following 
with zeal his avocation of golf. 

The CENTRE DESTUDIS MUSICALS DE BARCELONA one 
of the newest schools in Spain and their percussion teacher 
XAVIER JOAQUIN a P.A.S. member presented two fine 
percussion programs this past year. 22 percussion students are 
enrolled in the school and they have achieved a high level of 
performance quality according to Manuel Capdevila, General 
Director of the school. 

During June and July 1978 while on tour with the N.Y. Phil- 
harmonic in Japan and Korea, MORRIS LANG, did a clinic/ 
demonstration at the Yamaha Store on the Ginza in Tokyo. 
It  was a joint  lecture with Keiko Abe. Keiko played and talked 
about a new marimba piece by a Japanese composer while Lang 
played some of the Elliot Carter tympany pieces and talked 
about  the history of the work, the form and techniques of com- 
position, and performance problems. Kimiko Shimbo, who was 
Keiko Abe companion and translator at the Knoxville conven- 
tion, translated. In  addition to the well stocked Yamaha shop, 
Tokyo has the relatively new Japan Percussion Center with Mr. 
Komaki as owner. They carry a complete line of equipment, 
both Japanese and American. 

I I I 

I ~  INTRODUCING 

! THE NEW SYMPHONIC C~rANET ! 

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 (4f5) castanets produce a high, 
bright, and cutting sound; the medium (~f6), somewhat lower in pitch, 
produce a more mellow sound; the large (tf7) 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. 

I 
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BENT LYLLOFF known as the "Dean of Scandinavian 
Percussion was for many years a free lance musician and then a 
member of the Tivoli Symphony Orchestra. He studied at 
Juilliard under Saul Goodman, and at present is percuuionist  
for the Royal Danish Orchestra. He is a well known composer, 
and has directed many ensembles for which many new works 
have been written. He designed the percussion curriculum at the 
Conservatory in Malmo where he teaches. He also has his own 
studio where musicians from many countries come to study 
with him. He has made several recordings in different countries; 
in the U.S. he is recorded on Cambridge label, "Percussion from 
Denmark". 

Eight percussionists from the United Kingdom who are mem- 
bers of the CONTEMPORARY DRUMMERS SOCIETY were 
hosted recently by the Avedis Zildjian Company, in Norwell, 
Massachusetts. Doing the honors were Armand Zildjian (top 
cen~er) and Lennie DiMuzio (bot tom right). The day long visit 
included a series of management meetings and a tour of 
Zildjian's research, development and production facilities. The 
guests included: (front row from left) Bill Stockley, George 
O'Donnell, Terry Wade, Bill Featherstone (top row from left) 
Trevor Benham, Jim Tagford, Ron Milne and Jim Wilkinson. 
CDS is headquartered at 117 Wakeman Road, London, N.W. 10, 
England. 



PRACTICAL TIPS FOR 
YOUNG D R U M M E R S  

by John Chandler 

Jazz Clinics 

Some schools in your area have jazz clinics during the year. 
Make an effort to at tend them. In  the summer, there are  jazz 
clinics held in different parts of the country, such as the Stan 
Kl~nton Jazz Clinics, Jamey Aebersold Combo Clinics, and the 
National Jazz Camps. These are usually on a live-in basis and last 
for about a week. A week at one of these clinics will improve 
your knowledge and playing. 

Objectives 

At any music store, you will find many books which 
specifically teach basic rhythms, rock drumming, set playing, 
drum solos, and general aspects of drumming. But there are the 
things that a new drummer just starting to play usually has to 
learn the hard way, by experience. Most band directors in the 
high schools and colleges are not  drummers, and are unable to 
help the young drummer in the practical aspects of playing 
drums. This guide will provide information about these practical 
aspects to aid the young drummer to play, whether it  is in a 
stage band, a combo, or a dance band. 

Many high school drummers are very good rock drummers 
but  they have difficulty playing straight ahead jazz, dance jobs, 
shows, and other types of jobs that a drummer may be asked to 
play. Some drummers have a narrow view " I  don ' t  want  to play 
anything but  rock or rock-jazz!" A COMPLETE DRUMMER 
LEARNS TO PLAY ALL KINDS OF MUSIC. The more 
adaptable, the more they will play. Before getting a chance to 
play jazz, the commerical dance jobs may be the only place to 
play. Many jazz musicians today started out playing commercial 
dance jobs. Professional jazz musicians sometime have to play 
commercial jobs to eat between the jazz gigs. So, the name of 
the game is learn, be flexible, and adapt to whatever comes 
along. 

Drum Teachers 

When looking for drum teachers, to learn stage band or 
commericial band playing, find local drummers who play or 
have played jazz, dances, and shows. The fundamental  drum 
teachers are great for concert and marching bands, but  unless 
they have actual experience in playing jazz or dance jobs, they 
won ' t  help you very much on drum set. 

Drum Fundamental/Advanced Books 

Many drummers sta-~ out  playing only a snare drum in the 
school concert band, study the basic books, and take lessons 
from conventional symphonic oriented teachers. There is 
nothing wrong with that, bu t  don ' t  lose your perspective with 
all the formal books and teaching. Only by actual playing are 
you going to learn how to play with a stage band, a combo, a 
show bandp or a dance band. That is not  in books. 

Magazines 

There are several fine magazines which drummers may buy 
which will provide a continuing insight in what is happening 
today in the music world, the jazz world, and the drummer's 
side of the business. PERCUSSIVE NOTES MAGAZINE regu- 
larly carried clinic columns and articles on drum set playing. 
DOWNBEAT MAGAZINE is found on the newsstands and 
provides information about  music and musicians in the jazz 
world. Another new magazine focusing on drum set playing is 
THE MODERN DRUMMER. A recent addition to music is 
"JAZZ" which covers the world of Jazz. 

Listening, Watching, and Talking with Other Drummers 

The more contact you have with other drummers (high 
school, college, and top professional drummers), the more you 
will learn. Shop talk with other drummers will clear up many 
questions on playing the drums. Make an effort to hear big time 
drummers with Kenton, Basic, Ferguson and others when they 
are in your area. A picture is worth a thousand words. Seeing a 
top drummer play is far more educational than reading books. 
Observe the mistakes ,of other drummers, and their goodpoints, 
so this knowledge may be used to improve your  playin~ 
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Basic Functions of Drummers 

Due to the difference today in the background of drum- 
mars from those in the 1940's and 50's, the young drummer 
often has a misguided idea of a drummer's functions playing in a 
stage band, combo, or dance band. This is due primarily to the 
rock drumming influence where most young drummers start. 
Playing soft instead of loud or louder seldom is required in rock 
bands. However, playing in a stage band, combo, or dance band 
is another story. 

Drummers is the 1930's and 40's, and even early 50's, 
evolved from the dance side and approached playing in bands 
from a different perspective. They learned that a drummer's  
primary function is: TO KEEP TIME, BACK-UP SOLOISTS 
AND PROVIDE A FOUNDATION FOR THE BAND. This is 
basically still true today. Fills, drum breaks, and playing all over 
the drums are not  the important  thing. The drummer is there to 
hold the band together. At  all times, the drummer's  playing 
must blend and be compatible with the soloists and the rest of 
the band. A drummer is primarily in an accompanying role. Too 
often, some drummers think that their function is to contin- 
ually play solos and play over the band and it 's soloists. 

KINDS OF MUSIC/JAZZ STYLES 
Different Kinds of Music 

Many musicians, even some professional musicians live in 
their own small part of the music scene, and have a closed mind 
as to what way a drummer should play. There are many 
different kinds of groups (concert bands, big dance bands, small 
combos, jazz ensembles, etc.) playing different types of music, 
(classical, commercial, jazz, etc.). 

Different Kinds of Jazz 

Thare is not just one kind of jazz but several. Playing drums 
for one type of jazz group may not fit other kinds. Despite this 
fact, music/jazz educators, band directors, and even professional 
drummers, may say, "Play this one way--PERIOD." Dixieland 
Jazz, and Modern Jazz (such as in the Dave-Brubeck style) are 
two entirely different types of Jazz. Playing drums for Thad 
Jones and Count Basic requires different styles and variations. A 
DRUMMER HAS TO ADAPT TO THE SPECIFIC STYLE AND 
GROUP. 

Different Styles of Drumming 

Different styles of drumming are there to be played 
depending on the type of group and music played. The Modern 
Jazz Drumming Concept is not  playing continuous after beats 
with the left hand on the snare, and not  playing the bass drum 
foot pedal for steady rhythm, instead using them primarily for 
kick beats and accents. The Basic style of music is good swing 
jazz, but  as a basic fundamental, playing drums for Basie, 
requires the after beat rim shot. Drummers in other jazz groups 
also use the after beat rim shot at times. The after beat is also a 
basic part of Dixieland Jazz and the 30's/40's swing style of 
drumming. You must  play differently in combos from the way 
played in big bands. If you are not  familiar with the different 
styles of music, jazz, drumming, arrangements, and tunes, you 
can' t  play properly. 

Rhythm Sections-High Schools, Colleges, and elsewhere 

Again, the problem of adapting is necessary for drummers 
playing in a rhythm section. The OPTIMUM SITUATION is 
where the entire rhythm section has all top musicians fully able 



to hold up their end. However, in high schools, or colleges; the 
opt imum seldom exists. This even happens on professional gigs, 
sometimes. The NORMAL SITUATION in that one or more of 
the rhythm section (piano, bass, guitar, or drums) maybe poor 
musicians. The others in the rhythm section must  make up for 
this deficiency. This happens quite often in high school and 
college stage bands. A drummer must  adapt, sometimes take 
charge, which requires using the bass drum foot pedal, playing 
rhythm to hold things together. THIS IS A REALISTIC 
APPROACH, which describes the way things often are. Band 
directors get frustrated over poor rhythm sections. It  is like the 
blind leading the blind in some rhythm sections. 

Adaptability~Flexibility 

From the above discussion, it must  now be obvious that the 
name of the game is for a drummer to play all different styles 
and kinds of music. Narrow or closed minds won ' t  make the 
scene either. You must  have a broad outlook and perspective. 
Most of all, you must  be flexible and adapt to the particular 
situation and the kind of group in which you are playing. 

D r u m  E q u i p m e n t  

One very important  i tem not  to neglect is getting good 
equipment and keeping it  in proper repair. 

School Drum Equipment 

If you use the school's drum equipment, try to get your 
director to replace any worn out  parts. Even good drummers 
have difficulty playing on poor equipment. 

Buying Drum Sets 

The following is basic for a complete drum set: snare drum; 
snare drum stand; bass drum; bass drum foot pedal; high-hat 
stand; cymbal stands for a minimum of one crash and one ride 
cymbals; one or two floor tom-toms; and one or two tom-toms 
mounted on  the bass drum. The cymbals .you buy  are very 
important to your playing, so select carefully. A sizzle cymbal 
may be added, if you wish. But, basically, you need two 
hlgh-hat cymbals, one crash and one ride cymbal. A good drum 
seat is a necessity too. Cases for your  tom-toms, snare drum, 
and bass drum, are also needed. A trap case is a necessity. A 
cymbal case, which will hold all of  your  cymbals, is another 
item which should be considered. The size of the bass drum, 
tom-toms, and snare, should be decided only after you study 
the possible sizes and discuss with other drummers/drum 
teachers what sizes are being used today. 

Stick Bags 

This type of bag is on sale at most music instrument stores, 
into which all your sticks, brushes, mallets, etc., may be placed. 
I t  then zips up and may be carried by  a leather strap. I t  opens 
up and hooks on the large floor tom-tom with the sticks in a 
position to be used. This is preferred over put t ing them on the 
bass drum or trap case. All professional drummers use them. 

Sticks, Brushes and Mallets 

Check with music stores and other drummers as to what size 
sticks, brushes, and mallets are normally used to play different 
types of music. The size, kind and weight is then up to you. Use 
whatever is most comfortable to you, even if they are smaller or 
larger than what someone else uses. But remember the type of 
groups you are playing with as to sticks used. Big bands require 
heavier sticks than combos. A good set of brushes are needed. 
Different sized mallets may be bought depending on your need 
for them. 

Drum Carts 

A major problem all drummers have is moving their drums 
from place to place. The solution is either to buy a cart or build 
one. Buy wood, rollers, and rope from the lumber store and 
build your own. It will be worth the effort. It will also save your 
back and time! 

Sliding Drums 

Many drummers have trouble with their bass drum sliding as 
the drum set is played. This problem may be easily eliminated. 
Go to the nearest department store (automotive department) 
and buy  a rubber car floor mat. Place it under  the bass drum 
and the sliding will stop. Some drummers use a rug. For added 
support, spikes may be bought from the music instrument store 
which attach to the front of your  bass drum. The problem with 
spikes is that they tear up a floor and can ' t  be used in certain 
places. 

Tuning the Drums 

Some drummers are very careless about  tuning their drums. 
Don ' t  leave them so loose they sound like "tubs".  Get plastic 
heads. They don ' t  change with the weather. Particularly, the 
bass drum is often neglected. Don ' t  muffle it down too much or 
leave it so loose, so it sounds with a thud. 

Left-Handed Drummers 

A new drummer sets up and plays based on other drum 
setups he has seen, which are probably all right-handed setups. 
This is fine if the drummer is right-handed. However, drummers 
who are left-handed often don ' t  realize that there is a different 
way to set up drums for left-handed persona In  this setup, the 
bass drum foot pedal is played with the left foot, and the 
high-hat pedal with the right foot. The floor tom-tom then will 
be on the left. Everything is reversed. The reason for mentioning 
this is that a left-hander is somewhat handicapped in playing on 
right handed setups. His left hand is naturally more flexible and 
control is better than with the right hand. (Author 's  Note: This 
actually happend to the author, who is left-handed.) 

Basic Rhythms 

Rock is only one kind of rhythm. There is straight ahead 
jazz, conventional waltz and jazz waltz; latin; nationali ty;  
different times (5, 7, 9, or  11 beats to the measure) and so on. 
If  ycu  are to be a complete player, you must learn to play all of 
the rhythms. This is where qualified drum teachers can help. 

Practicing Alone/Playing with 
Radio/Records/or Tapes 

Practicing your  drums alone, is of course, encouraged. Solos 
and different types of rhythms may be developed this way. 
However, by  playing with records, tapes, or the radio, you will 
improve your t ime and playing. If you play too slow or fast, the 
record, tape, or radio, doesn ' t  go with you. This will help you 
learn to play steady time, which is a basic requirement for any 
good drummer. This still doesn' t  replace actually playing with a 
band. Bilt, it helps. 

Use of Hi-Hat Cymbals 

Young drummers often have the tendancy not to play on the 
hi-hat cymbals effectively. Instead, the ride cymbal, or other 
cymbals are used all the time. If you watch big band 
professional drummers, they frequently use the hi-hat cymbals 
for choruses, particularly on piano or bass choruses. Use 
different cymbals for different choruses and for different 
soloists. 

Use of Sticks, Brushes, and Mallets 

Different size sticks are used for different types of music. 
For  a big band such as Kenton or Ferguson, heavy sticks must  
be used. For bands such as Basic or Thad Jones, lighter sticks 
will probably do. In combos, lighter sticks should be used. 
Mallets are used on cymbals and tom-toms. Brushes are used on 
ballads and soft arrangements. Brushes are no t  used often with 
big bands bu t  are used for a major port ion of combo playing. 
Many young drummers, coming from rock bands, do not  know 
how to play with brushes. Yet, for combo jobs, they are a 
necessity. Again, adaptability is the word. 
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Dynamics--Playing Soft and Loud 
A major problem with many young drummers, primarily due 

to their rock background, is playing soft and with brushes. 
Dynamics is also a problem with many high school jazz bands. 
Band directors must  work very hard to teach dynamics. Listen 
to any big professional band such as Basic or Kenton,  and you 
will see the difference. Drummers are there to play behind and 
back up bands and soloists, no t  to play so loud that the band or 
soloist cannot be heard. 

Time/Steady Beat/Rhythm 
One of the primary things a good drummer must  have is a 

good sense of t ime and a steady beat. Even in school jazz bands 
with a director beating time, keeping a steady beat is needed. 
The drummer who rushes or drags tempos will no t  last long 
when he plays with dance bands, jazz groups, or professionals. 
High school drummers usually do not  have a steady beat when 
they first start playing. They tend to rush or drag. Playing 
steady tempos and time are learned primarily by  experience and 
working hard to achieve this goal. Many drummers have natural 
rhythm but  it must  be developed. As discussed in a previous 
section on practicing, playing with records, tapes, and the radio 
will help. 

Drum Solos 
From drum books, through lessons, and hard work, drum 

solos are developed. By listening to records of bands with top 
drummers and watching other drummers play, ideas will form 
for solos. Solos should be worked out and practiced so you 
know basically what is going to happen. Playing solos without  
planning and working at them, seldom result in good solos. 

Matched or Conventional Grips/Sticks 
There is some difference of opinion over using the matched 

grip instead of the conventional grip on the sticks. A matched 
grip is holding both sticks the same as for the right hand. Again 
the word is learn and adapt or use where appropriate. 

Use of the Left Hand on After Beat 
I t  depends again on the type of group involved and the type 

of music played as to whether the left hand after beat fits or 
not. For  dance bands, Dixieland bands, show bands, and bands 
with a style such as Basic, the left hand after beat/rim shot is 
basic. However, in modern jazz, the after beat is not  normally 
used on a regular basis. Instead, varied accents, and other f'flls 
should be used. $6, adjust. 

Use of the Bass Drum Foot Pedal 
As in the above discussion of playing after beats regularly 

with the left hand, the same basic rule governs when to use the 
bass drum as basic rhythm or just for kick beats. Again, it  
depends on the band, the type of music, and the situation. In  
dance bands, Dixieland bands, and show bands, the use of bass 
drum pedal for basic rhythm is a necessary thing. In  modern 
jazz, when you have a good strong bass player, the bass drum 
need not  be played for rhythm. Bilt, even in Jazz, as mentioned 
previously, if one or more of the rhythm section is weak or 
can' t  keep the beat, the drummer has to play the bass drum for 
rhythm to hold things together. If you must  play the bass drum 
in jazz, play it softly and then maybe only the first beat or the 
first and third beats. I t  should not  be heard by the audience. 
Nothing sounds worse than a bass drum played too loud in any 
kind of musical group. This destroys the musical sound even in 
dance bands. If  you must  or prefer to use the bass drum for 
rhythm, try to blend it with the bass, so it  is not  heard directly. 
A loose bass drum will sound bad even if played softly, whereas 
a properly tuned bass drum will make all the difference in the 
world. 

A difficult thing for young drummers today is to get 
experience in holding a steady beat and playing rhythm on the 
bass drum with the foot pedal for dance jobs, combo jobs and 
other jobs. Some school band directors blindly tell their 
drummer, "Don ' t  play the bass drum pedal--PERIOD." AS a 
result, the drummer may never try to use accents or kick beats 
and doesn' t  learn to play rhythm with the foot pedal for dance, 
show or other such jobs. A complete drummer must learn to 
play the foot pedal for rhythm as it is needed if he is to be 
adaptable to playing with different types of groups and playing 
different types of music. 

Reading Big Band Charts 

Drum charts for big bands are only general guides to aid you 
in knowing what is happening and help you learn the arrange- 
ment. The drummer in the big band has the most lattitude to 
change or develop from the basic guide written for him. 

Too often, beginning drummers ignore the drum chart 
completely and never have any idea where they are in the 
arrangement. In  a big band, you are more restrained in playing 
the way you might than in a combo. You must blend with the 
band, arrangements, and soloists. You must learn the arrange- 
ment and know what is happening and what is going to happen. 
Marking on the drum chart where each sax, trumpet,  or solo is, 
and which section has the specific choruses, will help you fit in 
with what the band is doing. Trumpet  or t rombone accents are 
often cued on the drummer's  part which may be followed. After 
playing an arrangement a few times and reading the chart, you 
should know the arrangement. 

You must decide what fits best in the different portions of 
the arrangement (ride cymbal, crash cymbal, or hlgh-hat 
cymbal). Watch the signs on the music as to dynamics and 
whether it is F, Sfz or FF,  etc., and play accordingly. A heavier 
backup is allowed on trumpet  or t rombone solos, while you 
must play softer for sax and piano solos. Despite what the 
arrangement indicates as to using brushes, sticks, hi-hat, ride 
cymbal, etc., you may find that sticks instead of brushes sound 
better or vice versa. LEARN TO PLAY WITH THE BAND 
FIRST AND LEARN THE ARRANGEMENTS, THEN WORK 
IN YOUR FILLS AND DRUM BREAKS. Young drummers 
sometimes start out  trying to play solos and fills all the time. 
Concentrate on learning to play with the band and the 
arrangement. 

Listen carefully to the band and soloists. This will help you 
understand the arrangement and the music. 

Playing in Big Bands and Combos 

You must  adjust to whatever kind of band you play with, 
and play the style that fits. There is a major difference in 
playing wlth big bands and playing with combos. In big bands, 
you must follow the basic arrangement. In  a big band, the 
drummer will normally have a piano, bass, and guitar to help 
control the rhythm and tempos. However, if one or more of the 
rhythm players is weak, control may be difficult. Keeping the 
various sections--sax, trumpet, or trombone, from rushing or 
dragging is more of a problem in a big band than in a combo. 

In  a combo, you have more freedom to be creative and 
improvise. However, you may not  have a bass or piano player on 
the job. I t  might be a three piece job with drums, guitar, and 
sax. Brushes are used most of  the time on combo jobs. Playing 
with brushes is a major problem with many young drummers. 
The drummer must acquire a touch with brushes. The extra 
tom-toms and equipment may not  be necessary on combo jobs. 

Summary 

I t  is hoped that the preceding suggestions, guides, and ideas 
will be helpful. They should broaden your outlook, and help 
you play better drums. If  you learn to recognize the different 
kinds of music and styles, learn to play them and learn to be 
flexible, adjust, and adapt to the situations then you will be a 
complete drummer, who is able to play anywhere, at any time, 
with anyone. 

The Author 

John H. "Hap" Chandler has performed in big bands and 
combos for over 30 years in St. Louis, Omaha, Cleveland, 
Chicago, and Washington, D.C. In the past few years he has been 
very concerned over the problems facing young high school and 
college drummers playing in stage bands, combos, and other 
types of groups. 

Through discussions with Stan Kenton, Gary Hobbs (Ken- 
ton 's  drummer), Butch Miles (Basie's Drummer), and many 
other leading drummers and leaders, the Practical Tips for 
Young Drummers article evolved. 

An active performer and leader, Chandler's own 19 piece jazz 
ensemble has been very active in the Northern Virginia area and 
is in demand for concert engagements. 
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A N  I N T E R V I E W  W I T H  G O R D O N  S T O U T  
By William R. Stewart & Donald Bick 

GORDON S T O U T  is widely recognized as a marimba 
virtuoso and composer. His second book o f  etudes is due for 
publication somet ime before Christmas, '78. He has studied 
with teachers James D. Salmon and John Beck and artist 
performers Ke~ko Abe  and Vida Chenoweth. He has recorded 
albums on the Philips and Studio 4 labels, and is currently a 
clinician for the J. C. Deagan Company, and on the faculty o f  
St. Marys College, St. Marys, Maryland. 

WS: 

GS: 

Your first book of etudes seems to take a spatial approach 
to marimba technique. How do you develop accuracy in 
regard to movement  throughout the marimba range? 
I 've developed a series of exercises which I use with 
students to overcome this problem. Begin on a note in the 
middle of  the marimba, playing a triplet pattern with the 
third note of the first triplet raised a half-step and the 
third note of  the second triplet lowered ~ half-step. 
Continue this pattern chromatically up and down the 
keyboard while maintaining eye contact  with the starting 
note (See ex. 1). 

DB: 

GS: 

So your initial practice sessions on a new piece are very 
physical, teaching your muscles where the notes are? 
Exactly. If you can work at one tempo and get all the 
notes and rhythms right, then you can take it at a faster 
tempo. You gradually add in phrasing and dynamics. I do 
a lot of that kind of  practicing, because it gives me results. 
I 've worked with other fine musicians besides Vida 
Chenoweth who have advocated this type of  practice. I 
believe that  it is possible never to play a piece up to 
tempo until the first t ime you perform it. I work for 
accuracy even if I have to go at a snail's pace. This way I 
teach my hands where to go almost automatically. 
Another  important  exercise for developing spatial accur- 
acy is this one (See ex. 2): 

This exercise can start on any double-stop interval. In 
addition, this exercise can be played wi th  four mallets. 
Practice one hand at a time and then hands together in 
octaves (See ex. 3): 

3-  3. 2 .  
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I also use a series of  wrist rotation exercises. (See ex. 4). 

In my etudes, you can' t  always see all of the notes you are 
going to play. They either move too fast or are too far 
apart. The exercises I 've developed are all designed to 
learn the keyboard by feel. You concentrate your vision 
on one note. The further away from that  note, the less 
eye contact  you have. The idea is that you are memorizing 
the distance from one note to another by feel and not by 
sight. You can start the above exercise on any note of the 
instrument and ideally you should be able to memorize 
the distance from a given note to any other note. 

In any technical exercise you should start slow and work 
for accuracy. Gradually build up the speed. The basic 
exercise which I just played can be used in numerous 
ways. You can move chromatically (as explained above), 
diatonically, in major seconds, minor thirds, etc. The little 
workbook of exercises which I 've developed (and from 
which these examples were taken) asks students to make 
up their own variations. I 've even included blank manu- 
script paper as an incentive for creative practicing. One 
should also practice technical exercises with varying 
dynamics, accents, and rhythms. I practice with the 
atti tude that you don ' t  have to make a mistake if you 
don ' t  want to. I got this idea from Vida Chenoweth. I 
went to Chicago a few summers ago when she was in 
residence at Roosevelt  University and took a few lessons. I 
was missing a lot  of  notes when I played some Musser 
etudes for her. She told me to practice to get the notes 
and the rhythms first. If  you can' t  play all the notes and 
all of the rhythms then you can' t  play the music. She 
practices as slow as necessary to avoid making note errors. 
In this way it is possible to learn a piece perfectly. She 
begins, in a sense, just strongly striking each note, insuring 
that each is attacked equally. 

Another  very important  technique for me is the "inside- 
outside swing." I use this technique a lot  in my own 
playing (See ex. 5). Again, there can be many variations 
on this basic exercise. For  example, both hands can play 
at the same t ime by placing them an octave apart. 
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WS: Would you mind explaining your four-mallet grip, particu- 
larly in regard to small intervals and rapid passages? 

GS: My grip looks like the Musser grip from the front, but  the 
mallets are actually crossed. So I 'm using a cross grip with 
two fingers between the mallets. The inner mallet is 
placed further in the hand than the outer one. This limits 



the ease with which I can play small intervals, but  it 
facilitates rapid opening and closing of  the mallets. I play 
small intervals mainly by positioning my mallets on the 
bars via changes of sticking and arm and elbow maneuver- 
ing. 

DB: You've got long arms, so you can do it! 
GS: Yes. Sometimes I have to re-stick passages in order to 

avoid playing a major second in one hand. 
Regarding control  and speed, my control comes primarily 
f rom the shoulder, but  also f rom the chest. I t  comes f rom 
the use of the arms. I 'm very concerned with a disciplined 
arm motion.  All the great mallet players that  I 've talked 
to have also emphasized keeping the mallets low. That 's  
essential to playing accurately. You've got to keep your 
mallets low. As I move up and down the keyboard I try to 
move my arms in an even plane, parallel to the bars. You 
shouldn' t  make "arcs" when hurrying from one bar to 
another. The arms move parallel, the wrist makes the 
up-and-down stroke. I also believe that  mastering a rapid 
change of  intervals in either hand is one of  the most  basic 
techniques a student of four-mallets should master. 

DB: You had mentioned to me earlier that  you were con- 
cerned about  your stance in f ront  of the instrument. 
Would you comment? 

GS: Yes. As a matter  of  fact, a little miracle happened to me 
last night! You see, I have trouble moving to the right 
side. 

DB: Sure! 
GS: I really do! Anyway, I mentioned this to  a friend who has 

made a scientific study of  piano technique, and after 
comparing the strength and balance of my right and left 
sides, he suggested that  I lean slightly to the right when I 
play. I tried it last night and it made a tremendous 
difference! Moving towards the right side is much easier 
now. In other words, I have to compensate for being 
left-handed by leaning slightly to the right. 
Basically what I have to say about a marimblst 's  stance is 
that  most players stand with their feet too  close together. 
They don ' t  plant themselves f'n-rnly enough. I 've had in 
mind for some time doing some articles on that  and 
related topics. Method books, as a rule, don ' t  tell you how 
to stand. I don ' t  think I 've ever seen one that  does. The 
only one that  even mentions it is George Hamilton 
Green's Advanced Instructor. I would also like to see 
some in-depth and really perceptive studies about  mallet 
technique - -  from the ground up - -  emphasizing basics. 
There is a strong need for a set of  sequential studies for 
mallet instruments. Such a series should use ideas from 
many musical styles and techniques. It  should be compre- 
hensive, utilizing ideas on technique from various players 
and encompassing technical exercises and examples from 
mallet literature. Piano teachers and organ teachers 
already have such series available to them. 

DB: I also like to use a firm stance as much as possible when I 
play, but, being shorter than you are, I find myself 
moving around a good deal to reach the ends of  the 
instrument. 

GS: O.K. and some very tall players need to bend slightly at 
the knees. 

DB: Or raise the instrument up. Put it up on blocks. I believe 
that  Manufacturers should market an extension which 
attaches above their casters in order to raise their 
instrument. 

GS: There is a simple solution. The companies should stock 
several different sizes of  wheels. You could then order 
certain sizes to put  the instrument at a height you wanted. 

DB: What we really need are telescoping legs which would 
allow adjustments in size. I own a set of  tympani  with 
casters that  screw into the frame. I can adjust the height 
by screwing the casters in and out. 

GS: I would even like to see an adjustable keyboard. There 
should be models which allow the keyboard to tilt for 
multiple percussion work. 

WS: How would you go about choosing a marimba, given a 
choice of  several instruments? What things do you look 
for? 

GS: An old instrument or a new one? 
WS: Both. 
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GS: Well, with an old instrument you want to make sure that 
the bars are in good shape. If  the finish is worn off, that 's  
ok, but  you want  to check the bars for intonation. Some 
of the old marimbas are grossly out  of  tune and it 's 
virtually impossible to re-tune them. Some of the very 
early instruments were not  precisely tuned (with regard to 
tuning partials as well as fundamental) and it can be very 
difficult to get them in tune, also. Strike the bars to check 
for cracks. If  you hear any little "squeaks" in the bar, be 
suspicious. Sometimes you can see and hear them, 
sometimes you can't.  Check both ends of  the bars for 
cracks. Take along a few different kinds of mallets. Some 
mallets will point  up a crack in the bar more readily than 
others. 

DB: If  there is a crack in the bar, can anything be done about 
it? 

GS: There is very little, if anything, that  can be done to repair 
a crack. The bar can be fixed so that  it will not  crack 
further, but  you can' t  get rid of  the cracked sound. The 
low " C "  on my King George marimba was cracked. What 
the Deagan company did was split the bar down the 
middle. Four  pins were placed in the bar when it was 
glued back together. It  sounds almost like it did before 
the crack developed, but you can still hear it. (Strikes the 
cracked bar several times to illustrate.) I t  will never get 
any worse - -  at least the company so assued me - -  but  
there is really nothing that  can be done to get rid of  the 
cracked sound. 
When evaluating a new instrument, I look for consistency 
in the sustain and tone quality of  each bar. You should be 
concerned with consistency throughout the range of  the 
keyboard. Also, the rosewood should be properly sea- 
soned, which it is not  on the instruments available today. 
Bill Youhass (a marimba tuner in Ithaca, N.Y.) has 
mentioned the possibility of  buying an instrument with 
unfinished bars, then putting them in a closet and letting 
them age for a couple of  years. He feels that  they will 
sound better  at that  point and then they can be finished. 

WS: I understand that  the sap dries out  of  the bar as it  sits 
wi thout  a finish on it. The bar will have more sustain and 
hold its pitch for a longer period of t ime if it has been 
aged properly. 

GS: Yes. 
WS: Would you comment  on general care and maintenance of  

marimbas? 
GS: I think the less handling of  the bars the better. Hands can 

introduce moisture and scratches which over the years can 
break down the finish. I like to use pure lemon oil to 
clean my bars. It  doesn' t  help the sound of  the bars, but  it 
does a good job of  cleaning them and it 'helps preserve the 
finish. Some players use butcher 's  wax which is a fine 
paste wax. As a matter  of  fact, that 's  what 's  on my King 
George right now. If  you are careful in handling your  
instrument you rarely have to do anything with it except  
clean the bars maybe twice a year. 

WS: Well, thank you very much for your  time Gordon. This 
has been very informative. 

GS: Want to play my Mexican marimba? 
DB & WS: Sure! 

The three of  us then played a trio version of  "La Bamba",  
a traditional Mexican tune. 

The Interviewers 

William R. Steward completed his BME at Virginia Common- 
wealth University in the Spring of  1978, where he studied 
percussion with Donald Bick. William is currently a graduate 
teaching associate in percussion at the Ohio State University. 
Donald Bick ~teaches percussion at VCU and performs profes- 
sionally with such groups as the "Contemporary Music F o r u m "  
and is currently on two albums published by Opus I. This 
interview was conducted on January 6, 1978. 



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! 

BUDDY RICH was billed as "Traps"  the drum wonder at the 
age of  seven. 

His exceptional career includes performances with the 
T o m m y  Dorsey Band, Frank Sinatra, and the famous Harry 
James Band during the early sixties. In 1966, the man began the 
now famous Buddy Rich Big Band. His fifteen man band has 
traveled and performed all over the world. They have played in 
theaters, concert  halls, discotheques, major rock clubs, colleges 
and high schools. Audiences have included every kind of  drum 
enthusiast, from the youngest  drum students and their  parents 
to the most  skilled professionals. 

Buddy Rich is also a dancer, singer, and holds the coveted 
Black Belt in Karate. He is a frequent guest on The Tonight 
Show and a variety of other  television programs. Ludwig 
Industries recently announced that  Buddy Rich is now playing 
Ludwig Drums and accessories, exclusively. 
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Pictured is DEL ROPER and ALEX GALVAN, on the 
occasion of  a carillon program, p layed at  the Los Angeles Music 
Center, last Christmas Eve. 

The carillon is normal ly  p layed from a 3 manual console by  
electric action, and amplified through 1,200 watts and 74 roof  
top speakers. 

Reminiscent of  the  s tory  of Franz Grubar, composer of  
Silent Night, who used the guitar or zither, when the organ 
failed, the impromptu Silent Night on the Music Center 
Carillon, was hastily decided on 15 minutes before the 
scheduled recital, after a relay failed to send the keyboard 
impulses through the cable. 

The cast bells from Holland comprise 27 of  the 200 or more 
percussion tones,  which can sound from this, the world 's  largest 
carillon, in terms of  numbers of  bell sounds. Other effects (some 
electronically produced)  are tubular  chimes, vihraharp, marim- 
ba, celeste, and amplified steel rod  chime bars. The instrument  
has a 5 octave range, including 13 pedal bells. One manual of  
the console sounds bells in which the principal harmonic is a 
scale major 3rd plus a 5th. 

Another  manual sounds bells with a minor  3rd plus a 5th. 
The proper choice of  keyboard,  provides self-harmonizing 
melody lines, in which correct  scale harmony obtains, rather  
than the t radi t ional  parallel harmonies, such as we are accus- 
tomed to in tubular  orchestra chimes. Designed by  Roper  the 
instrument was constructed by  the Maas-Rowe Carillon Com- 
pany of  Los Angeles, and was installed by  them in 1963. 

For  many years Del Roger played marimba in many mot ion  
pictures and N.B.C. radio,  soloing on K.F.L, Los Angeles, and 
with Xavier Cugat's Latin Orchestra. Since " re t i rement"  in 
1970, he has buil t  custom instruments, two of  which will he 
heard at  the forthcoming Percussive Arts Society International  
Convention in Tempe, Arizona, in October. One, a 3 octave bmm 
marimba will be featured in the 50 piece marimba symphony  
under direction of  Joel  Leach. The other  instrument is a 4 
octave concert  marimba,  featuring a revolutionary "EQUA- 
SONIC" keyboard,  in which the decay period is consistent from 
the lowest  to  the  highest octave. 

This past  summer in Panama, Roper  supervised the construc- 
t ion of  the  first marimba for the Waunana Indian Tribe. These 
primitive jungle people,  175 miles up-river from Panama City 
had never seen a marimba,  even a guitar, bu t  Ron Binder and 
wife Kathy,  local Wycliffe Linguistics Bible translators~ (Kathy 
plays vibes) played some marimba tapes for the Waunanas and 
they  got so excited,  they  immediate ly  started scouring the 
jungle for  suitable hardwood for the marimba tone bars. They 
had the bar blanks already cut, and awaiting his arrival to tune 
them. They used bamboo tubes for resonators,  and even wanted 
to build a BASS marimba! Their tone bars will be harmonical ly 
tuned, something hard to  find in other  primitive cultures. 
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CANTATA PARA AMERICA MAGICA 

Composed by 

Alberto Ginastera 

Article by  David P. Eyler 

Albert Ginastera was born on April 11, 1916 in Buenos 
Aires. His parents were Argentinian, but  his grandparents were 
Italian and Catalonian. Until recent years Ginastera lived in his 
native city and was an active teacher. He formed the Latin 
American Center for Advanced Musical Studies in the Insti tuto 
Torcuato de Tella. He has been very influential on many 
younger composers in South America. Now residing in Geneva, 
Ginastera devotes himself to composition and is also much in 
demand as a lecturer and musical jurist. 

In  the early stages o f  Ginastera's writing, one can see the 
"influence of Stravinsky, and his South American origins are 
clearly revealed in such works as Estancia and Panambi. Many of 
his students have written electronic music, yet  Ginastera never 
felt that  the electronic world was for him. He believes that the 
conventional instruments have not  yet  outworn their usefulness, 
so he continues to find new sounds and techniques for them. 

As with his contemporary, Benjamin Brittcn, the human 
voice is probably Alberto Ginastcra's greatest influence. He 
composed operas, cantatas, and many chamber music pieces 
with voice. Ginastera mixed Gregorian chant with the most 
advanced choral writing for the large chorus. The Psalm 150 is 
one of his best known and most  widely played works. 

The Cantata para America Magica, Opus 27 for Dramatic 
Soprano and Percussion Orchestra, written in 1960, was 
commissioned by the Fromm Foundat ion to whom Ginastera 
dedicated the Cantata. The text  of the Cantata is in Spanish 
from ancient pre-Columbian manuscripts. The first Christian 
missionaries in America were the compilers of the poems of the 
Mayan, Aztec and Inca civilizations. From these collections 
Ginastera drew the text for the "Cantata." The instrumentation 
calls for 13 percussion players, plus celesta, 2 pianos, and 
soprano. The Cantata is in 6 movements: 1. Prelude and Song o f  
Dawn 2. Nocturne and Love Song 3. Song for the Warriors' 
Departure 4. Fantastic Interlude 5. Song of Agony and 
Desolation 6. Song of Prophecy. The total duration of the work 
is 25 minutes. 

The first performance of the work. was given on April 30, 
1961 at the Inter  American Festival in Washington, D.C. by the 
National Symphony Orchestra conducted by Howard Mitchell 
with Raquel Adonaylo, as soprano soloist! Henri Temianka 
conducted the West Coast premiere in Los Angeles on February 
4, 1962, with Raquel Adonaylo as soloist, and immediately 
thereafter made a recording for Columbia Records. The work 
was also performed at the Teatro Colon in Buenos Aires and 
during the Bienale di Venezia in April 1962. 

The Cantata para America Magica is one of the largest works 
written for the modern day percussion ensemble. Among the 13 
percussion players there are 53 different instruments used. 
These vary from two sets of t impani (3 for each performer) to 
high and low claves and a pair of stones. The celesta and two 
pianos make up the other three performers with the soprano 
making a total of 17 performers. Each of the performers must  
be very proficient on their instrument because of the difficulty 
of each of the parts. Ginastera uses each of the instruments to 
their fullest potential. He uses the full range of the bar 
percussion instruments and both pianos. (See Ex. 1) Both 
timpanists have many pitch changes and glissandos. 

One of the most striking features of this work is the use of 
the most advanced contemporary techniques to evoke an old 
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and primitive civilization with its moods and its music. The 
serial techniques employed include series of tones, intensity, 
dynamics, pitch, rhythm and orchestral density. The composer 
uses the series in all its vertical and horizontal relations and with 
constant chromatic variations. The series is used not  only in the 
so-called pitched instruments such as the pianos, but  there is 
also a relationship of six different pitches between the six 
kettledrums, six tambours, three cymbals and three tam-tams. 

In  the percussion orchestra there is no one part more 
important than any other. The dramatic soprano carries most of 
the main melody throughout the entire work. (See Ex. 2) The 
marimba and xylophone parts are very closely related, as are the 
two pianos, throughout most of the piece. One interesting 
problem is that the glockenspiel is written out of range 
throughout most of the Cantata. (See Ex. 1) Ginastcra wrote for 
a three octave gockenspiel which is usually not  available. One 
other possible problem for the marimba player is the constant  
changing from treble to bass clef. Many times the clef change 
happens in the middle of a measure. This makes reading 
somewhat difficult. (See Ex.1) It  would have been much better 
if the composer would have written the marimba part  in the 
double clef. The pianists also have some very difficult clef 
changes. In  a few sections the pianist is playing three different 
staffs. (See Ex. 3) All pedal markings and octave changes are 
clearly indicated. 

One of the biggest problems throughout the piece is the 
rhythms. There are very few times when the ensemble plays like 
rhythms, and this makes it difficult to put  parts together. The 
use of asymetric meter throughout the composition adds to this 
difficulty. In the last movement, "Song of Prophecy," the meter 
signature is basically in 1/8 and in parts a basic rhythmic 
structure seems to be nonexistent.  (See Ex. 4) Once again, the 
clef changes in the marimba and piano parts make this a most 
difficult section. 

The t impani part is written on a double staff throughout 
most of the piece. However, in the last movement the timpani 
part breaks into three staffs, each staff having two pitches (See 
Ex. 5) The percussion player IX is at this point  instructed to 
play the third kettledrum part. Enough time is given for him to 
accomplish this task. 

The "Fantastic Interlude" is an instrumental movement  
based on short asymmetric structures. This is the only move- 
ment  in which the soprano is not  present. The second half of 
this movement is a retrograde inversion of the first half. The 
entire piece is played pianissimo, producing a dazzling effect, 
like that of a nocturne. The movement requires enormous 
virtuosity on the part of the players. 

To perform this composition, the soprano soloist must  be of 
professional caliber. The part requires a very wide range and has 
many wide skips and jumps. (See Ex. 6) Since the piece is very 
atonal, the soloist must possess excellent pitch discrimination. 
In performing a work of this magnitude, much preparation will 
be needed. It  should only be attempted by a very high caliber 
soloist and ensemble, bu t  is one of the most rewarding and 
significant works in the repertoire for the modern percussion 
ensemble. 

The Author 

David P. Eyler is on the teaching staff of The Ohio State 
University as a teaching associate in percussion and studying for 
the Master of Music degree in percussion performance. 

A recent graduate of Frostburg State College, (Maryland) he 
received the Bachelors degree, Magna Cure Laude, in both Music 
Education and percussion performance and formed and directed 
the Frosthurg State College Percussion Ensemble. 

David is also the author of "22 Progressive Studies, Etudes 
and Duets for the Snare Drum",  published by Music for 
Perucssion in New York. He was also commissioned to compose 
several works for Percussion Ensemble, and regularly arranges 
percussion "Pops" material for the OSU Percussion Ensemble. 



The Score to CANTATA PARA AMERICANA MAGICA is 
published by Barry B. A. Argentina, and the performance parts 
are available on rental from Boosey & Hawkes Company. 
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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 Spring '78 TEST YOUR PERCUSSION I.Q. QUIZ 
proved to be the most difficult one thus far! We had only one 
winner and one runner-up. They correctly identified the group 

- -  THE MARIMBA MASTERS; and the members (L.-R.) Vivian 
Emery, Jane Burnett, Edward DeMatteo (bass)~ Gordon Peters 
(founder and director), Ronald Barnett, and Mitchell Peters. 
Also performing, but not showing in the picture, Peter Tanner. 
The Marimba Masters was formed in the 1950's at the Eastman 
School of Music and performed extensively including on the Ed 
Sullivan TV Show as shown in the picture. 

This issues quiz should be one that many o f  you will be able 
to answer correctly, for these performers went  on to become 
some o f  the greatest o f  all time. 

So the question is . . . . .  
Can you name the vibist and the drummer shown in the 

picture? 

THE VIBIST  IS 

THE DRUMMER IS 

Congrats To Our Winners: 

Peter Webster, 80 N.E. 132nd St., North Miami, Fla. 33161 
Free one year New or Renewal Membership in P.A.S. 

Dave Renick, 4030 Longridge Ave., Sherman Oaks, Calif. 91423 
Free copy of new PAS Literature Guide 

The  eaxliest  p o s t m a r k e d  c o r r e c t  answer  wi l l  rece ive  a 
one  y e a r  f ree  m e m b e r s h i p  (new o r  r enewa l )  in t h e  

Percuss ive  A r t s  S o c i e t y .  T h e  n e x t  t h r e e  c o r r e c t  answers  

rece ived  wi l l  rece ive  f ree  cop ies  o f  t h e  o u t s t a n d i n g  n e w  
P A S  L i t e r a t u r e  B o o k l e t  1 9 7 8  Edi~Aon. 

The  c o r r e c t  answer  a n d  winne r s  wi l l  be  a n n o u n c e d  in  

o u r  n e x t  issue.  
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Send  y o u r  answer  w i t h  r e t u r n  address  to :  

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

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

P.O. Box  0 2 0 9 5  
Co lumbus ,  Ohio  4 3 2 0 2  



G a r y  F r a n c e  - Scott Goodman 
27V2 Market Street 

Potsdam, N.Y. 13676 

"See You In Tempe" 
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New Publications 
As  a service to all publishers, composers, and arrangers 
PERCUSSIVE NOTES  M A G A Z I N E  regularly reviews new ma- 
tcriais. 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; MH-Murray Houllif; 
JM-James Moore; AP-Al Payson; LP-Linda Pimentel; MR- 
Michael Rosen; WS-William Schinstine; and KE-Karen Ervin. 

SNARE DRUM SOLOS 

LAHARA by Bob Becket published by Bob Becker, 6 Church 
Street, Toronto,  Ontario, M5E 1M1, Canada, $20.00. 

Lahara is a rudimental drum solo which is performed with 
accompaniment. As the music states--"a solo with accompani- 
ment  for snare drum, tom tom or Remo pad." The accompani- 
ment  can be marimba and vibes or any instrument capable of 
sustaining for a long time. 

It  is difficult today to write a solo that  is different in all 
respects from previous solos--Bob Becket has done it. Mr. 
Becker states, "My aim in writing this music was to reproduce 
the rhythmic and formal structures of actual tabla compositions 
in a form that would be immediately comprehensible, both 
rhythmically and aesthetically, to a western percussionist with 
or without a special knowledge of Indian music. In order to do 
this I used the most universal and traditional medium in 
American percussion repertoire---rudimental snare d rum."  

Lahara not  only develops a feeling for Indian music but  it 
develops good technique as well. I t  is interesting to learn and 
enjoyable to hear. Mr. Becker explains each tala cycle very 
carefully and includes some historical remarks in his introduc- 
tion. This work would be good for a college recital program or 
just to gain an appreciation and understanding of Indian music. 
(JB) 

S N A R E  D R U M  B O O K S  

KLEINE TROMMEL. Eckehardt Keune Publ. by Barenreiter. 
N.P. 

This volume is actually Part I of a series called 
Schiaginstrumente and this writer looks forward to the other 
parts if they are as interesting as this first one. 

The book is very substantial (150 pages) with a very 
interesting essay on the history of the snare drum. It also has 
illustrations which are interesting because they show the 
European style of playing with the left thumb (traditional style) 
on the stick and the index finger and third finger straight up in 
the air. However, the notat ion is clear, the exercises progressive 
and well marked with dynamics. The roll exercises, as well as 
the embellishment exercises, are particularly good. There are 
many exercises in mixed meters in addition to a few duets. I 
wouldn ' t  recommend this book for a beginner but  it does have 
some very basic reading in the beginning. A lot could be done 
with this book if it were used in a creative way by an 
imaginative teacher. The text is in English and German. No price 
is available at this time. (MR) 

THE DUALITY OF PERCUSSION - -  Bob Delich, P.O. Box 
460, Tijeras, N.M. 87056, 49p. $3.50. 

Designed to help develop better sightreading skills, especially 
with reference to tied notes and rests, this book uses a 
comparison method to achieve this end. Page 4 through 30 
involves 10 one measure examples of rhythms using rests 
followed by the same rhythms using ties; thus the title 
"Duali ty".  All examples ere hand manuscript which are quite 
clear. Pages 32-49 consist of dual 16 bar phrases in the same 
general format. The concept is one frequently used by teachers 
to help students understand the tied note  problem. This book 
can be helpful to anyone having that  type of problem. (WS) 
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THE ROBERT DE LUCK PREPARATORY METHOD FOR 
PERCUSSION - -  Robert  DeLuck, P.O. Box 460, Tijeras, N.M. 
87059. 36p. $2.25 

This booklet is unusual in that it separates the basic positions 
of playing into separate lessons. In  itself it is not  a method 
book, yet it quite nicely describes the various components of 
knowledge necessary to proceed with beginning instruction. 
Perhaps the title is misleading, but  the contents can suppllment 
any students '  knowledge of drumming basics. The type set is 
large and easy to read with excellent illustrations throughout. 
(WS) 

DRUM SET BOOKS 

THE DRUM SET EXERCISER by James Piekarczyk, published 
by Opus Music Publishers, Inc., 1880 Holste Road, Northbrook, 
Illinois 60062. $3.50. 

The Drum Set Exerciser is a system of exercises to develop 
(1) arm endurance, (2) foot coordination, (3) cymbal control, 
and (4) total melodic endurance. Several pages are devoted to 
each area with a recommendation to start each exercise slowly 
and increase the speed as one becomes familiar with it. The 
exercises are easy to read, therefore both a beginner and 
advanced student would profit from practicing them'. 

As is the case in practicing exercises, they alone will not  
make you a musician or a swinger, bu t  will give you the 
coordination and technical ability to become one. (JB) 

ROCK SHOP by Paul Bowman, published by Pro A_~ Publica- 
tions, Inc., Westbury, Long Island, New York, $2.50. 

ROCK SHOP is a guide to Rock independence for the drum 
set. It  consists of a series of quarter, eighth and sixteenth note 
rhythmic patterns called motifs. I t  is recommended to practice 
each motif  slowly and increase the speed as you become familiar 
with it. The end result being to play the entire page of motifs at 
a fast tempo. The concluding part of the book employs selected 
motifs from the beginning, two-measure motifs, Bossa Nova 
exercises, drive beats, hi-hat devices, cymbal variations, four- 
way independence and drum set fills. 

ROCK SHOP can be practiced by both the beginner as well 
as the advanced student. The results of this book would be a 
good command of rock rhythms which could be used in actual 
performance. (J'B) 

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

CONCERTO FOR MARIMBA AND ORCHESTRA - -  James 
Basra. Music for Percussion, Inc., New York. Solo: $3.00; Piano 
reduction: $5.00; Complete set: $8.00. This work, long a 
favorite of marimbists, but  rather hard to obtain in manuscript 
form, is finally available in a clean, readable printing. Although 
it has a style entirely its own, it is technical on about  the same 
level as the more often performed Creston CONCERTINO FOR 
MARIMBA AND ORCHESTRA. The rhythms, while developed 
within traditional meters, require accurate and secure transitions 
from eighth notes to triplets of eighths to sixteenth notes in all 
sorts of arrangements. Other technical problems include rapid 
double strokes, some contrapuntal movement between hands, 
some fairly intricate interval maneuvers in the four mallet 
section, double stops, octaves, and some tricky leaps. Although 
the work is not  divided into movements, it is comprised of 
sections with a variety of tempi and styles. The piano 
accompaniment requires a pi~niRt with agile technical facilities. 
All interpretive marks are clear and appropriate. (LP) 

CONVERSATIONS Opus 4 4 - - -  John LaMontaine. Fredonia '  
Press, 3947 Fredonia Dr., Hollywood, CA 90068. 

For those of you that  may raise eyebrows at a work for two 
mallet solo marimba performance that may also to be per- 
formed, with minor alterations, by solo CIai-inet, flute, violin, 
trombone, or viola, each employing identical piano "accompani- 
ments, don ' t  let your prejudices stand in the way so that you do 
not  explore this masterpiece. Pulitzer Prize winning composer 
La Montaine has created a work of high substance and solid 
dramatic appeal. Based on a tone row, each of the four 
movements (Encounter,  Dispute, Affections, and Word Games) 
is both tightly integrated into the whole in its use of thematic 
development a n d  at the same time dramatically expresses its 



individuality. The work accentuates the lyrical beauty of the 
marimba. The difficult piano accompaniment both supports the 
solo marimba and contrasts with it. Skills necessary for the 
performance of this work must first include mature musician- 
ship, and also an accurate two mallet technique, ability to leap 
long distances while manipulating a legato roll, precision in 
changing meter performance, and great dynamic range. You will 
need a mature piano accompanist who also is precise in dealing 
with changing meters. (LP) 

TWENTY BACH CHORALES FOR MALLETS. Murray Houllif. 
Music for Percussion, Inc., New York. $3.00. 

Houllif has taken the original chorales and has made minor 
adjustments in voicings so that they can be performed on a four 
octave instrument and most of the interval changes are 
reasonably fluent for the marimbist who is on the lower rungs 
of advanced performing. No dynamic markings are included. 
The original slur markings, showing the text word/consonant 
relationship to the music, seem to have been retained. Otherwise 
the manuscript is unadorned. (LP) 

SUITE for VIBRAPHONE SOLO - -  Michael Lang - Southern 
Music, $1.50. 

A very fine college recital level work in four movements. 
Each movement is thematic and developed interestingly. Move- 
ments I and HI can be played with two mallets; II and IV with 
four. Lots of accidentals to read. Movement H has some lovely 
"color" chords. An expressive player could do much with this 
piece. Clear, machine printing. (MH) 

SYNCOPATED WALTZ - -  Lorraine Irvin, Studio 4 Productions, 
Box 266, Northridge~ Ca. 91327 --  $2.75. 

A rather easy two mallet solo with some charming chroma- 
ticisms and rhythmic shifts in steady eighth notes. Should be a 
good study/performance piece for the beginning college student 
or the beginning-plus junior high or high school player. The 
piano accompaniment is very easy, facilitating performances. 

An excellent contr ibution to beginning keyboard literature, 
an area which still needs much development. 

It  seems a shame that Syncopated Waltz has two notes which 
are out  of the range of the vibraphone or xylophone. Some 
editing of these might be permissable, when necessary. (KE) 

PRELUDES 4,5,6--Raymond Helble, Studio 4 Productions-S5.00 
Helble's Preludes 4, 5 and 6 are three more very difficult, 

well-written pieces from this talented composer. These works 
seem to show a greater level of musical maturi ty than the 
composer's first three preludes. All three require a thorough 
control of  contrapuntal  and independent  mallet techniques and 
are probably only accessible to the advanced college or 
professional marimbist. 

Printing is clear and easy to read, although page turns occur 
at uncomfortable places. Studio 4 is to be congratulated on its 
continuing contr ibution to serious percussion literature. (KEI 

ETHOS - -  Jack Jenny, Permus Publications, P.O. Box 02033, 
Columbus Oh. 43202 - -  $2.50. 

Ethos is a more than usually imaginative six-mallet solo, 
escaping in part the parallelism that  seems to be an inherent part 
of most six-mallet techniques. I t  isj therefore, rather difficult 
and requires considerable previous experience with six mallets. 

The music is well-printed and easy to read. Permns is another 
company contributing greatly to percussion literature. (KE) 

CONCERT FOLIO FOR MALLETS - -  Lang Percussion Com- 
pany, 208 W. 30th St., N.Y., N.Y. - -  N.P. 

The folio includes three works: 
Four Pieces for Solo V~raphone  by  Larry Spivack is 

probably the most successful in the collection. Each piece is 
differentiated in character, using clever rhythmic alterations and 
"traditional-contemporary" harmonies. Ragtime is particularly 
charming, taking traditional rag motifs and adding a contemp- 
orary twist. 

Four Pieces requires a solid four-mallet technique, good 
control of pedalling and articulation and should be an excellent 
recital piece for the college percussionist. 

Phillip Grossman's Sonata for Solo Vibraphone (in three 
movements) is more conventional in its techniques (less contra- 
puntallsm, for example) and should be playable by a less 
advanced vibraphonist. The movements a re  contras ted in char- 
acter, including a slow, largely chordal second movement  and a 
rapid monophonic third movement. 

Both of the above pieces represent a substantial contribution 
to the vibraphone repertoire. 

The third piece in the album, Suzanne Lieberson's Reflec- 
tions for Solo Marimba, presents some serious problems. While 
there are nice musical ideas and development of material, 
technically the pieces are confusing. For example, it  seems 
likely that many notes should be rolled which are not  marked. 
Sections of great simplicity alternate with measures of almost 
insurmountable difficulty and there are some unexplained 
markings. 

It  seems to me that a comprehensive editing job would be 
necessary before this piece would be accessible even to a 
relatively advanced player. 

Lang's publications are clearly and neatly copied for the 
most part but  this folio, like several other recent Lang releases 
suffers from blurriness in certain sections. (KE) 

MALLET INSTRUMENT SOLO SERIES --  Ludwig Music 
Publishing Co., 557 E. 140th St., Cleveland, OH 44110 

The original works in this series by Ronald Lo Prasti, and an 
original work and several arrangements by Scott Masiter add to 
the reportoire of accessible, well printed, reasonably priced 
solos for intermediate level bar percussion players. Ludwig 
Music in Cleveland is to be commended for adding to the list of 
works available for these instruments. (JM) 

Composition available are as follows: 

ARIA FOR MARIMBA - -  Lo Presti $2.00 solo and piano. 
Two and some four mallet passages. 

SCHERZO FOR XYLOPHONE - -  Los Presti $2.50 solo and 
piano. 

An easy two mallet work; could be played on any bar 
percussion instrument. 

SEVEN SHORT PIECES FOR SOLO VIBRAPHONE --  Meister 
- $1.75 unaccompanied. 

Well notated, contemporary techniques, with metric and 
ametric notat ion employed. 

MATTINATA - -  R. Leoncavallo -Meis ter  - $1.25 solo and 
piano. 

A charming, easy song indicated to be played on marimba or 
xylophone. 

ENCORE POCKA - -  E. W. Smith - Meister - $1.50 solo and 
piano. 

An old style cornet solo, with lots of notes arranged for 
xylophone (or marimba). 

CHANSON de MATIN - -  E. Elgar - Meister - $1.50 solo and 
piano. 

Fine two mallet solo, good for developing style and phrasing 
on marimba. 

AMOUR VIENS AIDER - -  C. St. Saens-Meister - $1.50 solo and 
piano. 

A lyric song, fine for phrasing and roll development on 
marimba. 

B A R  P E R C U S S I O N  B O O K S  

BAR PERCUSSION NOTEBOOK VOL. 1 - -  Linda L~rren 
Pimentel, Pub. by Permus Publications, P.O. Box 02033, 
Columbus, OH 43202, 23p. $4.00. 

Bar Percussion Notebook No. 1 is one of the most 
exquisitely produced, carefully thought out and unquestionable 
quality keyboard percussion training books to arrive on the 
market. Ms. Pimentel and Permus Publications are to be 
congratulated for their efforts in giving us a beginners book' of 
material that will lead our students toward developing the 
reading and technical skills necessary to play the bar percussion 
music of our times. It  is not  a method, but  a progressive 
assortment of short musical works arranged ~o the student must  
learn both clefs at once, immediately deal with multiule meters, 
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encourage transposition, explore a variety of solutions to 
technical problems, and is so arranged that the player could 
begin on any available b~Lr percussion instrument. 

The book is even valuable for more advanced percussion 
students as a sightreading tool. If you teach bar percussion, do 
yourself a favor and try this book with your  younger students. 
This writer can hardly wait to see the next two volumes of this 
unique series. Quite incidentally the book also has a most 
unusual cover produced by Michael Compton. (WS) 

THE VIBE PLAYER'S METHOD - -  Thomas A. Brown - Pub. by 
Ludwig Industries (Musser Div.), 505 E. Shawmut Ave., La 
Grange, IL 60525, 48p. $6.00. 

Tom Brown has a long list of excellent percussion and 
keyboard mallet works to his credit. It  would be understandable 
then if this was an outstanding NEW method book. He has not  
disappointed us. 

The descriptions of the physical techniques are the most 
complete yet encountered. Excellent photos and illustrations 
make understanding each point  complete. 

A great volume of exercises and solos for the solution of each 
type of problem the vibest might encounter are included. The 
book covers 2,3, and 4 mallet techniques in a great variety of 
styles and tempos. 

The manner  of writing allows a great deal of latitude to 
teacher and pupil to explore all sorts of uses of this material. 
This book represents a new standard of excellence with which 
to compare future method hooks. (WS) 

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

THEME AND VARIATIONS FOR SOLO PERCUSSION - -  G. 
Waller Haggerty - -  Hornpipe Music Pub., Box C.Y. 577, 400 
Comm. Ave., Boston, MA 02216 - $2.75. 

A rhythmically straightforward piece for the advanced high 
school or college level player. Theme w/four variations for 2 
cowbells, temple blks. (5), and snare dr. Machine notat ion on 
eight lines (for each instrument).  No stick changes bu t  much 
changing meter where the eighth note is kept constant. Each 
variation basically follows the same meter pattern, e.g. 3/4-8 
8-5/4-3/4 etc. Vat. II requires a good dynamic control and Var. 
HI contains double stops. Stickings are indicated. (MH) 

CONVERSATION FOR MULTIPLE PERCUSSION SOLO - -  
Dean Witten, Pub. by Southern Music Co., San Antonio,  Texas 
78292 - $1.50. 

A two movement work employing 4 timpani, 3 suspended 
cymbals, 2 roto-toms and either a set of crotales or bells. 
Movement I starts very delicately using knitt ing needles on the 
bells and cymbals. Later, felt t impani mallets are used as 
t impani and cymbals predomLlate. Complete instructions and 
clear notat ion make this a most interesting work. A number of 
improvised sections allow considerable latitude to the per- 
former. Movement H opens in 9/8 (2+3+2+2) presto on t impani 
and roto-toms played with brushes. After a switch to wood 
mallets, some very complicated meter changes create interesting 
rhythmic and melodic development. Another change to felt 
mallets signals a final Presto which brings the work to a rousing 
close. This is an excellent addition to the growing literature for 
the percussion soloist. (WS) 

GYPSY FESTIVAL - -  Scott Meister - Ludwig Music Publishing 
Co., Cleveland, OH $4.00. 

This work is a duet for two multiple percussion players 
written in three short movements with a total duration of 6:35 
minutes. Instruments used are: Marimba, vibraphone, timpani, 
tom-toms, snare drum, suspended cymbal, wood block, tam- 
bourine, and bass drum. Two copies of the score form part are 
provided to enable the performers to coordinate their perfor- 
mance. Notation is traditional metric. Graphic instrument 
indications are well shown. A musically conceived work of 
modest difficulty that should provide fine recital and study 
material for high school and easy college level players. (JM) 
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I M P A N I S O L O S  

THE DEVELOPING SOLO TIMPANIST by William J. Schin- 
stine, published by Southern Music Company, San Antonio,  
Texas, 78292, $7.50. 

THE DEVELOPING SOLO TIMPANIST is a collection o£ 
solos for 2, 3, and 4 timpani, multi-percussion and varied duets. 
The solos are arranged according to their difficulty and most of 
them have mallet recommendations and a brief musical or 
technical statement regarding what to practice. The book is 
divided into Part I - -  20 solos for two timpani, Part II - -  10 
solos for three timpani, Part HI - -  10 solos for four t impani,  
Part IV - -  Tympendium and Tympolero, Part V - -  varled duets. 
This is a good collection of graded solos which would enjoy 
interest from the intermediate student to the advanced high 
school student. Schinst/ne has, as is his usual manner,  given the 
percussion world another collection of solos that  are appropri- 
ate for contests and/or lesson study. (JB) 

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

SOUNDSCAPE--Dary John Mizelle pub. by Lingua Press, 6427 
La Jolla Scenic Dr. South, La Jolla, Ca. 92037. $10 for the 
playing score. 

Dary John has managed to write a piece that, in my opinion, 
will prove in time to be one of the most important compositions 
of the decade for percussion and will establish Mizelle as a very 
influential composer of the new generation. He has studied with 
such composers as Stockhausen, Roger Reynolds and Larry 
Aust/on to name a few and now teaches composition and is 
head of the Technology in Music and Related Arts program at 
Oberlin Conservatory. Mizelle was also one of the founders of 
Source Magazine. 

SOUNDSCAPE is a large piece (27 minutes long) and is 
easiest played with 8 players (two to a part). The work consists 
of six movements, the sounds for each being derived from 
different material substances and each having a structural 
process , that are reflective of universal shapes and realized 
musically in the following manner:  

I. Metal: (growth process) 
H. Skin: (decay process) 
HI. Wood: (growth & decay process) 
IV. Earth (rocks, marble, clay pots, etc.): 

(decay & growth process) 
V. Glass: (Static-no change) 

The sixth movement accomplishes a complete integration of the 
timbres, structural processes and rhythmic process of the first 
five movements. 

The work calls for a very large variety of instruments (all of 
which would be available at a large University or Conservatory) 
some of which are supplied by the composer himself and/or are 
subject to substitutions suggested by Mizelle. The parts are quite 
easy to read and are printed on paper of heavy stock to make 
them easy to manipulate---bravo to Lingua Press. The instru- 
ments and mallet choices are indicated by system of symbols 
adopted by the International Congress of New Musical Notation 
held in Ghent in 1974. They are clearly defined in the beginning 
of the piece, are well marked throughout and are easy to follow. 

The composer is quite helpful by offering a recording of the 
piece which will prove most helpful in putt ing it together. To be 
sure, SOUNDSCAPE is indeed a difficult piece and is a large 
undertaking, but  well worth the effort! (MR) 

TRIO POUR PERCUSSION - -  Andre Morin - Music for 
Perc.-$5.00. A colorful work for the advanced high school or 
college level trio, played with or without conductor. Players 
~nust use vocal sounds in addition to percussion instruments and 
art must be capable of matching t impani pitches. Standard 
percussion instruments used including slide whistle, ratchet, 
siren whistle, BD (foot pedal). Each player must  move quickly 
from one instrument to the other. The timpanist must  change 
pitches during the performance and the ensemble has many 
dynamic contrasts. Each player gets a 30 second improvised 
solo. Rhythmically not  complex. Clear, machine printing. Score 
w/parts included. Duration: 4 '40".  (MH) 



PRELUDE AND DANCE for THREE PERCUSSIONISTS by 
Charles Camilleri, Waterloo Music Co., Waterloo, Ontario, 
Canada, sole agents. Price: $4.95 for one score, no parts. 

This work employs only 6 percussion instruments, but  it is 
quite difficult (definitely college level). The prelude is ametric 
and extremely intricate rhythmically. To achieve ensemble 
between the three players will be very challenging. The dance is 
metric, and the measure signature changes constantly. I t  has a 
solid rhythmic drive which should be interesting to the listener. 
(AP) 

HOLIDAY FOR PERCUSSION by George Heussenstamm, 
Music for Percussion. Price: $9.00 for score and parts. 

Five players are required for this interesting ensemble, with 
each player using at least a dozen instruments. I t  appears that 
this work was designed to be used as a percussion demonstration 
piece for young people. (There is a direction in the score for 
starting the piece, "audience at a youth concert yells "start!",  
percussion yells "O.K.") However, the piece would not  necessar- 
ily be limited to that format. Sections of the work feature 
different percuksion instrument groupings, i.e., mallet key- 
boards, membranes, non-pitched wooden and metallic instru- 
ments. This is a fast-paced, wild, fun piece, with theatrical 
elements thrown in. (AP) 

"CLEVELAND" PERCUSSION QUARTET NO. 4 WITH 
PIANO --  Morris Alan Brand, Pub. by Bmmora, P.O. Box 71 St. 
Cloud, MN 56301. $12.00. 

I. Reality and Flashback 
H. Song 
HI. Homeward Bound 
Instrumentat ion:  1. Vibes, Xylophone, Chimes; 2. J/Iarimba, 

Bells, Tam-Tam; 3. Drum Set, Anvil, Tri., Tamb., Tam-Tam; 4 
Timpani; 5 Piano. 

The parts and score are lithoed hand manuscript which was 
reduced from the original. 

I. A very playable ensemble which begins with an Adagio in 
3/4 then a waltz that gradually gets faster. I t  ends with a return 
to the opening idea. 

H. Largo in 4/4 with open harmonics in the vibes and the 
theme in the piano. This is followed by a vibe melody 
accompanied by the marimba. Later the marimba gets the 
melody over a t impani line. All comes together and closes 
softly. 

HI. Marked "With Spirit", the final movement has some 
pedaled t impani lines and lots of spirited activity throughout. 

"Cleveland" seems to be a worthwhile work for the advanced 
high school or average college ensemble. (WS) 

DEVORO WALTZ by Dennis Carlson, published by Cosmos 
Music, 79 Menotomy Road, Arlington, Massachusetts, 02174. 
$10.00. 

DEVORO WALTZ is a percussion ensemble composition for 
ten players. It is written in two movements and calls for the 
following percussion equipment: bells, chimes, claves, four 
suspended cymbals, vibra slap, two triangles, piccolo snare 
drum, wood block, four tom-toms, temple blocks, bass drum, 
large tam-tam, ratchet, vibes, concert marimba, cabasa, slap 
stick, concert grand marimba, brake drum, high tom-tom, 
xylophone, large cow bell, low tom-tom, sleigh bells and 
timpani. 

The first movement of the composition moves between 
non-pitched sections and pitched sections; however, at times 

,there seems to be little connection between the two. The second 
movement is the more interesting of the two and employs a free 
section of indefinite time, a tempo change and some short 
sections wherein the players get to whistle, scream, clap hands, 
and yell a pre-determined phrase or two. 

DEVORO WALTZ is published in manuscript form on 
stapled theory paper. Little regard has been given to page turns 
and the manuscript is no t  always easy to read. The difficulty o~ 
the work lies in the high school percussion ensemble level. (JB) 

THE PINK PANTHER - -  Mancini-arr. Thomas Akins - -  Kendor 
Music, Delevan, NY. $5.00 score and parta 

Now that the "Panther" has recently struck at our local 
movie houses for the 5th time, this might be an appropriate 

time to feature this arrangement on your  next  percussion 
ensemble program. The tune is very safely scored for a quartet 
consisting of: Player I - -  bells and xylophone, Player II - -  
marimba and bongos, Player III - -  vibes, Player IV - -  drumset, 
and an additional string bass player. The vibe player must be 
able to play an improvised solo from chord symbols. (JM) 

BOSSA PEQUENO. T. C. Frazeur. Music for Percussion, Inc. 
New York. $6.00. 

This work, for percussion ensemble, would be difficult but  
worth the effort for a high school level ensemble, and would 
make a fine s~yle-piece of medium difficulty for the college 
percussion ensemble. The instrumentation is for four bar 
percussion performers, one player on accessories, a timpanist, 
and a performer on drum set. A bassist can be substituted for 
the t iml~nist  if the school does not  own timpani that will reach 
a low C'-~. The mallet parts are for only two mallets, but  include 
some tricky octave work and tight ensemble between the 
performers. The parts and score are easy to read; the instruc- 
tions are precise. (LP) 

THREE COMPOSITIONS - -  Dennis Carlson - Pub. by Cosmos 
Music, 79 Menotomy Rd., Arlington, MA 02174 - No prices 

I. TRIO ~fl for snare drum, tom tom, and b a u  drum, 3 pages, 
score form, manuscript single line. A March Tempo, it begins in 
4/4 but  has meter changes to 3/4, 4/4/3/4 2/4 and 11/16. 

H. APRIL FOOL'S PARADE, a duet for snare drums or 
snare and tom tom. Begins in 10/16 (5 + 5) marked "briskly". 
Changes to 2/4 after 8 measures. Some quite difficult 7:4, 3:2 
and 5:4 figures. Later changes to 3/8 and 5/8 for the close. 

IH. TWO BITS, 4 pages score form, two parts with 
instrumentat ion unlisted. One would assume two snares or a 
snare and tom-tom as in H. Again the composer has used 
frequent artifical groupings to gain his desired effects. 

Mostly these are interesting for their mathematical com- 
plexity than for their musical content.  (WS) 

BAR PERCUSSION ENSEMBLES 

FOR MALLETS (TWO PLAYERS). Raymond Wllding-White. 
Music for Percussion, Inc. New York. $3.00 (both parts 
included). 

These duo bar percussion pieces employ a variety of 
instruments and styles within a mildly contemporary format. 
Except for some fast passages, double stops, and octave leaps, 
the two mallet techniques employed are not  ~ difficult. The 
variety of timbres and styles employed and the opportuni ty for 
the intermediate bar percussionist to move from instrument to 
instrument make this collection a good addition to the 
repertoire. Advanced students will also have fun sight reading 
FOR MALLETS. (LP) 

MIXED ENSEMBLES WITH PERCUSSION 

COMMEDIE FOR TROMBONE & PERCUSSION - -  Frank 
Campo - Music for Perc. - $3.50. 

An advanced college level recital piece for two experienced 
players of contemporary music. Percussionist needs amplified 
vibes, tubular bells, 2 bongos, 2 toms, triangle, finger cymbals, 2 
suspended cymbals in addition to a variety of sticks and beaters. 
Standard and graphic notat ion without meter or bar lines. 
Points of coincidence, e.g. spots where rhythms are played 
simultaneously between the two become extremely crucial. 
Lots of dissonance. Trombonist  must have an extensive high/ 
low range and ability to read tenor clef. Some quickly executed 
passages. In three movements. Clear, machine printing. Two 
parts included. (MH) 

TRES CUBITO - -  Frank Campo - Music for Percussion - $7.50 
(includes three scores). 

A three-movement work for three virtuosic players of 
contemporary music. Player I uses alto flute in G (sounds 
Perfect 4th lower), flute, and piccolo. Player H-Viola. Player 
HI-Marimba, Vibes, Temple Blks., and Triangle. Standard and 
graphic notat ion w/metronomic indications. No meters, bar 
lines. Points of coincidence. 1A-tone sharp and fiat indications. A 
difficult mallet work. Duration: 9 '52"  (MH) 
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TEXT & REFERENCE BOOKS 

THE ROAD: HOW TO GET IT, LIVE WITH IT AND 
PROFIT! !!! - -  John A. Ruka, Litited, Ltd., Pub., 8138 Gridley 
Ave., Wauwatosa, WI 53213. $9.95. 

This book doesn't  quite fit into any of the categories set 
aside in Percussive Notes for New Publications. However, every 
musician who is now on the road, ever expects to go on the road 
or is contemplating forming a group with this purpose in mind 
will find this book extremely useful. 

John Ruka is an experienced drummer who spent almost ten 
years on the road (he now teaches in Milwaukee) with several 
show bands and has passed on a wealth of knowledge in this 
book. I know of no other publication that deals with such 
essential details as agents, comedy routines, rehearsing, clothes, 
auditions, the car on the road, medical problems, laundry, pets, 
naming the group, etc. etc. 

THE ROAD is writ ten in a chatty manner,  is easy to read and 
laid out  well. Major sections include: I. The Circuit and the 
Money, H. Bands (Types), HI. The Business of the Road, IV. 
Getting Your Act Together, V. Keeping the Band Together, VI. 
Life On the Road, VII. Getting Work. Each major section has 
several subdivisions dealing with specific aspects of the problems 
of each part. 

In short, any musician intending to work in this aspect of the 
music business will find THE ROAD an enormously useful book 
to have. (MR) 

. . . . . . .  _ _  A A  

According to figures supplied by the American Music 
Conference there are estimated to be 2,600,000 amateur 
drummers in the United States, constituting 7% of all the 
amateur musicians active. Of these 71% are male and 29% are 
female. The only instruments that attract more players than 
drums are in order - -  piano, guitar, organ, and clarinet. 

[H¥ ll IBIIHIR ItlIIIB a 
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Delaware, Ohio 43015 
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Music Of 
The Day 

A COLLECTION OF 6 ORIGINAL COMPOSITIONS 
FOR SOLO VIBRAHARP 

( g r a d e  5 - p r i c e  $ ~ . 5 0  - r ecord  i n c l u d e d )  

by Bill Molenhof 
A former student of Gary Burton's and currently 

vibist with Jackie and Roy Kral, Bill will be 

making a special clinic/performance appearance 
at the P.A.S.I.C. in Tempe. 
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All  Kendor pub l ica t ions  are a v a i l a b l e  
f ro~ your local  music dea le r .  

REQUEST A FREE PERCUSSION HUSIC CATALOG AND 
"HUSIC OF THE DAY" SAHPLE SCORE FROH: 

Kendor  Music ,  Inc. 
Main & Grove Sts., Delevan, N.~ 14042 

OUR 25TH YEAR 

J 



PUBLICATIONS and 

PRODUCTS 
Material Compiled 

by  
John J. Papastefan, University of South Alabama 

CIRONE PUBLICATIONS, P.O. Box 612, Menlo Park, CA 
94025 has a detailed brochure of  their  percussion solo and 
ensemble composit ions as well as method books  and texts;  
included is a new release entit led the Orchestral Mallet Player by  
Anthony  J. Cirone. 

COSMOS MUSIC, 79 Menotomy Road,  Arlington, MASS. 
02174 (617) 643-6868 according to their latest listing is making 
available a number  of  new compositions,  which emphasize 
mallet  percussion. 

RICHARD DICENSO, 15 Kiley Drive, Randolph,  MASS. 02368 
has published A Practical Workbook for the  Modern Drummer 
which provides the teacher, s tudent  and professional with a 
modern and progressive approach to the rudiments  of  drumming 
and their applicat ion to the drum set. 

JOE GARRY MUSIC makes available a free newsletter called 
Drum Taps by  sending a postcard to  Better  Percussion, 132 
Pleasant Ave., Englewood, NJ 07631. 

HA_MAR PERCUSSION PUBLICATIONS, INC. 333 Spring 
Road, Huntington, NY 11743 has a catalog listing their solo and 
ensemble works for percussion. 

KENDOR MUSIC is pleased to announce the release of  the new 
I t ' s  Time for the Big Band Drummer book.  Collaborators Mel 
Lewis and Clem DeRosa have assembled this instructional 
method for the drum set player. Request  a free brochure from 
Kendo~ Music, Inc., Delevan, NY 14042. 

LANG PERCUSSION COMPANY, 208 West 30 Street, New 
York~ NY 10001 publishes a variety of  works for ensemble, solo, 
and chamber music mediums. Unique among publishers is the 
offer by  Morris Lang to refund the complete  price of  any work 
the purchaser does not  wish to  keep. 

McCORMICK'S ENTERPRISES, P.O. Box 97, Elk Grove 
Village, IL 60007 has a new marching band music ho t  line to 
place orders toll  free by  calling 800-323-0664. They also publish 
a newspaper enti t led The Marching Band Director; the la t ter  is 
free from the above address. 

Among new releases from PERMUS PUBLICATIONS, P.O. Box 
02033, Columbus, Ohio 43202 is a unique new collection of  
beginning percussion pieces composed and arranged by  Linda 
Pimentel, and an original four-mallet  rag for  marimba or vibe 
composed by  Gearv Larrick. Write for their  la test  catalog. 

G. SCHIRMER, INC., 866 Third Avenue, New York, NY 10022 
has been named exclusive United States sales agent for Berklee 
Pre~  Publications. Sch i rm~ plans to  expand distr ibution of  
~erklee Press Publications to  college and commerical  book  
stores, as well as to  music retailers. 

SOUTHERN MUSIC COMPANY, P.O. Box 329, San Antonio,  
TX 78292 has several helpful brochures available on music for 
winds and percussion. 

SAM ULANO, P.O. Box 1126, Radio City Station, NY 10019, 
is the publisher and edi tor  of  two very significant percussion 
publications:  Drumworld,  a newspaper discussing books, rec- 
ords, photos  and i d e u ;  For  Drum Teachers Only is a most  
informative and thought  provoking series for teachers. 

ZIMMERMANN has as its sole agent for the USA, C. F.  Peters 
Corp., 373 Park Avenue South, New York, NY 10016. Their 
catalog lists numerous materials for percussion, including those 
that  utilize Orff type  instruments. 
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NEW PRODUCTS 

MIKE BALTER MALLETS, P.O. Box 531, Northbrook,  IL 
60062 has introduced a unique mallet  case designed to t ransport  
a quant i ty  of  mallets, sticks, and accessories. 

LANG PERCUSSION COMPANY, 208 W. 30 Street, New York, 
NY 1001 is now offering a selection of  mallets, castanet 
machines, castanets on a handle and a new wide-bar model  of  
orchestra bells. 

LUDWIG INDUSTRIES, 1728 N. Damen Ave., Chicago, IL 
60647, has added a number  of new products  to their  already 
extensive line of  percussion instruments and accessories, 
including the sound projector  for drums, the unique UFO snare 
drum kit,  the combo vibe which is a professional quali ty 
vibraphone at an economical price, the first symphonic  grand 
4½ octave Kelon Marimba, classic chrome finish chimes, 6-ply 
wood drum shell, and a new Hercules line of  heavy duty stands. 

~ k N - R ~  MALLET ENTERPRISES, c/o Gary France and 
Scot t  Goodman,  27½ Market Street, Apt.  1, Potsdam, NY 
13676, has introduced a new line of  handcrafted mallets for 
marimba and vibraphone. Write for a free brochure. 

McCORMICK'S, the marching and music specialists, have an 
extensive array of products  beautifully illustrated in their 
catalog for 1978. They can be reached via a toll  free order 
number at  800-323-0664, or write P.O. Box 97, Elk Grove 
Village, IL 60007. 

REMO, INC., 12804 Raymer  Street,  North Hollywood,  CA 
91605 has available a new 15" marching drum head with 
improved pull-out resistance designed to meet  drum corp and 
other  high tension requirements.  Also introduced is a new line 
of  trimline reflectors which provide ro to tom projection. Further  
information may be obtained from Remo, Inc. or your  local 
dealer. 

WURLITZER EDUCATIONAL PRODUCTS DEPARTMENT, 
Dekalb, IL 60115 has designed a new Music Learning Module 
and new instructional materials for use with the MLM, a small 
portable  keyboard  unit.  

ETOILE MUSIC, INC., 522 West Lake Road,  Shell Lake, 
Wisconsin 54871 recent ly released "Green Mountains" by Steve 
Swallow for vibraphone and piano. I t  was transcribed note-for- 
note from the original Gary Burton solo on RCA LSP 4098 by  
Terry Smith and printed under license from the publisher, 
Grayfrair  Music, Inc. This number is the first in Etoi le 's  "Mallet  
Master Series," which is now in preparat ion.  
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BUILD IT 

CORNER 

CARE AND REPAIR OF PERCUSSION 
INSTRUMENTS 

By Cynthia E. Soames 

Percussion instruments in good working condit ion will sound 
better than percussion instruments in need of care and repair. 
PROPER STORAGE of percussion instruments, covered and 
stored away from extreme heat and cold, is essential. Small 
instruments and mallets can be stored in drawers or on shelves 
and small drums can be covered and put  on shelves. Mem- 
branophones should have cardboard, fibre, or plywood head 
protectors and be covered with a canvas, cloth, or fibre cover or 
case. Limited space may require larger instruments to be stored 
in a rehearsal hall, etc. Large instruments (timpani, etc.) stored 
in such places should have head protectors and thick padded 
covers. 

TIMPANI - -  Check counterhoops for dirt and dust, and 
casters for smooth movement. Move the pedal from low note 
position to high note position and listen for unnecessary noises. 
Check the pedal movement for smooth release and holding, and 
heads for cleanliness, cracks, and even tensioning. Heads should 
be removed and parts should be lubricated and adjusted twice a 
year. The following procedure can be followed. 

KEEP THE FOOT ON THE PEDAL and loosen tension rods 
by turning them counterclockwise. If the pedal snaps forward 
under the pressure of removing the head tension, it will hit  the 
base and break. Ease the pedal forward carefully and remove the 
foot only after the tension rods are completely loose. Remove 
the hoop, rods, head, and check the bowl  Copper kettles should 
be polished and wiped dry. Dents in the bowl will interfere with 
sound quality and should be pounded out  with a rubber 
hammer. The lip or bowl rim should be rubbed with steel wool 
or fine emexgy cloth and cleaned with alcohol or turpentine. 
Lubricate the tension spring with light household oil, hardware 
(tension rods, etc.) with petroleum jelly, and tighten all nuts, 
bolts, and screws. If mount ing a CALFSKIN head, first check 
the head for properly tucked edges. If remounting a calfskin 
head, clean it with a mild soap and cool water. Wet both sides of 
the head, bu t  no t  the hoop. Rub coconut oil soap, vaseoline, 
talcum powder, paraffin, or hydrous lanolin around the edge of 
the bowl and under the head where it will contact the rim. 
Apply any product THINLY. Too much of any product will 
dry, chip, and buzz against the head. Place the head on the 
drum in a position that prevents the backbone of the head from 
being in a playing area, and draw the head down one-half inch. 
If the weather is dry, draw down more, if humid, draw down 
less, but  draw down EVENLY. Again, the foot will be on the 
pedal unti l  the head is tensioned. Dry the head evenly and 
slowly for at least 24 hours, with the pedal in half-high position. 
True the head (tension evenly at each tension rod) after it is 
dry. Calfskin heads should be left in low-note position in damp 
weather, high-note position in dry weather, and half-high 
position in changable weather and for storage. If the collar 
shrinks, move the pedal to high-note position, dampen the head, 
and allow the head to again dry SLOWLY for 24 hours. The 
collar should remain when the pedal is placed in low-note 
position. 

Clean plastic heads with warm water and mild kitchen 
cleanser. If mount ing a PLASTIC timpani head, tune manually 
and aurally, tensioning the head evenly to bring it in tune with 
itself. After the head has been trued, bring it to fundamental  
tension. Dents in plastic heads can be removed by carefully 
"ironing" with a warm iron or heat lamp, after placing a towel 
on the head before heat is applied. 
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The timpani CONTROL KNOB is a problem for some 
non-percussionists. The pedal should move evenly and the 
timpani should produce the range suggested by the manu- 
facturer (check manufacturer 's catalog or the instructions 
provided with the timpani). If the pedal is in low-note position 
and tips forward, turn the control knob counterclockwise, 
decreasing spring pressure unti l  the pedal will stay where it  is 
placed. If the pedal will no t  remain in high-note position, turn 
the control knob clockwise, increasing spring pressure unti l  the" 
pedal will remain where placed. Once set, it is no t  necessary to 
turn the knob and adjust the pressure. If the head is " trued",  
the control knob working properly, etc. students should be able 
to tune the t impani to desired pitches. Additional information 
on the "Care and Tuning of Your Ludwig Timpani" is available 
from Ludwig Industries and is recommended for the non-per- 
cussionist band or orchestra director. 

Casters should be cleaned and oiled. Timpani head protectors 
of masonite or plywood can be lined with felt. Fibre head 
protectors and drop covers for protecting instruments are 
available from most percussion instrument  manufacturers, but  
thick p_added covers can be easily made. 

DRUMS OF INDEFINITE PITCH - -  Snare drums, field 
drums, tom toms, and bass drums require care and repair similar 
to timpani. Check heads for cleanlines and cracks. Check shel~, 
counterhoops, and metal parts for dirt, cracks, and roughness. 
Check the snare strainer for smooth movement. Check for 
stretched or broken snare at tachment cords and stretched or 
broken snares. 

Loosen tension rods (counterclockwise) and at tachment 
snare cords and remove rods, counterhoops, snares, and heads. 
The shell can be cleaned with a wax cleaner. After lugs have 
been removed, wood shell] can be refinished using any furniture 
refinishing process. Tighten screws and bolts inside the shell, 
lubricate moving parts with light household oil, and lubricate 
hardware with petroleum jelly, Check the rim of the shell for 
roughness, sand it if necessary, and clean it with alcohol. Next 
put  a THIN layer of lubricant (see Timpani) on the rim to ease 
friction. 

Plastic heads should be changed every one or t~vo years and 
cleaned at least twice a year with warm water and a mild 
kitchen cleanser. Percussion instrument manufacturers have a 
product available that  adds texture to plastic heads. A THIN 
layer of such a product should be sprayed on smooth plastic 
heads. Calfskin heads can be cleaned with mild soap and cool 
water. Cool water can also be used to reset calfskin heads. Skin 
heads should dry 24 hours before using. Put the head on the 
shell and push on. Next put  the counterhoop on, align the 
tension rods, and screw the tension rods in by hand as far as 
possible. Finish tensioning with a drum key, checking the pitch 
of the head at each tension rod, and tuning the head evenly. 

Several strands of braided nylon fishing line can be used to 
replace frayed or broken snare at tachment  cords. Snares should 
be centered over the snare head, and stretched or broken wire 
snares should be cut off with wire cutters. If gut snares are to be 
used, first soak the gut strands in water. Thread the gut strands 
through the snare strainer and through the back plate assembly 
on the opposite side of the shell. Tighten the plate slightly, use 
pliers to pull the gut strands firmly through the plate, and 
tighten the plate securely. Moisten the gut strands and let dry 
24 hours. When the snares are dry, place waxed paper between 
the snare strands and the snare head and apply several coats of 
shellac to the snares. When the shellac dries, separate the snare 
strands by weaving under  one, over the next  one, under, over, 
etc. with heavy duty bu t ton  and upholstery thread. Reverse the  
process and tie off the thread at the same place the weaving 
started. Usually two points of separation, two or three inches 
f~om the rim is sufficient (see diagram). 

- -  Separation of snares. 



The snares should respond when the drum is struck. Tap the 
drum with light, medium, and hard strokes. The sound of the 
drum should remain basically the same when struck at the same 
spot, regardless of the dynamic played. If the snares do not  
sound "right", loosen them and tighten again until  the sound is 
"crisp". Although the shellac will protect gut snares from mild 
humidity changes, gut snares should be "off"  when the drum is 
stored. I t  is no t  necessary to throw "off"  wire snares when 
drums are stored. 

Internal tone controls on drums should no t  be overtightened. 
Use only enough pressure to allow the control to press against 
the inside of the head. A cloth pad taped to the head, one or 
two pieces of adhesive tape, adhesive moleskin, or a business 
card can be used to cut head vibrations. 

A concert bass drum should not  be tuned to a specific pitch, 
but  as low as possible without creating a floppy head. Under no 
circumstances should a concert bass drum be stuffed with paper, 
cotton, clothes, etc. to stop head vibrations. A concert bass 
drum should be allowed to ring or vibrate, not  made to sound 
like a scotch bass drum. The concert bass drum should be 
suspended from the stand and excessive head vibrations can b e  
stopped by using adhesive tape or moleskin, a cloth pad, 
muffler, etc. externally. If the drum has a persistent "de'finite 
pitch", tune the heads to pitches a half step apart. 

The bass drum used with a drum set should have a felt strip 
under each head. The felt strip can be moved nearer the center 
if less head vibration is desired. Patches of adhesive m o l e s k i n  
should be placed on the head where the pedal beater will strike 
and on the rim where pedal, holders, external muffler, etc. will 
be mounted.  Using both heads on a set bass drum produces a 
"boom" sound and taking one head off gives a "fiat" sound. 
One alternative is using both heads, but  cutting a hole in the 
audience head. This cuts some of the vibrations and "ringy" 
upper partials for better sound and gives the player access to the 
inside to add or remove a pillow or blanket for different sound 
and performance situations. 

STANDS, CASES, AND HARDWARE --  Check stands for 
stripped threads, missing washers, tubing, rubber tips. Most 
replacement tubing, tips, etc. can be purchased at a hardware 
store. Keep nuts and bolts secure and felt on the bass drum 
cradle replaced. Clean oily parts with lighter fluid. Oil moving 
parts on the bass drum pedal, hi-hat cymbal stand, etc with light 
household oil. Chrome can be polished and missing chrome 
touched up with silver enamel. Frayed gong or tam-tam stand 
cords should be replaced with strong nylon cord. Trap tables 
can be made and padded with felt or carpet samples. Stands to 
hold trays in restaurants (available from restaurant supply 
houses) make fine trap tables or glockenspiel stands. 

Fibre cases last longer if shellaced. Metal corners on cases can 
be painted black and cases can be lined to protect drums. 
Canvas or soft nagahyde cases can be used inside fibre cases to 
vrotect drums. 

CYMBALS --  Check for cracks and check the condition of 
handles on crash cymbals. Never use wood handles on crash 
cymbals and never machine buff any cymbal in an effort to 
restore the "shine". Wood handles attached with a nu t  and bolt  
create a rigid cymbal that has less resonance and vibrations, and 
may crack. Leather straps and pads or the "cymbal spinners" of 
various manufactures are acceptable. If leather straps and pads 
are used, square knots should be secure. Also available is the 
excellent new "slingshot" type leather strap. Cymbals should be 
stored or carried in a case. If cymbals are dropped and chipped, 
the chip will usually develop into a crack. Cracks destroy 
cymbals, but  it is possible to prolong the life of a cracked 
cymbal by either drilling a small hole at the end of a crack or by 
grinding the crack out  in a "V"-shaped pattern. Large cracks in 
cymbals cannot be ground out. 

Cymbals can be cleaned with Brasso, mild soap and water, or 
with Bon Ami that is mixed with water into a paste. Cymbals 
can also be cleaned by soaking them in two to four ounces of 
oxalic acid mixed with several gallons of water. Cymbals should 
be soaked up to four hours in this mixture, then scrubbed, 
rinsed, and dried. Cymbals may be polished with cleaner 
produced by instrument manufacturers. 

Overplaying a small pair of crash cymbals sometimes results 
in the cymbals turning inside out. The cymbals may be 
"popped" back into shape with pressure, but  repeated instances 
of cymbals being "popped"  back into shape results in destruc- 
t ion of the cymbals. 
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MALLET INSTRUMENTS - -  Check pulsators on vibraphone 
for regular pulsations, variable speed control, and check drive 
belts and pulleys. Check all mallet instruments for bent  rods and 
missing insulators, frayed suspension cords, and cracked bars. 
Check casters for smooth movement and clean and oil casters on 
all instruments. 

Oil moving parts on the vibraphone and chime damper 
mechanisms. Replace plastic insulators on bar supports and 
between bars with plastic tubing cut the proper length to allow 
bars to vibrate freely between supports. Strong nylon cord, 
stretched tight, should be used to replace chime or bar 
suspension cord. Wood bars should be cleaned and waxed. Metal 
bars can be polished and cleaned with silver polish. If  rusty, use 
fine steel wool and oil to clean. Rust can be prevented by 
keeping metal bars wiped clean after each use. If bars are to be 
replaced, send the bar, or indicate exact length, width, 
thickness, pitch, manufacturer, and model number. No one 
should at tempt to retune any mallet percussion instrument 
without the assistance, equipment, experience, and knowledge 
of a master tuner. Mallet instruments produced before octave 
tuning was used may need to have the lower octaves retuned. 
All instruments should be sent to the manufacturer for tuning 
or refinishing. Resonators should be cleaned and waxed and 
loose resonator plugs should be sealed with shellac. Cuts and 
scratches on fra~nes or resonators can be touched up with paint 
available from the manufacturer. 

Irregular pulsations on vibraphones can be caused by dirt, 
bent  rods, loose pulleys or belts, too much oiling, or a burned 
out motor. Oil the bearing areas with light household oil. 
Bearings are located in the center and at each end of the rod 
where resonator fans are attached. Check to see if the motor has 
oil wells at the end of the motor housing. If not, remove the 
screw from the bot tom of the gear box and oil. Avoid getting 
too much oil on the motor. If the oil or grease in the motor is to 
be changed, remove the motor  and take it to a shop that services 
electric motors. Always check for proper electrical connection 
when using the vibraphone. 

No mallet percussion instrument should be used as a table to 
hold or transport equipment from room to room. All mallet 
percussion instruments should be covered with a thick padded 
cover when stored. Fibre cases are available for mallet instru- 
ments. 

ACCESSORIES - -  Check all accessories for dirt, rust, cracks, 
and broken or missing parts. 

Wood blocks and temple blocks should be cleaned and 
waxed~ and triangles should be cleaned and polished. Triangle 
holders should have frayed and broken suspension cords 
replaced with braided nylon fishing line. Castanets should be 
cleaned and waxed. Board castanets should be secured with 
braided nylon fishing line or narrow elastic attaching the 
clappers to the "board".  

The cracked shell of a tambourine can be mended by taking 
the tambourine apart, patching the crack with glue and/or thin 
cloth, and clamping. When the glue dries, remove the clamp, 
sand, and clean the shell. Tambourine heads can be replaced 
with calfskin cut two inches wider than the diameter of the 
tambourine. Remove any remaining skin and tacks, sand the 
shell rim, and clean. Soak the skin in 'water  until  pliable, and 
spread glue thinly over the shell rim and area where the head 
will touch the shell. Stretch the membrane tightly over the shell 
and tack with short tacks. If staples are used, stagger the staples 
to avoid splitting the shell. After the membrane is tacked t o  the 
shell, place a rubber band or wire below the tacks, around the 
membrane, to hold the membrane against the shell. Pull the 
membrane clown evenly and keep the center of the head damp 
until  the rim is dry. When the head dries, approximately 24 
hours, trim off the excess membrane above the jingles (and 
below the tacks). The tambourine head can be shellaced to help 
control the affects of humidity. Some percussionist cut and glue 
a two inch strip of sandpaper to the outer edge of the 
tambourine head to make the various techniques of thumb rolls, 
etc. easier to achieve. A more secure solution to the problem is 
rosin or beeswax rubbed on the head. Beeswax should be mixed 
with some paraffin to make application easier. 



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. 

I"~eceived a phone call and a let ter  that  I would like to 
mention in this issue. The phone call was from Louis 
Charbonneau of  the Montreal Symphony responding to the last 
article about the tambourine provencal .He told me that  he also 
had a great deal of  trouble finding someone who makes the 
tambourine provencal and when he finally found M. Fabre he 
had to wait well over a year before he got an instrument. He 
also was kind enough to let me  know that  the name for the 
mallet used on the drum is called a maasette. Many thanks to M. 
Charbonneau for his interest and help in adding yet another 
term to the growing list of terms used in percussion. 

The letter I received was from Dave Searcy who is timpanist 
with the La Scala Opera Orchestra in Milan. Dave was a student 
of Vic Firth's and has been working in Europe for about 10 
years. He says...."I have a term for you to investigate: 'Ruthe,' 
as in the 'roots of all evil,' at least as far as Mozart's Enfuhrung 
aus dem Serail is concerned. When you have a chance check it 
out and also everything you can concerning Janissary Music and 
then let me know how you feel the famous 'switch' part should 
be played--on which instrument and what exactly a 'Ruthe' is. 
Don't be mislead by the German definition, then I'd like to 
compare notes."  

That 's  a tall order Dave and all I can do is try. First of  all the 
subject of  Janissary Music is a large one and is a good topic for a 
Masters' or Doctoral Thesis. I am sure several have been written 
on the subject. Perhaps some readers of  this column could 
suggest a few sources and I will ment ion them in the next  
Percussive Notes. Meanwhile I suggest you start with Percussion 
Inztruments and Their History by James Blades. Mr. Blades has 
a good bibliography to help lead you in the right direction. 
Another  source is the articles writ ten by Christoph Caskel in Die 
Musik in Gesehichte und Gegenwart listed under Trommeln und 
Pauken, and another under Schlagiustumente. 

As far as Ruthe is concerned, my research has lead me to the 
fact that  Ruthe is an old German word meaning simple roots, 
twigs or switch. This doesn' t  help us much but  it seems that  the 
convention is to play on the shell of  the bass drum With a bunch 
of  twi~s about 18"  long or so. I have also heard o f  some 
percussionists using simply a long piece of  rattan. In the 
Milhaud Concerto for Percussion he indicates Rute  but  wants 
actually a slapstick. _ALs far as I know that  is the only example of  
this use of  the word and in my opinion is probably a copyists 
error. 

Let  me throw the question out  to the Percussionists who 
read this article. Please write to me and let  me know what you 
use in the Philadelphia, Cleveland, Milwaukee, Boston, St. 
Louis, (etc., etc., etc.,) Symphonies, when the pert calls for 
Ruthe. What have conductors asked you to play in these parts? 
There are no hard and fast rules when it comes to many of  the 
terms and this is another example of  how convention if formed 
by opinion. 

Please send your answer to the " R u t h e "  question and any 
other questions you might have about  terms used in Percussion 
to me, care of  Oberlin Conservatory, Oberlin, Ohio 44074. I Will 
do my best to either give you a solution or lead you in the right 
direction. 

For  new material I would like to devote the remainer of  this 
column to the names a percussionist might find for mallets, 
sticks and their types in music writ ten by German composers. 

There are several generic terms for mallets in German just as 
there is in English, i.e. mallet, stick, beater. 

For  Example:  
Schlagel-generic term for stick but usually connotes snare drum 

sticks unless otherwise clarified. 
Sch.-abreviation of  Schlagel 
Stock-another generic term for stick which also means snare 

drum stick unless otherwise indicated. 
Kloppel-generic term for mallet; originally meant  the clapper o f  

a bell; the term for the spoonlike mallets of  the old 
Strohfidel (Xylophone):  can also mean heavy xylophone 
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mallets.~tliis is no t  a very precise term and most  composers 
avoid it 's  use. 

Stab-Mallet; also means the bar o f  a mallet instrument;  most  
often used when triangle beater is wanted though that isn't 
it's only meaning. 

Schlagstock-yet another generic term for beater or mallet 
Anschlagmittel-~ term that denotes all mallets of all types 

These above terms are often used in conjunction ~rith other 
terms which clarify exactly what the composer intends. These 
terms are listed below and is actually a partial list of  the 

a•umwibilities: olle-cotton 
Bambu-bamboo 
Befilzung-felt 
bedeckt-covered, wrapped 
dicke-thick 
dunne-thin 
dicker Filz-thick felt 
edelstahl-hardened steel 
Eisen-lron, metal 
filz-felt 
flanelloflannel 
filzkopfofelt headed 
lest-hard, firm 
Gummi-rubber 
grosse-large 
holz-wood 
hart-hard 
kleine-small 
kapok-fiber, felt 
Kautsehuk-hard rubber 

leichtes-lightweight 
messing-metal 
metall-metal 
mittelharter-medium hard 
plastisch-plastie 
Schwamm-sponge, soft 
schwerer-hard 
Stahl-steel 
stark-thick, heavy 
tuch-cloth 
weicher-soft 
stoffgepolsterter-covered, wrapped 
kopf-head 
kugeln-mallet heads 
wattierte-wrapped, padded 
gepolstert-covered 
ziemlich hartem-medium hard 
ziemlich weichen-medium soft 

Now, these words are linked up with the generic terms for 
mallets and that is how mallet types are specified in German. 
Remember that in German the adjective agrees with the noun it 
modifies so that the words might look slightly different, in 
addition to the fact that all nouns are capitalized. Here are some 
examples of how it works: 
Eisenkloppel-metal beater, triangle beater 
Metallschlagel-metal beater 
filzschiagel-felt mallets 
weichfilz-soft felt 
metallkopfschlagel-metal headed mallets 
Paukenschlagel mit Baumwollekopf-Timpani mallet with cotton 
head 
Here are some terms that all mean jazz brushes: 

Besen Stahlbesen Metallburster 
Stahldrahtbesen Jazzbesen 

Note that the term Besen mit Stahllamellen could mean jazz 
brushes but could also mean a brush with bristles of thin steel 
blades. Definitely not clear! 
Now here are some more terms that are more specific: 
Trommelstocke-drumstick 
Flanellscheibensehlagel-flannel covered mallet 
grosse Trommelstock-Bass drum beater 
Stahlnadein-triangle beater, metal beater 
Schmiedehammer-blacksmith's hammer, heavy hammer 
Schwammkloppel-large heavy beater 
Strieknadel-knitting needle 
Gloekenhammer-chirne mallet 
Zweikopfigeschlagel-double headed mallet 
Flanellsehlagel-timpani mallet consisting of many layers of 

flannel put one on top of the other. A very popular timpani 
stick in Germany 

~rhen a composer wants you to use the reverse end of the 
mallets he may say it in any one of the following ways: 
holzsteil-wooden handle Griff-handle 
Stiele-handle, shaft Schlagelsteil-handle of mallet 
Besengriff-handle of brushes Stielende-with handle 
The term for sticking is Schlagwechsel and be sure to use either 
your right-rechts--hand or your left---links. A composer may 
even ask you to use your: 

flache Hand-palm, fiat of the hand 
Handen-hands 
Zeigefinger-forefinger 
Knocheln-knuckles 
Fingerspitzen-fingertips 

This list should cover most of the possibilities and if you come 
across a term that isn't listed or seems unclear be sure to write 
me at Oberlin Conservatory, Oberlin, Ohio 44074 and I will do 
my best to try to clarify the situation. 



THE MARIMBA BAR 
by Linda Pimentel 

You may direct your questions for this column to:  Ms. IAnda 
Pimentel, c/o Music Department, Texas A. and I. University, 
Kingsville, Texas 78363. 

In this issue I am going to take the liberty of departing from 
the usual question/answer format. The majority of questions 
that readers submit to me are quite specific. If someone writes a 
question about a work, such as the Penn PRELUDES, my 
answer to him may not  interest many of you. However, there 
are certain general areas of percussion education that are of vital 
importance to all of us. One of these concerns studying bar 
percussion instruments within a TOTAL PERCUSSION frame- 
work. I know such a subject is not  new and many people have 
contributed ideas of all types, some workable and some 
unwieldly while others have rejected the concept as impractical 
or unworkable. 

I at tempt to teach TOTAL PERCUSSION education to most 
percussion students unti l  they reach maturity. Maturity is a 
vague term specifying different things to the psychologist, the 
educator, the law maker, etc. To be more specific, I think 
percussion students should have the opportunity to be general- 
ists through their high school years and future professionals can 
continue to cultivate diversity through, perhaps, their sopho- 
more year in college. And adults would do well to constantly 
explore new areas. 

Of course my belief in total percussion education is an ideal. 
In reality each person succeeds in varying degrees. Our field is so 
enormous that we professionals cannot begin to keep up, we can 
choose to be either delighted by or overwhelmed by the endless 
pursuits it avails us. 

Some students strongly opt ,for playing only one area of 
percussion, such as drumset or marimba. As a teacher X try to 
clearly delineate to the student the limitations of such a choice 
at both the amateur and the professional level. And I attempt to 
get them involved in situations in which they find enjoyment 
and positive reward from performing in areas which they usually 
tend to avoid. As a secondary band director I have refused to 
allow students who were not actively pursuing flexibility into 
the more advanced organizations. Some students have made 
small attempts to diversify in order to get in a specific group, 
and have accidentally discovered that they enjoy the varied 
experience. 

I think that the college percussion major degree, in all its 
variants such as performance major or music education major, 
implies that the person who has received the degree has 
minimum performance competencies in diversified areas of 
percussion with probably maximum strengths in one or two 
areas. 

While some young percussionists resist diversity, I find many 
of them eager to obtain a varied experience. In  fact this is one 
of the primary reasons that many young percussionists wish to 
study percussion: the opportunity of diversity. Some things that 
limit them are our attitudes as music teachers and our systems 
of education. The following list includes some of the ways that I 
find myself and other teachers limiting the opportunity for total 
percussion growth: 

1. Separating percussion training from the whole of musi- 
cality. Recently a percussion student of mine made some 
negative comments to me concerning a younger percussionist 
who was studying some jazz piano. He thought the time was 
wasted and that the younger percussionist should have spent the 
time studying more drumset. I found it difficult to explain to 
the older student that not  only would the younger student 
better understand the interlocking elements of the jazz rhythm 
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section through his study of piano, but he would also learn 
about complex coordination intricacies carefully patterned by 
keyboard performers long before the drumset evolved and about 
many ways and styles of voicing high to low pitch frequencies 
that are just as relevant to the drumset as to the piano, not  to 
mention the carry-over value to vibes and marimba perfor- 
mance. 

2. Setting age and order limitations for growth. Much of 
percussion instruction ideas and information bears little or no 
resemblance to the wealth of information derived from educa- 
tional research concerning the physical, mental, and emotional 
growth of the human being. For instance timpani performance, 
considered by many to be the domain of the elite, is an area of 
study that students, as percussion majors, often do not  
approach unti l  their sophomore to senior years in college. Yet 
research clearly indicates that the earlier we start students 
tuning timpani, and preferably BEFORE THEY REACH THEIR 
NINTH BIRTHDAY, the greater will be their chances of success 
in tuning the timpani. I do realize that learning to coordinate 
the variables involved in t impani tuning takes years of patient 
applicantion. This is all the more reason for starting the student 
at a younger age. Most average children between the ages of five 
and nine that I have encountered have been quite capable of 
learning to cook a simple meal or change the oil in a car, and 
they have enough gross motor coordination to successfully 
operate hand crank timpani and rototoms. On the other hand, I 
have had some o~[der and/or incapacitated s tudents  s tar ' - their  
beginning music training on the marimba and vibes and quickly 
adapt to four mallet performance. One elderly student, Ida 
Benton, had to sit on a chair while performing and had to lace 
rubber bands around the handle cross-contact point  in order to 
hold two mallets in one hand without dropping them. Yet she 
played with joy, some skill, and musicality. 

3. Letting immediate performance needs override future 
growth objectives. Herein lies the downfall of so many public 
school instrumental teachers. They are so delighted when they 
have a student who is adequate on mallet or t impani perfor- 
mance that they give him opportunity to do little else. On the 
other hand they let students who lack ambition slide into one 
crevice and stay there. This also happens at the university level. 
Giving in to the pressure to put  out rapid, quality performances, 
the conductor assigns parts not  on the growth needs, but  rather 
on performer strengths. Of course students at the university 
level and, to some extent, at the high school level need to be 
subjected to the demands of reality. Yet all teachers should seek 
to temper such reality by also considering the growth patterns 
of individual students. So few of us, as we formulate objectives 
for a student, think of what will be most useful to him when he 
is a forty year old businessman, hopefully supporting the arts, 
and finding enjoyment  in performing and listening to all types 
of music. 

4. Allowing fear of ridicule to limit a student 's  efforts to 
grow. I am constantly amazed at the fears exhibited by college 
percussion majors, who can play bar percussion instruments like 
"demons,"  when they have to play the snare drum. And the 
level of harmonic and melodic ear training, resulting in weak bar 
percussion background, t impani performance, and general musi- 
cal decision making, found in many fine and sensitive drumset 
students is deplorable. Most college students and many high 
school students are sensitive enough to be frightened by their 
inadequacies. Perhaps, in order to preserve a sense of self-worth, 
they retaliate against their inadequacies by using social pressures 
to bolster up their self-confidence. Thus we have bar percussion- 
ists making sly innuendos about the ignorance of drumset 
performers. And we have drumset players snickering at the 
attempts of bar percussionists trying to learn basic pop rhythm 
patterns. Meanwhile the timpanist busily fences off his elite 
domain with higher and higher hurdles. And we teachers stand 
by and do almost nothing to reconsider directions of these 
developing attitudes---after all we too are fighting to mairitain 
our techniques, raise our families, occupy our spot under  the 
sun. Do we too have some of these same fears and inadequacies, 
and thus, maybe even play the same games a little with our 
students? 

Avoidance problems, particularly by the time a student 
reaches the college level, can be deeply ingrained. I have 
obtained some good results, however, by positively reinforcing 
even the smallest response that a student makes as he moved 
toward diversity and by ignoring his avoidance responses. I also 
ignore a lot of poor performing and wrong notes, particularly 



the first few times the person plays on his weak instrument with 
the group, giving him opportunity to lay aside his fears and 
become involved with the making of  music. I t ry to break down 
learning procedures into smaller than usual segments when the 
student is i'trst attempting to master areas of  which he is afraid. 
And, whenever an appropriate t ime arrives, the student and I 
openly discuss the problem. I assure him that the number one 
cause of  most students '  lack of  success with some instruments is 
fear, emotional fear, fear of  ridicule, etc. A second concern is 
that  many people, when they are emotionally afraid, tend to 
incorporate certain habits and idiosyncrasies into their perfor- 
mance that  set them up for failure. Armed with the knowledge 
that there is probably nothing more wrong with him then a few 
justifiable fears and some actions that probably result f rom 
those fears, the student can set about discarding negative actions 
and replacing them with ones that  will eventually bring positive 
results. 

Part of  learning how to be a fine musician involves learning 
how to listen and evaluate in a constructively critical fashion. 
Can some of the social pressures exerted by percussion students 
on their peers be rechanneled f rom negative "nit-picking" 
criticism into positive, understanding criticism. At  various times 
I have been able to conduct regular studio workshops at which 
my students performed for one another. I have found this 
situation to be conducive for developing constructive criticism 
habits. At  the workshop students can learn to create beauty out  
of the smallest and easiest of  compositions and to share helpful 
ideas, things that I had never thought of  at the private lesson, 
and suggestions with each other. This type of  setting, whether it 
be university studio recitals, extra-curricular public school 
groups, or in the private, studio, is also an ideal one for the 
music student to write down his ideas. Jot t ing one's  ideas on 
paper not  only reinforces good educational habits outside of  
music, but  it also tends to cause the student to think more 
carefully about the implications of  what he is expressing. In this 
informal performance situation the teacher can also model  
constructive criticism attitudes, carefully steer and channel the 
student 's comments, and help students to recognize the similari- 
ties of  each of  their problems. 

I Stick 
with 
the 
Band 
"]-hat band on the butt 
end of the st ick tells ~ou 
iCs a Genuine ~ Pro-~lark 
Handmade  Drumst ick  
• . . the ~,,orld~s f ines t  

Other  Drumst icks may  
look hke Pro~'~ark~ but  if 
you don ' t  see the band. 
iCs not our  brand. 

Wnte fo~ Free Literature 
07 ; 0 Cra~ghead, Houston 

Tx 77025 

*Be~are ot lmJ.tat,om 

RELATIONSHIPS. _k student need not  be a technical demon 
on drumset to be able to make thoughtfully conceived drumset 
decisions. While timpani tuning is a science that  demands almost 
daily effort, every musician should be somewhat aware of  some 
basic principles of  intonation and be able to relate them to 
timpani tuning. Young students can recognize that, although 
professional percussionists disagree about the degree of  tension 
on a given drum head, they all tend to agree that  the tension '  
should be balanced at each tuning post. How many band 
conductors in this country are not  aware, at least the drums in 
their rehearsal halls are tuned in such a fashion so as to indicate 
that they are not  aware, of  that  simple principle of  tuning? With 
less than an hour of research in an adequate percussion library, a 
student percussionist can discover that  "exper ts"  crash a pair of 
cymbals in mm-y different ways. Just as they don ' t  look like so 
many "paper  dolls," professionals employ differing techniques 
of  approach, angles, and follow-through, when playing a pair of  
cymbals. But they all seem to be in agreement about how the 
two plates should make contact  at the moment  of  the crash. 
Armed with this knowledge, the student percussionist, even 
though he may not  be an accessory specialist, is better equipped 
to make mature choices when he needs to make those choices. I 
think it far more important  to teach young percussionists these 
basic concepts and relationships then to push them into 
developing polished techniques in any one area of percussion. In 
my teaching I try to constantly note strong links between all the 
percussion instruments, and within all of  music and life. 

I am going to list a few relationships between bar percussion 
instruments and other percussion instruments. In your own mind 
you will want to add other relat ionships-which you find 
important.  

1. Basic sticking concepts, strongly with two mallet perfor- 
manee and to a degree with multiple mallet performance, are 
quite consistent with most percussion instruments. In the 
beginning stages I prefer for a student to build a strong base of  
alternating sticking habits, trying to match for identical sounds 
in both hands. Other systems, such as the "right hand lead",  can 
be adapted to directional melodic movement  on bar percussion 
instruments. Different versions of  what is commonly termed the 
"paradiddle" are as important  to bar percussion instruments, 
drumset, timpani, and multiple percussion as to the snare drum. 
More unusual patterns of  repetit ion and alternation are impor- 
tant for efficient movement  in other percussion performance 
mediums and for syncopated accents, etc., on the snare drum. 
Assigning area duties (one hand or mallet plays the notes in one 
location, another hand or mallet covers those in another 
location) often works well when space (multiple percussion 
drumset, etc.) is an important  factor. Of course this list could go 
on and on. However the mature student needs to be aware of  
two things: 1) different stickings, when applied to the same 
passage, tend to produce different textures of  sound, and 2) in 
most situations the percussionist should be able to apply more 
than one sticking to any given passage, and thus he has freedom 
of choice. 

2. Basic orchestratiQn and voicing concepts that  are so 
integral a part of  all bar percussion composing, improving, and 
arranging are equally critical in the areas of  drumset, multiple 
percussion, timpani, and the percussion ensemble. The pitch 
frequency range, the dynamic range, the quality of  the stroke, 
and the intensity and duration of  the after ring, all must be 
taken into account in creating the quality and timbre of  sound 
desired. And, just as these qualities vary from style to style on 
bar percussion instruments, so they vary in similar fashions in 
other usages. 
(to be cont inued in the n e x t  issue) 
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P L A N  N O W  T O  A T T E N D  
1 9 7 8  P E R C U S S I V E  A R T S  S O C I E T Y  
I N T E R N A T I O N A L  C O N V E N T I O N  

O C T O B E R  2 7 - 2 9 ,  1 9 7 8  
a t  A R I Z O N A  S T A T E  U N I V E R S I T Y  

T e m p e ,  A r i z o n a  



A L  PA YSON was guest  clinician and soloist with the Alabama 
State UnWersity Percussion Ensemble, V A N  T O N Y  FREE, 
Director this past  March. 

Indiana State University Percussion Ensemble ]Veal Fluegel and 
Jacqueline Meyer, Directors 

Western Michigan University "'Bronco" Marching Band Percus- 
sion Section-Michael Varner, Instructor 
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For example: 

ON THE TECHNICAL SIDE K o c k .  

WHY NOT APPLY CONTEMPORARY 
FOUR MALLET MARIMBA/VIBE TECHNIQUES TO 

THE DRUM SET? 

By Walt Schneider 

Most of us would have to agree that  within the last few years 
there has been a new "marimba explosion" led by marimbists 
such as Stout, Abe, Ervin, Stevens, Pimentel, and others. One of 
the main ingredients of this new style of marimba playing is the 
independence of the four mallets. I prefer to call this "the 
second marimba generation" juxaposed by the first generation 
of the thirties through the fifties, headed by Musser, Chenoweth, 
Conner, and others. Much of our earlier marimba Hterature uses 
two mallets, similar to the two sticks used on the drum set, or 
four mallets played in a chorale style, where the four mallets are 
used in a double stop or ripple roll technique. The independent  
four mallet marimba style seems to have been influenced by the 
vibraphone technique developed by Gary Burton and similar 
styled players during the sixties. Vibraphone and marimba 
performers presently are using this four mallet independent  
style in many four mallet compositions and transcriptions 
recently written for both solo mallet instruments. 

Briefly, one can describe this newer use of the mallets this 
way: 

1. The two inside mallets interact in scalular and arpeggiated 
patterns (RLRL etc.) 3.2.3.2. Most new mallet music numbers 
the sticks, outside left, ~f4, inside left #3, inside right #2, and 
outside right #1. Thus, #3 and #2 interact in a somewhat similar 
style to standard two mallet technique. The outside mallets are 
used to play the larger intervals and leaps at the extremes of the 
keyboard. 

2. Inside and outside mallets of the opposite hands are 
mixed, i.e. ~fl and ~f3; ~f2 and ff4, creating an entwining, or 
dovetail, technique. 

3. Both mallets of each hand perform separately. This is 
where the new "rotat ion" technique is utilized. Normally, in 
matched grip playing, the wrists move in a hinged, or "waving 
goodbye" gesture. The "rotat ion technique" utilizes the turn- 
ing, or rotation, of  the forearm, similar to the mot ion used in 
turning a doorknob. Using this rotat ion technique, mallets 4 and 
3, and 2 and 1, can interact separately, or independently, of  
each other. Marimbists have quickly discovered that two 
separate, independent  lines can be played at the same time, such 
as in Gordon Stout 's First Mexican Dance. 

4. The rotat ion technique becomes a tremolo, or roll, played 
by one hand, when the wrist rotates very rapidly. Now a 
sustained tremolo line can be played by one hand and 
complimented by  a rhythmic or sustained line in th? other. 

But what does that have to do with the drum set? 
Everything! All of  these techniques work extremely well on the 
drum set in a functional and practical manner. If you call 
yourself a percussionist, which I define as 'Ca jack-of-all-trades 
and a master of all," you will quickly discover that musical 
lines, which at one time were considered to be difficult on the 
set, are a "piece of cake" with four sticks. 
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Every time we play the drum set we can come up with new 
combinations. The main ingredient, besides the double stops 
(more drums and sounds) is the rotat ion technique. The 
possibilities for playing the drum set with four sticks are limited 
only by our technical ability, creativity, and taste. 

T H E  A U T H O R  - -  Walt Schneider" is director of bands at 
Tenafly Middle School in Tenafly, New Jersey, and is currently 
working towards a D.1VI.'A. degree in percussion at the Man- 
hat tan School of Music, N.Y.C, where he is studying with Paul 
Price. 
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DRUM SET: 
ONE MAN'S APPROACH TO PLAYING ODD METERS 

by Rich Holly 

Now, the next  major step to achieving a smooth sound or 
flow, is in changing the monotony  of 8th notes being played on 
the high-hat or cymbal. It  has been suggested on many occasions 
that paradiddles be employed. 

After seeing and hearing many rock drummers play in odd 
meters, I decided to investigate and learn what makes odd 
meters happen, and why. Billy Cobham and Harvey Mason are 
two drummers who have had continued success in playing odd 
meters. I have on many occasions sat down at the set with a 
cassette deck and headphones, and tried to play along with Billy 
or Harvey. What I discovered was that this was extremely 
enjoyable. Yet, not  only was this fun, bu t  it was also quite easy! 
I asked myself, "What is it that makes Billy Cobham's playing so 
smooth sounding (and still easy to play), when many other 
drummers (who will remain nameless) might not  achieve this 
same, great sound?"  I began to pull apart the beats (in both 4/4 
and odd meters) that many drummers today are using. The 
following are the conclusions to my  findings. 

Let's begin with a basic beat in 4/4 time: 

This is a major improvement. However, since paradiddlas are 
also a popular sound, they too may become monotonous.  I have 
illustrated here two variations of paradiddles which I have found 
through experience to work extremely well. These should be 
used in conjunct ion with regular paradiddles. 

CYm 
..SN. ~.. 

B.D. 

I found that when many drummers begin to play odd mete~,  
they add or drop beats from an existing pattern in 4/4. I am no t  
trying to say that this concept is wrong. However, there are 
additions to this concept which should be made. I 'm sure that  
you will find these additions easy to play, as well as sensible. 

Here now is the same beat, only this t ime it is in 7/8, using 
the initial concept (7/8 will be used for all examples. The 
principles involved can be adapted for all odd meters). 

cYm 

B.b. 

Notice while practicing that  this beat  leads to a heavy accent 
on beat 7 and 1 of the next  measure, therefore prohibiting or 
avoiding a smoothness of flow of any kind. In  odd meters, being 
that they are also "odd"  (or unnatural)  to the listener, this 
smooth flow is of utmost  importance. Using the above beat, you 
need make only one change (which may be done in two ways). 
What makes the original 4/4 bar flow smoothly, and is missing 
in the 7/8 example, is a pickup to the next  measure. 
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Sit down and listen to the beats that you have been using. A 
cassette tape would help enormously. 1) do your beats sound 
fluid and even? 2) do they involve pickups? and 3) are they 
exciting, or are they monotonous? I have found that these three 
things can make or break a drummer when playing in odd 
meters. 

THE AUTHOR 

Rich Holly is a percussionist from Hicksville, New York. He 
is currently studying with Jim Pctercsak at the Crane School of 
Music, Potsdam, New York. 



D A M P E N I N G  O N  

T H E  V I B R A P H O N E  

By Ed Saindon 

DAMPENING is a valid and viable resource which greatly 
maximizes the potential of  the vibraphone. Whether or not  the 
vibist is jazz or classically oriented. 

There are a number of  reasons why DAMPENING becomes a 
musical necessity. 

1. To execute a moving line against accompaniment:  

~ A  

r 

2. To differentiate between types of  articulation: 

Harmonic intervals may also be executed while at the same 
time Dampening a previous sustaining note in the natural bar 
area. 

INSTRUCTION 
The 1st and 2nd joints of  the 4th and 5th fingers (which are 

curled around the inner mallet) dampen the ringing note while 
either mallet (depending on the direction o f  the interval) attacks 
the new note in the accidental bar area in the case of  playing 
harmonic intervals, both the inner and outer mallets attack the 
two notes in the accidental or natural (depending on the 
interval) bar area. 

The two processes (dampening & striking) should be execu- 
ted simultaneously for a smooth connection. 

Technique No. 2 - -  SLIDE DAMPENING 
This type of  dampening can be used to dampen major and 

minor seconds. Major seconds can easily be dampened when the 
interval is either in the accidental or natural bar area exclusively. ~ 
When the interval goes f rom the accidental's to the naturals or 
vice versa, the process becomes a bit  more involved. 

3. To project certain harmonies with a melodic line: 

A*v~"  It,, ~ i - ~  ~,~ 

14~¢ 

INSTRUCTION 
Oi~IE motion is used to execute both the dampening and 

striking. As soon as the new note is struck, immediately slide off  
the note and slide back into the previous note to dampen it. 
Either mallet  in either hand should be able to perform this 
technique. Double stops can also be dampened by sliding with 
both mallets of  the same hand. 

Technique No. 3 
This type of  dampening is generally used for intervals which 

cannot be dampened by the previous two techniques. 

4. To play multi  lines with clarity: 

The two most  common DAMPENING techniques as well as 
dampening and pedaling notat ion are explained thoroughly in 
"Vibraphone Technique" by David Friedman published by 
Berklee Press. This book is an excellent musical resource for 
anyone wishing to cover mallet dampening in depth. 

Therefore with that  information readily available, I will start 
with the instructions for one handed dampening (using the 
Burton Grip). 

Technique No. 1 - -  HAND DAMPENING 
This dampening can only be used when intervals proceed 

from the natural's to the accidental's. 
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INSTRUCTION--Right Hand 
When an interval is proceeding downwards, the outer mallet 

dampens the sustaining note while the inner mallet attacks the 
new note. The reverse is used for intervals proceeding upwards. 

In order to get maximum volume, the striking mallet should 
be raised from the bar as much as possible while keeping the 
dampening mallet as close to the bar as possible. (Note. The 
mallet heads should be directly in line with the notes which are 
to be dampened and struck. When striking the new note, pivot 
and rotate off  the dampening mallet (applying pressure on the 
dampening mallet) 

In order to achieve a legato connection between the two 
notes, the two functions should be almost simultaneous with 
the dampening preceding the attacking. 

Left Hand 
When the interval proceeds upwards, the outer mallet 

dampens while the inner mallet attacks. For  intervals downward 
the inner mallet dampens and the outer mallet attacks. 

In the following musical examples, the numt)ers designate 
which type of  dampening would best fit the situation. When an 
X is used, two handed dampening should be applied. Try to be 
exact with regard to the duration of  note values. Also, try to 
produce a clear legato phrasing by following the pedal and 
dampening markings carefully. 
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Summary 
With the acquired proficiency in one handed dampening, a 

number of  new possibilities with the vibraphone come into 
view. A few are: more clarity in multi-line playing with greater 
possibilities for phrasing vaviations. Independent  lines ate more 
available, but as opposed to 2 handed dampening, less mot ion is 
required. The possibilities of  more exact performances of  
transcriptions (piano, guita L etc.) with regard to note duration 
and phrasing ave increased. The list could go on, but  I 'm sure 
with some application and experimentation with these techni- 
ques, new avenues and insights of  your own will undoubtedly 
come into focus. 

M A R I M B A S  A N D  X Y L O P H O N E S  T U N E D  

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

Fast, Friendly, Low-Cost Service 

Send bars to or contact- 
Bill Youhass 
Fall Creek Marimbas 
429 Sheldon Road 
Freev i l l e ,  N e w  York 13068 
607~ff47:4701 
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The Author  

Ed Saindon studied vibraphone with Gary Burton and David 
Samuels. He received a BM in Music Education from Berklee 
College of  Music in Boston. For  the past few years, he has been 
on the faculty at Berklee teaching private lessoi;s (vibes), mallet 
ensembles, ear tTaining, piano and percussion class. Ed has 
performed numerous engagements in the New England area 
playing in clubs and concerts as a solo act and also with a duo 
and trio. Has was a clinician at the P.A.S. day held at Berkle~ in 
April. Ed will have a book coming out  in the spring of  79 
published by Berklee Press, which will deal with dampening on 
the vibraphone. 

~ j ~ ~  "The fastest growing 
Drum Shop in the 
Midwest/" 

Sl inger land  * Rogers  * Pear l  * Gre tsch  * 

Z i ld j ian  * F ibes  * L u d w i g  * A n d  M o r e !  

Af te r  you ' ve  shopped  around - . . . .  

107 BROADWAY THEN check  OUR PRICE! 

N O R M A L ,  I L L I N O I S  61761 

P H O N E :  (309) 452-9495 "Ask for Jeff" 



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

In the past issues of  Percussive Notes, my column has 
focused on equipment  set-up, melodic drum set studies, 
practical ways to creating drum set solos, and excerpts f rom my 
book tit led "The D r u m  S e t  Exerciser ':  

I f  you have kept abreast with the previous materials and have 
some insight on how to achieve various sonorities with the drum 
se{, you  can truly benefit  f rom m y  new series o f  ar~idles on 
"Bas|c Dance Rhy thm" .  

STUDIF,,_,q 

TWO BEAT DANCE MUSIC 

Definition: Although most of  our music is 4/4, much of  it  is 
played in " two" .  This simply means that the First and Third 
beats of  the bar, are the main beats. The function of  the dance 
drummer i n  a two-beat situation is simple: you keep time! 

INTRODUCTION 

The basic dance rhythms are an important  and necessary 
phase of  the drummers technique, especially if you are to  
become an accomplished drummer; or lets say a (total percus- 
sionist). The time involved in perfecting these rhythms will 
reward you personally, increase" the dancing pleasure of  your  
audience and will win you recognition from your fellow 
musicians. 

To do well in the field o f  dance band drumming you must be 
able to perform when called upon. When you declare yourself 
available for dance work, or let 's  say (jobbing dates), you must 
be prepared to  play anything from a simple waltz to a complex 
show. 

Young drummers today usually fall into one category or 
style of  music. This kind of  thinking, only leads the drummer to 
being ill-prepared musically, and stands a good chance of  failure 
to his first exposure to the music business. 

GENERAL GUIDE LINES 

1. Be able to perform anything ~rom a simple waltz to latin 
rhythms, as well as all forms of  rock and jazz styles. 

2. Always work with the rhythm section as well as the rest 
of  the band to achieve a good blend. (You must listen at all 
times). 

3. Practice on a full set of  drums to achieve the proper 
sounds. However, if  members o f  the household draw a line at 
full-set practice, use a simulated practice drum set-up. 

4. Be able to use the bass drum and hi-hat as a time-keeping 
device, i.e., don ' t  think of  it as being old fashioned to play the 
bass drum on all four  beats. Some styles need this bass drum 
pulse to complete the rhy thm and feel of  that  particular style or 
e a r .  

5. Always set up in a position where you can see and hear 
everyone. 

6. If  you are not  sure of  something, be sure to ask the leader 
of  the group. 

7. Most important,  allow yourself enough t ime to get to the 
job, set up and be ready to start on time. 

In addition, each job presents a slightly different problem to 
solve, some simple and some not  so simple. All I a t tempted to 
do, is get you ready for your first jobbing date. After  having 
studied these basic dance rhythms, you will be able to perform 
with complete confidence. 

BASIC FOUR PIECE NOTATION 

HI-hat  BaN Dcum Floo¢ T ~ t o m  Snare D r u m  S m ~ l  T o m - t o m  R.Cymbol  L , C y m b ~  

7 3  ~ 2 

I l l  I ~ I ~ I i i  
Two beat rhy thm i ,/ r • y w oJ, 

! t l l  °11 
o r  • I • Iw t H  

Boom-chik effect i ~ I 

Note: By implying an accent on beats two and four with the lef t  
hand and hi-hat, you will produce the boom chik effect 
or, (a good two beat rhythm).  

STRAIGHT FOUR FEEL 

The leader may ask you to play in four. 
Note:  there are no accents applied to this rhythm. Work for a 

balanced sound with all four appendages. Also, you might 
want to try using brushes for softer dynamic levels. 

3 $ 

I ~/ T • ? I o i  
• . o i l  

0 0 LiP' • • 

THE WALTZ 

The waltz is the most common rhythm and probably the 
simplist for the drummer to play. 

| l  W B 

J ?' r ' r t" 
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CONCLUSION 

In the winter issue of  Percussive Notes, I will continue with 
the "Basic Dance Rhythms" ,  showing examples of  the Shuffle 
rhythm, Cha Cha, Bossa Nova, Beguine, Rhumba and the 
Merengue. 



There was boldness in Joe's bearing, and assurance in Marc's 
stride, 

There was calmness in Keith's manner, and Jill held a look o f  
pride. 

There was a greatness to this group, this section none too large; 
E'en strangers in the crowd could see PERCUSSION was in 

charge. 

A thousand eyes were on them as they went to stand in place, 
A look o f  total concentration firmly set each face. 
And  on went the conductor with a steady, pulsing beat, 
But  'til PERCUSSION joined the rest it wouldn't sound 

complete. 

It  looked extremely rocky for the orchestra that day; 
The program wasn't up to par with one piece left to play. 
So when Sarah dropped her oboe, and Emma broke her bow, 
A pallor wreathed the features o f  the patrons o f  the show. 

A straggling few got up to go, leaving there the rest, 
With the hope that springs eternal within the human breast, 
For they thought i f  the PERCUSSION would only add its voice, 
The show would be worthwhile and not just  a bunch o f  noise. 

But  trumpets do precede them, and likewise the bassoon; 
They're usually not in tempo and their always out o f  tune. 
So sat that stricken audience with Kleenex in each hand, 
For they'd all be bored to tears before PERCUSSION took the 

stand. 

The trumpets played like metronomes, so perfectly in time, 
And the pitch o f  the bassoon was true, and clearer than a chime. 
The crowd became more cheerful "cause they saw there was 

hope still 
Of that crashing, dashing ending that gives them such a thrill. 

Then in the gladdened multitude, a smile lit each face, 
A flush was seen on every cheek us hearts quickened theirpace. 
All leaning forward in their seats, expectant o f  great things: 
The SUPERCUSSION section was advancing from the wings! 

JOHN 
FORNASZEWSKI 

Smoothly  Keith bent o'er the timp'ni holding tuning fork to 
ear, 

And  the crowd leaned forward eagerly, his Hnging tones to hear. 
Jill picked up the cymbals which seemed much to big to hold; 
The nearness o f  the ending with this action she foretold. 

JUST 15 MINUTES FROM THE 
ST. LOUIS GATEWAY ARCH 

WRITE FOR 

With their cheeks a-puffing to the beat the trombones entered 
in, 

Then came a rising tumult; the tuba joined the din. 
The strings sawed with a furor but without a single squeak; 
The harp, who had been hiding, sent out its voice to speak. 

The oboes danced in merrily, a-singing with a trill, 
They were followed by all other woodwinds, growing louder 

still. 
The trumpets entered, cutting through the sound just  like a 

sword, 
All preparing for PERCUSSION, who'd create the final chord. 

I t  builds up to the climax, that most important place: 
The long-awaited spot  where PERCUSSION shows its face. 
This entrance was their O N L Y  one; they all had just  one note, 
Intensity filled all the room; one's breath caught in one's throat 

Oh, somewhere in this favored land the sun is shining bright, 
There's music playing somewhere, and somewhere hearts are 

light, 
In Interlochen 'a orchestra, the smiles are very few 
"Cause the SUPERCUSSION section somehow MISSED that 

final cue! 

D R U M  SHOP 
"Everything for the Drummer 
Come In and Browse Through 

Our Large Stock." 

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

Granite City, Illinois 62040 

FREE "J .  F. DRUM SHOP" CASE STICKER 

Percussionists/Drummers 

JOiN 

@ 
Percussive Arts Society 

(PROFESSIONALS, COLLEGES, 
SCHOOLS, TEACHERS, STUDENTS, 

BAND DIRECTORS, ETC.) 
Get first hand Information about the TOTAL 

Percussion World by receiving both 

THE PERCUSSIONIST JOURNAL and 
PERCUSSIVE NOTES MAGAZINE 

WRITE for application forms: 

PAS 
130 CAROL DRIVE 

TERRE HAUTE, INDIANA 47805 
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T.M. 

it just may be all you need 
Pearl's new Vari-Pitch is the answer to the player's need to 
have the versatility 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 to create the sound needed. A few quick turns 
and the critical distance between head [generator] and 
the shell [resonator] can be adjusted and locked into 
place with the exclusive drum stick receiver lock nut. 
Once the balance between impact and resonance is 
selected and locked in, simply turn the head to the tension 
desired.., high pitch, low pitch, wet sound, dry sound...or 
anything in between. Ws all yours with Vari-Pitch. 

~ l ~ P I  ® Another Quality Product from Nodin 
7373 N. Cicero Avenue, Lincolnwood. Ilhnois 60646 

I.)l~u N1 • ~ In Canada: 51 Nantucket Boulevard, Soarborough, Ontario 

/ 
FOR QUICK CHANGES 

A two teat hand tub~  fintsh $~'.s a du table and attta(hve ap~ea tar~e 

#t2. 

f r o m  
Tom Gauger/Percussionist Boston Symphony Orchestra 
For further information write: Thomas Gauger, Boslon Symphony Orchestra, Symphony Hall, Boston, Mass. 02115 / or contact your local dealer 
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L~NOL~D 

cO~O ~NOL~O 

B~LLS oN 
LOL~ ~ N~LLB "~S 

"7 
T.M. 

To 
MIKE BALTER MALLETS 

% ~'A~N WOUND 

4~UsH~°°M HEADS 

EMIL R/CHARDs 
MALLETs 

DOUBLE-HEADERS 

'~ IVIAL LET CAs E 

peg# ~° 
P.O.Box 531 NORTHBROOK, ILL. 60062 

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

includinq top name~ in 

xylophone~ ==~ vibe~ ¢¢ marimba~ 

write us for your free 
MU$SER and/or DEAC~g~I catalog. 

DKULVJS bTD 
218 S. WABASH AVE. DOWNTOWN, CHGO 8 th FL. 312o427o8480 
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"1 1t 
"PIT" SET-UPS 

by John Rae 

• T.M. 

van-set 

It's not just a 
better holder... 
It's a whole 
better system! 

Have y o u  h a d  p r o b l e m s  s e t t i ng  u p  for  shows?  H e r e  a r e  se t -ups  fo r  B r o a d w a y  Shows.  
These  se t -up  will  w o r k  fo r  t hose  w h o  are involved  in s c h o o l  o r  p ro fess iona l  
p r o d u c t i o n s .  D e p e n d i n g  o n  t h e  size o f  t h e  p i t ,  s o m e  va r i a t ions  will occur .  

W'rth the vari-set adapteryou can 
now create your own customized 
set-up. Add tom toms, cymbals, 
concert  toms, or even t imbales to 
your outfit. Put them where YOU 
wan t  them to b e . . . a n d  Pearl's 
un ique  lock  system a n d  pa t -  
ented arms keep them there until 
YOU'RE ready to change.  
No slip.., no wobble!  

Visit your Pearl dealer  today and  
see how vari-set can a d d  corn- 
for[, flexibility and  stability to your 
set...or better yet, try it on a set of 
Pearl! W'#h innovations like this, 
perhaps it's time to take a closer 
Iookl We've got your sound, too! 

Another Quahty Product from Norhn 
.7.373 N Cicero Avenue, L ncolnwood Ilhnots 60646 

In t.;anada 51 Nantucket Boulevard. Scarborough. Omar o 

(Norlin 

"PERC. # / e~osse~ 

7'E~c. ~ crosses 

No serious pm.usdonist 
should I ewithout 

The Percussion Publication's Catalog. It's 
me Percussionist's Bible. The most exten- 
~, most up-to-date directory of percussion 
:ure in the world. With hundreds and hun- 
dreds of methods and studies, solos, and 
"nbles. All annotated with instrumentation 

requirements and grade levels for all 
publications. 

Added Bonus! 
As an added bonus your catalog comes 

vith a special mail order section filled with 
hard-to-find brand name instruments and 
accessories. And they're all priced at low 

mail order prices, 
Do don't delay. Order yours today! The 

)ub/isher's price of $2.50 will be deducted 
from your first order of $10 or more. 

, o  om 11~:' • ¢ ¢ ~  Drur~s urmrr~¢a ~r~ ,~. 
Percussion Merchants to the World 

.)8 St. Elmo Ave., Bethesda, Md. 20014 
(301) 654-2719 
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F R E D  B E G U N  
T I M P A N I  M A L L E T S ?  

SEE THEM AT PASIC - T ' 8 / T E M P E  
PAT FLAHERTY PERCUSSION PRODUCTS • 1115 No. Cole Rd.  • Boise, Idaho 83704 

N E W  M U S I C  

FOR 

P E R C U S S I O N  
C A D E N Z A  N O .  | for t impani 

(by David Ameele) . . . . . . . . . . . . . . . . . . .  $1.50 

C A D E N Z A  N O .  2 for t impani 
(by David Ameele) . . . . . . . . . . . . . . . . . . . .  1.50 

S U I T E  F O R  MARIMBA-unaccompanied 
(by David Ameele) . . . . . . . . . . . . . . . . . . . .  3.50 

Send for  free cata log - 
excerpts of  music  inc luded!  

SEE YOUR MUSIC DEALER 
OR ORDER DIRECT (add 50¢ 

for handl ing - N. Y. state 
residents add 7% sales tax). 

D L P u b l i c a t i o n s  
A 5 4 4  H a y w a r d  A v e .  

R o c h e s t e r ,  N Y 1 4 6 0 9  
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percussion and ensemble literature by.composers incld. 
John Bergamo, Larry Stein, Lucky Mosko, and Harold Budd. 

Send name & addres& and a check or money order 
for 86.95 plus $1.25 shipping & handling (in Calif. add 
6% sales tax) to: ~ 

25008 Chestnut Street, 
Newhall, California, 91321 

I 



Stetson University Percussion Ensemble, Laura Stotesbery, Director 

~ t  

The University of  Tennessee (Knoxville) Marimba Choir-F, Michael Combs, Director 

Virginia Polytechnic Institute and State University Percussion Ensemble John Floyd, Conductor 

Many thanks for two marvelous publications - PERCUSSIVE 
NOTES MAGAZINE and THE PERCUSSIONIST JOURNAL.  
In the United Kingdom this sort of literature is all too  rate. - -  
Phil James, Middlesex, England 

I inst want to express to you how much I enjoy reading both 
PERCUSSIVE NOTES & THE PERCUSSIONIST and the 
information that I get from them. No method books really tell 
one the full story of playing percussion -- PAS member Colin H. 
Toomer, North New Zealand. 
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A German name f~r the xylophone i~ the nineteenth 
century was "~ohfiedel" meaning that the instrument con- 
sisted of a series of wooden bars laid out on a bed of straw. This 
quaint concept of a wooden bar percussion insh~ment persisted 
even after more stable meens of suspension were developed. The 
name xylophone gradually replaced this older term in the course 
of the nineteenth century as the instrument became better 
known throughout Europe. A virtuoso xylophone performer~ 
M~chael Joseph Gusikow~ who died in 1837D was said to have 
played in Leipzig with such skill that Mendelssohn pronounced 
him~ "a real phenomenon who is inferior to no player on earth 
in style and execution". It was not until the latter part of the 
nineteenth century that bar percumion instruments began to 
find a place in the symphony orchestra. Camile St. Saens' 
descriptive work Dance Macabre (1874) is often cited as the 
first important orchestral composition to use the xylophone. 



00U $ 
"SPECIALISTS IN PERCUSSION" 

"ATTENTION CONCERT PERCUSSIONISTS" 

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

Write for mall-order discount package. 

00U $ 
107 Noble,  Pittsburgh, Pa. 15205  (412)  922-1086  

H A N D -  C R A F T E D  P E R C U S S I O N  
P R O D U C T S  

E L I M I N A T E  S T I C K  D E S I G N  
C O M  I P R O M I S E S  BY 

~ C U S T O M  O R D E R  o 
< =¢ 
" T O  Y O U R  ~: ., 

= o S P E C I F I C A T I O N S  = ° ~" 
A L L  T Y P E S  OF S T I C K S  .s = o 

= C O N T A C T  ~: 
YOUR LOCAL DEALER OR ~ :E 

ANDREW F E L D M A N  ~ ~ i 82 FAIR/~OUNT AVENU E ~: 
CLI FTON,N~J. 0 7 0 1 1  R 
TEL:(20I )  7 7 2 - 3 8 7 5  

m 

~ _ ~ j f  presents 

a snare drum 
primer 

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

WRITE FOR FREE CATALOG TO: 

MEL BAY PUBLICATIONS, Inc. • PACIFIC, MO. 63069 
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Guaranteed 
to increase 

muscle control 
coordination 

strength 
and 

endurance 

DRUI SET 
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 

I ~ ~ 4 r ~  I MuI[c 
Pvbliskers, 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_____--Zlp 
Order Today, Check must accompany order. 



PROGRAMS compiled by 
IVILBER 7". ENGLAND 

Indiana Unirersity, Bloomington, Indiana 

ATTENTION - ONLY PROGRAMS 
THAT GIVE PUBLISHER INFORMA- 
TION ARE PRINTED IN PERCUSSIVE 
NOTES. (Always write this information 
in on your programs before sending 
them. By doing so it will make the 
Prowams listing much more valuable as a 
resource for locating and ordering litera- 
ture by all of our readers.) ONLY 
REGULAR PUBLIC PERFORMANCE 
PROGRAMS ARE NOW INCLUDED IN 
THIS COLUMN. "STUDIO CLASS," 
"PERFORMANCE CLASS," ETC, PRO- 
GRAMS SHOULD NOT BE SUBMIT- 
TED. 
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Yod~t lon - •1~uat (Fi11~olre~ 
• O~N I~o~oeAr4 - T.L. I~VlS (Barn- 

b o . . e )  

Perc~el~ Z , ~ e b l e  ~*~-78 
Cee~e ~t~, D~to~ 

O ~ r t u m  f e r  p ~ m i e a  •~,~a.l~r ' -  
j .  ~ ( n o r )  

l~z~mo - C* C~vez 0 ~ 1 1 s )  

. i n .  - ~.~ok ( s ~ r ~  s ~ , ~ )  
~lr tuC~ 

S t . • l i t  |e~linl 10"28"78 

C ~ c i b b ~  ~ " •. SqUirt 

c v . ~ r e  ~ ~ a l N  ~ n ~ a b l e  
J .  ~ ( r~ ,~o=)  

• o ld -Of t  r J ~ t a  - v .  ~ ( ~ )  
Inwoduct~on and ~ - G* Vh~*~ 

([*.dor) 

~ c ~ O C  f o r  ~ r o u u h o n  1 ~ t r m e a t e  - 
C .  ~ v e z  (v~11.) 

z ~ b l .  Conce~t ~-1~-77 l o b  
~ldd*~, Co~.ctor 

S i n p l e  S ~ t *  - T* ~-  ~ (Southern) 

A ] ~ - ~ : ~ i o ~  C l i n i c s  PCelm~b~ fo~  
F e l t | ~ a ) .  2-I]-78 Sohee, ~ 

I 4 x l ~ ; t o n  K ~ m t e m a  & K I ~  S t i c k s  

i~Mke~ X111 l Ghem~o~ IW~ l DorSal1 
oF Pa=hs tr~a 

~op Corn - a. ~ ( k l ~ i a  g i l i n )  
] ~  C r o w  ~ - A. A~el (t~,1~) 
¥ ~  ~u/~ata11~ - G.L.  ~ toae  

(~.~. sty,) 
S ~ o l u t ~ c  2 ~  - G.L.  StO~ (G.L. S t m ~ )  

• ohllN; AOO~'O,e - M. ]llql4Cll~t ( R u n . k )  
u ~ r o l l r  l ~ r ~ t t o .  - r .  ~ (so~ 

• ~ e e t = i c  - J .  ~ e  ( s u * t t o - 1 5 )  

Drun ~ on l~urud* a Sl.UL~tone 

F e e t l ~  2-11-78 S01081 F~LIet 

~ t  f o r  ~ ' i n t ~  * N. Pe t e r*  ( P e t e r * )  
S o ~ i n - A l l q ~ o  - • .  ~e th r8  ( P e t e r s )  
S~ator8 ~ a l t $  - v~Id t*u~e] / JoLth£  

(~u~,~) 

Soeain hXh - ~ e l / ~  ~e4r~ ~Bel- 

~eLto~ * ~ * r  the ~ i n  - ~ ~ t * n  

p~a~eedlc PAntosle - H. ~ w ~ t s  

PerpetA~l ~osaotlo~ - T. 

P t ~ e r  - ~* Gl~eon (Soughed) 
S~ ~mce - ~tc~tu=Sa~olde,- 

(~, ~.) ~ 
santo D~ace - ~ t c h ~ i n r l a ~ / ~  

( • .  n * ~ )  

A l ~ - c u u ~ o n  C l i n i c ,  I T e ; ~ r l n ~  ~or  
~ s t l v a l  2 -11-78  $o los ,  ttd.ti]~e 
~ r c u u l o n  

t ~ i  Sere ~a ~ * ~  Sv t~  
- C. Vilcoxon (wl lco~onj  

- ~. ~,~as • ~. Fe;datein 

S ~ p e n ~ l o n  d T ~ M  t m  M 

~ - ~s-Feldsteln 

; ~ r c ~ t o .  s o l ~  - ~ur~- 
Feldst*th (H, A~ler) 

Hexagon d ~ I b ~  ~ r  P ' ~ I  

The Tepee H*.4~4 ~ - v .  ~cbla- 

~eeom~ce8 • ~ Soalc Platea~ • 
Concert EtUde f r o a  

(~n) 

A F ~ m s l o n  Oh~nlc, P~e~h~ f o r  
r e s t l w t l  2-11-78 ~lOe: ~ I ~  

3 i t ~  B u l l  - Y* FLr th  (X* ~ l e r )  

Saace 1 ~ t ~ t t i v e  - F .  ~ (~P)  
] ~ 1 2 . a  f o r  t h e  Dance - ~ .  Coodm~n 

( ~ n . )  
s o ~ t .  fo~  T2mp~1 - J .  •*ok  

Solo P~nce~ for Tinware - G. F~oc~ 
(SouU,r~) 

A ~uu~on CllZ~c, P~e~m~ ~or 
r ~  2-11-78  ~ e ~ i o n Z n -  
m m ~ l e  

~ h o n  on t h e  1~owl - V. AU811n6er 

T ~ c ~ a  . ~ t h o u t  I ~ t ~ m e a t a  - ~ .  

T . ~  ~ - ~ .  ~ . A e  ( ~ )  
A l l q w t t h  - v .  I k , ~ m  (s~;~. -m~)  
s e , w ~ i n o  - v .  ~ e ~ o n  ( ~ )  

l a 4 t ~  Rmmm - T.  D*vin  (C~-*~thve) 
Colonel ~ - H.V. F~T (•.M. Cole) 

~rt Sketch - J. s ~  ( m ~ -  

(~*~*~) 
O ~ e n t * l  F~.bo - T* ~ v i s  ( ~ t h v e )  
Penin tan~c  Chock - V. C~z~kov.~, 

X ~ t  - J .  ~cX*a~e (14rP) 
Z z o m * n  - v .  C o ] ~ n ~  (~r~)  

~m. u ~ I v * n l t y  ~ •rotatable 
zt-~-78 EseW ~* A 1 f o ~ ,  Cordu~tor 

Co~ed~me Ga l lop  - D* ~ a ~  

~ - e o w ~ / ~ , m ~  ( ~ n t o r )  
• h l l ina Tel l  O~ort~e - ~ o e ~  

sa l t *  ~ - ~ ] ~ t ~ a t ~ a  
( , . ~ , )  

~I ~ AIp~ •Win~ Cnce~t 4-10-78 

~he Ualversh~v Per~eeAoa •ase~ble 
~- r1 -7~  ~ w r y  AI~oz~. Co~ .c t~  

r , ~ , ,  ~u~ ,  - , .  co~ , *  ( , r e )  

Octe t  - a . J .  Ci.-one (C11~M) 
To¢~t th  Mi th~u t  Xa~tz~meath - R. 

$~er ( K ~ o r )  

~lwla ~ALin~ 
• e~u~to~ Sult~ Xe. Z - L.  ~ e l l ~ o n  

hy~or~ Sketch - J. S ~  ( ~  
~-,) 

I~U3~ 

W~J ~eelm ~ ~a1~et ~blu 
11-1/=-T/ ~ ~oJte~, DL.-~etor 

c ~ o ~  - ~ .  ~ ( ~ )  
~ o c  f e c  ~ e ~  - e .  ~ ( ~ u s )  

(u. o r  m u ~  ~ . . t o )  

FrIFwerl~ - L* Shaw ( ~  
in~'e ~t) 

Oae~ale f o r  ~ x i a t a  ~ t ~ t e t  - R ,  

G~e~t A~s t  " GO~O~ •tOUt ~ t ' l - ~  

(e*m.) 

(e,~.) 
I t + d e  f s  1.2. a ~  ~ ~ ~¢~ I - 

G. • t o ~ t  ( t i l l  l ~ o e )  
P re lude ,  O p ~  11, ~0.  ~, C )k~o~ - 

c,o. ~ (•~ ~) 
• t ~ e  I ' s  11 a 12. ~o~ ]eok ~ - 

G* • t o ~  (m~m.) 
• inde  ~),  ~A'On ] ~  2 - G* •tout 

( v~u . )  
Sulin ~er ~ole Gul t~ ,  ~ ~ Move- 

~,t~ - A. v ~ / s t o . ~  (~.) 

Ta~OC=dn ~ n o ~ s  - Y. •relsle~/¢~en 
( . . ~ )  

Two ~ x l ~ n  ~ucee f o r  ~ a r i n t a  - G. 
• ~t (Stu~to  ~)  

A ~ r ¢ ~ l o n  Sy=~081~ k-1-78 
G~e~t /~-t~.st, GO'On St~ 

(Kor th~a~t  L o ~ l ~ m ~  ~ n 2 v e ~ t ¥  ~eg- 
cu~s lon  Ensea~le, A l i e n  WoJtem,  Dh- 

• ~ o r *  h a  j a z z  - V .  F 1 x ~  
~ p ~ ' t e t  f o r  l ~ e r  ]~Ss " L.  •ph- 

v~k 
T ~  R l t a l c z *  - A. ~oldsn  

• membhe.  Gray BL'~IO: ,  DirectOr; 

Senor  ~ouse - C. C o r ~  
~ton~ Kta ~ - L u ~  

Dance of the ~c PI.~ Pa1~le, - 

( ~ l o r  Ualv*ni~y ~ u ~ l o n  
~ l l e t  En~nble*, ~ ymxl~r~ln~a, 
V l r ~ t o r )  

~ t l t I p 1 e s  - ~ v ~ ' t z  
A1C~le~lel - ~*%t~etn 

- Ze~ancth1 
f o r  ~ r i a ~  = 

~ o t a  - C a p ~ n s  
AP~le ~ - Jop lhn  

Sort ~oe Dsnce - ~o~rey 
On the MOOd Pile - ~e~er 

( ~ t  l ~ u ~ s l m ~  O c l v * n h t y  ~l- 
her EnmJabhe~, A11ea WoJts~, Di- 
rector) 

Five ~ l ,  YOl ~ ~ M* 

i n=ee  ~ u s N ,  t~oa  " P e t = o ~ . h ~ "  - 

F~Ipp*+te* f o r  F o ~  ~ o ~  - L* 

C v e ~ - ~ n  to  "YW;Ic F l u t e "  - 
Duinchke 

Rec~zdos  De l a  ~ - F. 

Chr~ P m l ~ t l l l l  p o ~  C,,~toxe - ~.  
V i l l a  Logo8 

P o M ,  1 ~ n  ~ Go1~*~ Age ~11et" - 

C.O. 

J o n i o r R ~ i U ~ l  ~-1A-78 Z ~ a  
Ca~t 111o. P e ~ e h o ~  

Etude  ~ o r  T a p e ~ d o r  a ~  P e = - ~ m l o a  - 
• . ~ .  c~  (m~ . )  

F ~ l ~ e  xo. ~ in A Ktemr - H. Villa 
1obos (~tlt ioe~ Y~X gw.ld~) 

• i ~ t  I ~  f o r  F o ~  T l a ~ u ~  - E .  

Fa~t~s~ on  J a ~ e s e  Voo~ I~lnin - 
A. ~=aeea (e, ter~) 

XLU 1~use~oa a~ ~11et Eaoea~le~ 
4 - 2 0 - ? 8  A11*a V o J t ~ m ,  D i r e c t o r  

( ~ ' s  V r m  Shop) 

• o ~ a u u  f e ~  ~ t o u  Y ) u  
~ t h  ("re) 

( i n ~  ~.=c. c o . )  
~ o  B i ~ a l c u  - a .  • o l A t n  ( s o , ~ e m )  

~ t ~ , t ~  ( ~  , )  

J ~ e ~  ~ e c h t ~ l  k -2~-78  ~ v i A  

s ~  f ~  ~ l u t e  and Pta~o - 
a .  ~ h  ( ~ )  

Music o f  t h e  ~ r  - •* ~ o l ~ a ~ f  

c. s~t (~a,1 ~ce) 
- ~. Io ~r,,~X ( ~ )  

1*rehude o~ 1A. MO. 3. G ~ - 
c . o .  ~ ( s ~ o  ~ )  

c~ro13~ Tae~s~on. 1~u~hon  

1~o~ Htrocba et V i k ~ o ~ e  - 
D. ~ (Z,W.~ aCo.) 

• ~ e ~  4~ l a  ~ J u ~ a t Q  = F.  TL~ 

D 1 v m l ~  ~ r  ~ l m  a ~  Pb-~b* - 
P. ~ ( , u u . )  

%o ~ x t o ~  ~ - C. • t o u t  
(•ind~o ~) 

]~U ~ ~ t  5-2-78 

1 ~  N e=tin~e" s ~ t )  

(The I t o ~ t  • X.st) 

Andy ¢ ~ p  - K. Dl:ma ( P i t h i e r )  

O v e = t ~ e  ~o The ~ l u t h  - ~o-  

le=tp~ez~/1~. Yoh b . .  ~thle( Old - 
L ~ .  e ~  (1~e Ik~d~t '8  Xu t )  

r ~  n~, vo~ ~ - ~ _+~. .  

Sealor RKAtal 5-11-78 
P. C o c k e r .  I l l .  Po~c~asioa 

T~e~da C~1~in - F. X~i~ior/ 
c r w ~  ( ~ )  

g U d e  i n  C ~ o r  t 0~.  6 ,  ~o. I0 - 

P~aeh~di ,~ I ~ ~ s  w o ~ m  
xle~te Xinvler - ) a c b  ( S ~ )  

s ~  - ~ .  c~o~ ,~  (w~ . )  

( . . ~ r )  
~oq~t=  ~o= Flute a~t vilx.a~one - 

• , DePonte O~T) 
Concez~lno f o r  ~ i ~ t a  u d  O ~ e ~ t r a  - 

P. ¢~e,inn (oc~tr~r)  

1~rcuxion ~rmeaMe t ~ 7 - 7 8  

( m ~ . . )  
Set*rod* ha  ~ r ~ m m l v e  f o r  ~ n e t ,  

C o . b l e - ] ~  and 1 ~ x c u u l o a  - •. 
~ i , ~  ( ~ . z . , . )  

Rita~ Jo~e = c. ~ 1 ~  (A.M.P.) 
IntA*oductlo, az~ Ahhe(x~ - J. ~ee~ 

sic ( ~ P )  
~ t o t 4 r  ~ou~ta ln  = ~ .  ~ o v , a n e u  (~P) 
E ~ l u t l o n  f o r  ~ z ~ l o n  w i t h  ~o-  

~ e r a ~  

l ~ r c ~ t o a  Enewble 11-7-77 

dhter~mc* - ~, 8 6 1 ~  
C~,cer to  - G,P. Teh*e~/FXDk 
~ p m i ~  ~ - ; .  Grx~4oa ( ~ i n -  

dlo 4)  
IO01~tlon " E* Y m  (RhCox~t~) 

M o r  ~ l o n  Refi l l1 12ohP-77 
G*o~e Joha ) t l A ~ l y .  Psro~e~toa 

Sona ta  to= ' ~  PiUOll  l . , , t  Plr,:+:,r. 

C~mcerin fo~  i ~ . - - ~ t t  AM yL~ra;dK, i)e - 

$ , l i n  D~m L ' H t e t e l r e  du S o l ~ t  - 

G M ~  1 ~ c ~ a i n n  ~echta~ 11-2-77 

X~rhq.* for ~ a ~  Manom 0~. 

Sore ~6th -XX-S" de~C~mt~n* (~) 
T~ck I f o r  ~ l t i l ~ l o  ~ m ~ i o n  - 

P. ~ (V,~u.) 
Can~ez~o f o r  ~ i n ~  and ~ r c h ~ t r ~  - 

J .  k , i n  ( , ~ , . )  

~ t t i n o  Concer ta~te  1"or n u t e  an~  

Vgohln ConCez~o ha D h~or.  ol)* ~7 - 
e n z . .  ( s ~ r . , r )  

Conce=tino ~or Vhol i n .  Plaao a ~ t  

Con~e=to Xo. 1 i n  D ~ o r ,  op.  6 - 
~ .  ~ (Interl~tlOnL~) 

Gndu~te I~rcm~lon R ~ l t a l  k-10-78 
Ad~*~e F~ndelsob% ~ 

S o t a ~ N  XIh fo~  : l ~ f l a t  Cla . - -~et  a ~  
x ~ . * x ~ -  D. ~ ( ~ u d . )  

Concerto f o r  ~t~-lab~ ~ad ( ~ t h e e w a  - 
J .  B a s t s  ( ) ~ a u . )  

L l n  0 ~  - t .  e e ~  ( w a u . )  

Chewux d* Ma - PS~/T.L. 

A ~ f o r  GoOdbye - T.L.  I ~ y l l  
( k = ~ o , . , )  

See l e~  P e ~ o s l o ~  I t e¢~ in l  S-18-78  
~ q ~ e  G ~ .  l ~ r ~ , e e l o a  

JoL~e~ a ~  t h e  D i r ~  - K* 

Pmlu/e ~ i* ~ - ~avez 

~,~ inveat1~ ~e~ vh~eae aa/ 

~ r 4 ' *  )*~£m~tm[ - I *  Gilz~rtln (~mu.) 

~ ~ n l v e n i t y  ? e ~ e l ~  ~se~e 
~-1~-78 Jo lm ( = ~ t e t t e ,  D i ~ t o r  

Yaaa~a ~x lcaM*  = C. C ~ m  
T o e ~ t a  fo~  h r c ~ e e l o ,  - c .  c~aves 

( w u . )  
~ u d ~ q ~  s e = e a ~ *  - ¢*  c ~ v e z  
C~p~lte~eo s~lte - C. Ch~v~ 

( V i v ~ l a ~ t o  f ~  s w l ~ t  

4-~)-78 Frank I i ,  e t e l n .  C o ~ m t o ~  
Sy~voala~ Xo. 5 fo~ F . ~ c . u h o a  

S~t (St,etlo 4) 
Xoa~,a t lon - ~. vax~se (r~mco Co- 

S;mlmeZ~ ~o. 8 in 3 m~o~- F. 
s ~ . ~ * ~  (.~--M) 

) f l ~ X "  

sulte f e r  ~ k r L ~  - A* ~Issln~er 
( e e r c ~ l ~  Art*)  

~e. 20 10-12-77 

I ~ r e  a P~IuUo - ] ~ h  

~e h~ . l e  ~ IAcJ~ - C. )t~t* (mzu.) 

elt~ v l ~  I ~ * ~ l e  Eddie G~mm, 
D~rect~ 

Xo~I~111 - C. Ch*vee (1~11~) 

l~q~-~X* .  ~ 12-11o77 Oclv*r- 
*l~y S ~ b ~ l o  ]e~4~ ~ 4 4 i e  Cz*ea, 

~ v ~ r t i n o  f o r  ~ t ~  - P. creetea 

So. 109 1-21-78 O~lv*=" 

Yarns. D i r e c t o r  

Evol~tlon~ - ~. Is~r~x~ ( I 4 o r ~ )  
Xyles - ~. Ocons~ ( IA~Zd)  

m c ~ t e h  Vaz~e=. 

Fsxt~n ]~e~e - G. StOut (Studio ~) 
~ r ~ t *  - 3. e*~k (So*tO.) 
Et~e i n  A-lint - C.O. 

( S t . ~ l o  " I  
F a a t a ~ t e - l . W o a l ~ u  - ~ o p l ~ / ~ s s e =  

( ~ , ~ )  
Y a z ~  - ~ .  ¢.~r~e= (A,eocin~eS) 
Age or Gold = 3ho*takov£~/Y~4~- 

n in l  ( ~ i c , Q  



FOnogmp~ iV - e.  Gtp,on (Studio 4)  

C e n t e n n i e l  - IL  V L ~ r  (eknu.)  

~0. 1 ~  ~'1~-78 U~lve~- 
I l t y  ~l~c~si~on Erm~lb le  MiCha~l 
Yarner .  D i r e c t o r  

Cathphonlci - L .  Welner (Pox) 
E~ l . t i on~  • Xylem - s. ~eone~ 

Y e ~  ~ts te~z - ~ .  B a z ~ a ~  (3ee~w) 
~uato0r pou~ fl~tes - P.~. r~b011 

C~¢¢1~ - C . f .  Yele~n (BerDon) 
CAnon for ~e~¢~slon - S. ~o0d~n 

Ceruon~a~ f o r  Pe~ l~ l on  av~ ~ L ~ o  - 
I .  Cz~aton CocMraer)  

~n~  Conference - ~-7-70 ~ -  
cusa lon  ~ e l ~ i  

Afr l~kn  S k e ~ e s  - ~.  l i l l l aaa  

Dlscuesion - Ra~chenber~ ( ~ 7 )  

~ i n t e r  ~ a a t e r  Clam 

~e~¢v  Afte~ the ~ain - ~. ~eters 

~ r ~ t a  - P~tfte~d ( P e t e r a )  
6/(I ~ t~e  = GoldenDor~ ( ~ )  
$O i t h  for ~ l l ~ t  - DO~I (~os~on) 
B~aentel ~ense - Yarner  (~u.) 

K a 3 ~ o o  J ~ l o r  Sya~ony  - ~-19-78 
Be~b Bu t l e r ,  D l r ~ t o r  

~oncert lno f o r  X~lo~on~ • ~e i -  

P ~  No. ~ 8  ~ ' ~ ' 7 8  ~n i ve~ l t y  
~ya~lony ~ e l t r &  ~er~ert ~u~er, 
Dlre~tor 

Pa~tuy on Ja~esl ¥oo~ in te  - A. 
~ov~ne~ ( ~ t ~ r ~ )  

~ X  

~ o l l e ~ e  o f  ~ ln t  ~ n e d i o t  

~ / $ J b  lPez~ussion ~ t t l e  ~ -17-?~  
}~z= i8  A ~ n  f z~ ,  Dlr~¢to~  

~¢e  S~ l te  f o r  FOr~uitAon c c t e t  - 

~he Com~dlen's S u i t e  - D. ~s~ levs~  
(V .~u . )  

Xs~n Col lege ~ New ~e~v  

~=¢~s lon  f r m e a b l e  Concer t  
~-12-7B P ~  ~ce, D~tor 

Ci l l aon i l ~  - P. C~n~on (~ i r a t r )  
~ o ~ e r t o  f o r  Y u ~  and ~ r c ~ l o n  - 

V. ~. H~'tl~ (J. Boon~n CO.) 
~ a r t l o l s i  - W. A* Bro~a (Southern)  

T ~ / ~ Y  Persu~eton Bnseable  6 -10 -78  
~l~ter C. ~¢hneMer, Director 

~ t  SO. S - ~ r i f f i n  (Ha~ar)  
~ u r s ~ t  f o r  ~o lo  ~ e x ~  ~r~ F O r c e -  

ilon ~nmHe - Jea~ ( ~ , r a~ )  
~rei Brot~ - Co]a~a~s (~VP) 
~ t a l i o  ~ s t  u~ - ~ h i n a t i n e  

F l x a t l o n ~  - S M 4 e r  ( E ~ o ~ )  

M~B~ I~r~ue~on E~e~b le  6-10-28 
~. Px~_ce, Director 

A1X~ • Cadenm f o r  ~ t o n  E ~  
seabDo ~ ~ t h e a l s e d  Tipe  - 

X o ~ t t o n  - V a ~ s $  (CoI~aDO(RI¢o~dl) 

Te~a~Iv Mi l l e  ~choo l  

b l \ ~ s ~ l o n  Enselble ~-11-78 
B~ l t~ r  C. ~¢h .e~e r ,  Son~c to r  

Septet fO. 2 - CritYin (Ha~ar)  
l ~ a u i t  f o r  COlo ~ l r l l ~ l  • ~ r -  

c~s i l on  £~aelble - Jena~ (P~r -  
sue) 

And They Came to Hay - Sth~tlae 
(.~..) 

• ~ for ~aiz - ~peara (Soft,era) 

VaSter c .  ~¢h~e~er ,  D~rleto~ 

~ u l t  f o r  ~ a ~  and  l~,~cues~on 
£n l t l t ~e  - Je~  ( ~ r s u e )  

F i i t l on i  - Sni~er ( ~ U H )  
k ?lie f o r  J a z z  - Sl~a.rs (Southern) 

~ n a f l y  Fe~c~si lon E n s e ~ e  5%T'78 
~ '30-?~  Ya~ te r  C. S c h n e ~ e r ,  ~ l -  

~SstO~ ( l ~ c t ~ r e  d e ~ o n i t ~ a t l o n  conce r t )  

~ P t e t  ~o. ~ - Cr l f f l n  ( ~ a r )  

Yhr l l  ~e l  - ~ n e o n  (Chappe l l )  
A T i ~  f o r  J a z z  - S~e~'= ( ~ o u t ~ m )  

~ n e ~ 7  ~ r ¢ ~ l o n  r ~ N a b l e  
V a l t e r  ~r~l~er, D~tor 

I ~ r s u l t  f o r  ~o10 } h ~ L a ~  • ~ r -  
c ~ 8 ~ o n  - Jer, ny ( I ~ )  

FOt~11o ~ t i q u e  - Schl~a~lne (~outh-  
em)  

~ l i i t i o~ l  - L* salder (~amho~e) 

ern)  

N~ ~ r c ~ s i o n  Bnses~e 
Pa~1 P~l¢~ Ditto= 

I o n l ~ t i o n  - E. Vz~Im, (col~a~o(Rt- 

~roo~vn College 

Z~o~ Co~le~e Percussion ~nsea~e 

P~elude and Double Fu~ - Jo 

~er~u~Ion ~ I ¢  - G. Ste~eer (see 
~) 

~oncer to  f o r  Perc~ae3on ¢ ~ c ~ e i t r ~  - 
F. ~ t t o  ( ~ . )  

~e l~de  - T. 1oeven~le (~oneaue- 

~ r i ~ i  ~ o k  I - 0 .  ~ r ~ b  

~e~klee Colle~e~f ~Y~lo 

~n io r  ~ i rc~salon Re¢ i t ~  ~ ' ~ - 7 8  
Paul Johnecn. Pe~£on 

~1~  i n  Green - ~. ~vi~ (~u.) 
The Olseourl~ o f  I n i e c t ~  - ~.  ~ Ich -  

I n  ¢ - ~. ~lley (He~u.) 
Concer~o f o r  m r l ~  - ~.  ~ k ~  

~raJl-eaa - p. J o h r ~ n  (V~nu.) 
Gnu - X. ~ee l~  (~u.) 
Jmlca - p. Jo~n (~l~u.) 
To ?~o ?oo Frayed FOLz Blues - P. 

A Percussion O r c h e s t r a  ~-27-78 

~. ~. Cadence = D. Ca~leon (Soiaos) 
T*enty-0ne Ate fo~ ~ r e ~ f a ~ t  - D. 

Ca~Ison (Soils) 
,~neae For  P a ~  4~ree  - D. Car leon  

(CO.,o~,) 
~ v o r o  Waltz = ~.  F r i s b y / ~ r l e o n  

(couo.) 

(cobol) 

~ l y i ~  Drea~ - D. Car l~on (CODos) 

ora~e 3 ~ o o l  o f  ~u~Io 

Studen t  ~ C i t ~  ~ 2 ~ ' 7 ~  G ~  
France, Solo  l ~ z ~ s l o n i l t  

2 0 ~ ' s  S o r t i e  - A* Able  (T~g) 
$~te f o r  Tts~er~ - ~.  ~o~Ll l£  

Etude ~o. 6 f o r  ConCert ~ne~e ~ - 
]% F~IlIf ( ~ t e~u )  

Prelude l o .  ~ f o r  Ym.rla~ - R. He ib le  
(~ .~u. )  

~x i can  ~ence FO. I - ¢ .  S tou t  
(S tud io  ~)  

~ e  i n  c FOr  - C.O. ~o~  
(StUdio ~ 

FO ~iteW - c. co~ (v.mu.) 
C o n ~ a t l o n s  f o r  t h e  x~a~ Per- 

~ere~ioa Eneeub le  ~-2-78 

~ o ~  Pequena - T.C. Frezur~ ( ~p )  
Ywo R i t u a l s  - ~. }~LI ler  ( ~P )  

S~ Al~h~ I o t a  Concer t  ~ '~ -78  

Concerto f o r  ~.ven ~x~mpete aid 
T lapa . l  - k l t e n b u r ~  (~Ic 
for Bran) 

Fo~= ~ t ces  f o r  T l ~  - ~er~aao 
( ~ )  

o ¢ - 
~ r s l t ~  o r  eoc~s te r  

Pastean ~ r ~ u ~ l o n  Eaeeable J~-15-78 
Joh~ B~¢k, Dlrlct0r 

~e l  I I  - E .  T a n e n b z ~  (~.  P~Ice) 
Concerto f o r  Tu~a an~ P e r c u u l o n  

Cr~hestra - V.$. HLrtley (Boooln) 
~a~o - ~. ~oeveudle (Doneaus) 
C o r ~ r t o  f o r  Drm~ Cot and ~ e z ~ u ~ l o n  

~ o r  ~ e ¢ l t ~  ~-16-78 Rons3~ ~ .  
Z t r ~ d .  I ~ i o n  

Stout (Studio ~)  
Colilc~l~ f o r  L~sccoz~ed  

~ p i r a t i o n ~  Dizboll~u~ f o r  ~ r -  
cu~ lon  ~olo - f. ~m~ (~) 

~om StAe.~.to (~o~ )  - pL~Lcu- 
~e l~e t ~Go]~en~el~ ( F i ~ r )  

~ l o n  Croup 3 -22 -78  flche~ 
~ i ,  F ~ l k  ~ e t t ~ e ~ ,  DIz~cf~rs 

Apple ~loesom " P. CO~lau~ (V~nu.) 

J~mt~ loe i t ion  ~o. 1 - H. f l -D~  
(e.t.~) 

I ~ t l o n s ,  0p. ~ - 
( ~ t o n  

k Concer t  o f  ~ c u s s i o n  ~ - 2 ~ 7 8  
Bloha~ l  A lh~ l i ,  ~ c u s s i o n  

~ n t ~  f o r  Y l ~ p h o ~  ~ Piano - 
J. ~_~ (v~u.) 

( e . t ~ . )  

"Zrad. • "cooke" /~ Five 
~ le~  f o r  l ~ z~u~ lon  - f .  
~ . ~ i  (w~.) 

- ~. KLkl (J~p. Fed. oB COm- 

M a ~ t e t t o  ~ $~pho~ FO. f - 
~ l e r  (}knuo) 

R e c i t a l  i n  P e r c u i ~ o n  ~ -26-78  

Q u i n t e t  f o r  Pe~u881on  - J . T .  A l f l e r i  
( ~ . )  

~ I c a  ~ a t t ~ t h  - B. ~chlft~u (AUO- 
¢latea) 

( ~ . )  

S i l e n t  R~ithl ~-2~-78 
w i r e r  ~ l i i t ~ l ,  l ~ r o u u l o n  

D l w m l o n  f o r  Two - D. ~ r b  ( ~ r l o n )  
To~c~th f o r  ~g~L~g - E .L .  D i l m ~  

FOur Pieces f o r  ~ p ~ n l  - J ,  
( ~ )  

F~toeo  ~ Yalse i n  O s l n o r  - 

~ r k s  - v .  U ~ a t y ~ k i  (~anu . )  

P~el~de I ~oa  ~e  ~e ) l  Tempered 
¢ l~v te r  - ~ ¢ h  ( ~1~ )  

Se lec t ions bY ~he B~  and ~1~  

(~u . )  

Senior  Y~e~ltal ~-$7-7~  T~eodo~ 
~. ~ouuds,  ~ l o n  

~n¢o~t4~s  l i I  - W. E r a l ~  ( ~ l x )  

T o ~  ~ I I  - A. ~ y o s h l  (J&p. Fed. 
CO~. ) 

Pra~l~diua and ~ ~% In Bb 

~ lp l e t s  - ~.H. ~zeen  ( ~ n u . )  

F os t e r ,  l ~ r c u ~ i o n  

~ l ~ t  H e ~ e s  f o r  F O ~  ~ l a ~ t ~ l  - f .  

f t uee  3 - S.  S t o u t  (~ .  P~lce)  
Conversa t lon  - A.  m ~ e ~ l  ( J a~ .  

- v .  ~ ( ~ . )  

Cradue te  B ~ ¢ i t e l  ~ -27 -78  Ca~Syn  

S o i t  f o r  ~ r z g a ~  - C,~. R i f t  
( ~ u . )  

S u i t e  f o r  ~ t x ~  - A . J .  F l ~ i ~ e r  
(~u~Ioa Art~)  

Z~ t~o~ ' s l  l - C. I .  B i t t  (~a~u . )  
T ime -  e. ~ l k l  (Jap.  FOd. CO.p.) 

~ercuss lon  ~nse~ l l  ~-P~?8 
Ruth c~, D~ector 

sco~ - B. Coawell  ( ~ y )  
J ~ x ~ p o s t t i o n s  #1 * ~ .  E b - ~ b b  

(Pe te r , , )  
~ lp l l  - ~.L .  Rlchloud ( I . ~u . )  

~tnnes  Colle~ o f  ~u~i 9 

Percuaelon E~seable  ~-1-78 
~ vaa ~ y ~ 1 ~ ,  D~thr 

She t l  A I l eep  - J* C4q[e (~l~r~) 
Ost i r~ th  Pianissimo - ~. So l . e l l  

(~.~ ~ i ¢ )  

oc tobe r  F o ~ t a l n  - A. ~ o ' , , t m ~  

~1¢  For  ~e~cussion - ~. L S f c h l t z  
( ~ . )  

St~ t~  ~ n i v e r s l t ~  of" F~w York i t  
P a l t z  

Sen~o rRe¢ l~  ~ '1~-70  fancy L. 
Ro~e~8, Percuss ion  

T~o T h i r t e e n t h  C ~ n t u ~  Fote t~  - 
Anon. ( ~nu . )  

P r e l u d i o  - L. Ronca~Lli ( ~ h ~ )  
?~ree ] ~ce i  ~or  So lo  s n a r e  ~ - ~  - 

W. Ber~on ( ~ a p p e l l )  

To¢oat~ f o r  t ~ r i z ~  - E .L .  P l emer  
(~e) 

Frsn~h S~t@ - ~ .  Krift (~IM) 
~ n i s t l e r  - G,~.  Cr~en (Soston)  

Son~t~ f o r  ? ta~  - J .  Beck (Boston)  

S t ~  U n l v e m l t v  o f  New York ~ 
Stony ~roo k 

~¢t~phonlcs  - ~ .  l ~ u l l i f  (Fot~da~) 
l t p r o v | u t l o n  s ~  ~ - P. 

Or.  What I o u  w i l l  - f .  B o s l ~  (~snu.) 
Sy~h ron im  f~ ~or  P t v i  ~ c ~ i o n  

~n  Kear~dy. ~ e r c u u l o n l i t  ~-1q-78 

Ch i l i  B e l l  - J .  Bezg&ao (~u . )  
D u e t t l n o  Conc~z~ante - I .  

( T e t r a )  
~ eo.  I - ~ .  ~J~lch (~ve) 
J i ck -o -~ l~e i n  - L.  ~aAt~ ( l 'anu.)  
ChLldhoud - M. ~lbb~ (C~ t l ve )  
C o n ~ i P ~ t i o n  " M, fOUUI$  ( ferm.~)  
P~omtheue  - e .  ~ . ~ e r ~ n  (Va~u.)  

s v ~ c v ~  ~ n ~ v ~ l t v  

c r ~ t ~  e e ¢ l t a l  ~-1o-78  Rtch~z~ 
¢ o ~ l d l ~ ,  ~ x ~ l o a  

ConCerto foz  ~ r ¢ ~ l o n  a i d  o r c h e s t r a  - 

~ ' !  Su l~  - L.H. Stevens  ( l t nu . )  
Two M e z l ~  ~e~ces f o r  F~r i zba  - 

G. ~ t o u t  (~ t~dlo  ~)  

(Van..) 

~ra~ Fantasy i n  C ~Jor f o r  the 
~ 9 ~ 1 ~  - R. I~elble ( $ ~ d l o  b)  

o r  ~ l o n  o r ~ a  Co~e~u~ 
2 - ~ 7 ~  e r n e s t  ~ z q u l z ,  ~ l r e c t o r  

The S~ords o f  ~ - L 1 n ~  - ~ .  P e t e r s  
( ~ u . )  

~oud~u f o r  Fe~ue81on  - f .  B e n ~ -  

b lacou~t lcs  f o r  Piano and Percuss ion 
£nsea~e - R. Ke l l y  (A~A) 

Witches ~ lnse l  - E.  ~acDow~Ll (~a nu , )  
Lover - B. f ~ / 0~#n  (V l~u . )  
Con~erto fo~ P r ~  S e t  an~ P e ~ u s a l o n  

Ensem~t i  - J .  B ~ k  (Keudor) 

S tude n t  Recital ~-~-TB John L i p t o n ,  
FO~Ion 

Wl t i p l ~  F o r e - - o n  ~olo - ~.  P. ~ o l -  
en~  ( v~ . . )  

~ o ~ t l ~  fo~  Three  T l z ~ n ~  and Pteno - 
A, TChem~n (Boosey & K~wkei) 

S iX Alle~/~O Duet~ f o r  P e z ~ u ~ i o n  - 

r eve r i e  Bor ~ l i l l ~ l  - G. S t o u t  (~ lnu . )  
~ 0  P a r t  I n v e n t i o n  Bo. 6 and ~o. 8 - 

" )  

F a c u l t y  R~ttaO~ ~-22-78  E r n e s t  
• ~ q ~ z ,  Perc~ ,~ lon  

Y ~ a ~ l o ~  - ~ .  ~ r ~  ( E d l t t o ~  
C o l t e l l a t )  

f t u d e  i n  91 O~us 6 ,  f o ,  9 - 0 , 0 ,  

l ~e lode  i n  G, O p ~  11,  ~o.  ~ - 
C.0 .  ~ r  (Stud io  4 )  

O~teve Etude i n  d - L. Cood~loh 

Etuee  l a  A - ~ l a t ,  o~ 6 ,  ~o. 2 - 
¢ ,0 .  ~usser  ( s tud io  ~)  

f t ~ e  I n  0.  opu~ 6 .  No. 10 - c.O. 
~mr  (Studio ~)  

I n i p l Z ~ t t O ~  Dla bo l i que  - B. Taga,m. 
(wl.) 

~ i~b~  ~u l te  - P. $1~ le r  (~ I~)  
S i x  ~ e c u  - W.L, C ~ n  ( ~ n u , )  
Concerth i n  k ~no r  fo~ T~  V l o l l ~  - 

V iv l l d l  (ee lw in  ~ l l s )  
F i d d l e - F i d d l e  - L. Anderson ( l l l l )  

S e n i o i  Rec i t a l  3"2~ '70  l o f t  A, 

Sonata  B ~  Percues ion a r d  Ptano - 

¢onoerth t o r  ~ r l a ~  ~ d  C ~ h e a ~ r ~  
Op. ~ - B. Xu~k~ (Ve in t raub)  

~h~ee ~ o ~ s  fo~ F ~ r ~ i l o a  - D. 
~ l n l .  J r ,  ( ~ n u , )  

~ e  ~ o d e l l  f o r  I ~ms ton  ~d  Tape - 

Cho~n"  The Be l l  - ~e,c~ ~ - H. 
Br.~er (.in..) 

~ r ~ t ~ R e c l t e l  ~ 9 - ~  ~ l c t ~ l  
~ .  f u l l ,  P e r c u u l o n  

F m ~  S u i t e  - ¥ .  ~ f t  (~ I~)  
c o n c e d e  f o r  ~ tnb~  and v l ~ p D o n e  - 

Sui te  f o r  ~ la~  - i t s~ l e~e r  
(~ ' l )  

L ~ f t ' O f f l  " B.  ~ k  ( l .H .  Cole)  

S in  ( ! . ~ .  Cole)  

A, L u t t l ~ e r ,  ~ u s a l o n  

P~ l l ~e  Op. 11. # )  - C.0.  F ~ m ~ r  
(S t~ l o  ~ )  

Pre lude  Op. 11~ ~7 - ¢ . 0 .  N u ~ e r  
( s t~ i o  ~ )  

v i o l i n  Co , t r i o  i n  ~ ~ o r  - 
(v~.) 

~. ~ (~ .~ .  Cole )  

P~ l vem i t #  f l l c~u l oa  I n l l ~b l e  
k - /~ -7O  l l t  l l l u t e ,  ~ l I l ~ t o~  

Sloe  R b T ~  ~ u l n t ~ t  - A. f e r~  
( ~ .  ~ . )  

Dlaco~s t l¢ l  f o r  ~lano and ~ s -  

Y ~ U d s  ( Y ~ u . )  

So lo  P ~ r ~ u u l o n  Conc~r~ ) ' 1 0 - 7 8  
K ~ y  Rogers .  ~ r e ~ l o a  

~ s  f o r  Bole  $ ~  D r m ~  
S. Benign  (Ch~pPel l )  

Coaputer  ~ 1 ¢  f o r  ~ r~ lon  and 
Tape - L. ~ l l l e ~  i G.A. O'Connor 
( ~ . ~ )  

Sonata  Bor ~ - r , J .  FTle (DO 
f ~ n ¢ )  

~neh  S~ l t~  - V.  ~ r a f t  (~ iB)  
conc~ leo  r o t  ~ lapm~ - ~. Co l~  

(w~) 

vC~ ~ r~¢m l i on  I ~ e  5"2~-78 
J a ~ s  E~r l  ~ a r a e s ,  ~ l r e o t h r  

B ~ r s o  - Goo~s~  (Be lw in  #£118) 
f o r  the Z)sace - C, oodm 

f r o a  ~ Kaz~nlsoh~ ~ona ten  f u r  s~el  
v to l t n~n  - ~e l i l~n~  ( / i t em)  

Tr io  t o t  ~ ¢ u u l o n  - ~ rmon  ( f r f )  

~ H  CA~ OLI NA 

Y o u ~  Ar t i s t  A~lx~ v l n ~ r  ~ -11"78  

~ o  F o v e ~  f o r  W r l ~ a  - T. 

l ~ a r i g m ~  f o r  F e r o ~ N l o n  ~ o  - ~ .  

~o~es  I i i  - O. ~ l r l e  (~ t~ )  
~x l ¢~n  ~e  ~o. 2 - G. S tou t  

(si~to ~) 
~ l t h  s t o ~ s  ei~h ~ c o l  

F s x ~ u i l o n  l i l e  6-~-7~ 
S t e v i  ~e l t on ,  O ~ e o t o r  

~sceudo  - Le~  (~lud~o~) 

o r i en ta l  ~ - ~v i s  (~outhern) 
All~p~ ~ n  "Water ~s l o "  - Y~e l /  

OYe~'~e fo= ~ s l o n  E n ~ a b l i  - 
~e~k (Keud~)  

Y41 i t h i r e  - Sc l~u l~ . t / ' ] ~ t  
(B ru ,mO 

Seep P~ze  - Z. I~osch (eL~U.) 
The ~ o k  o f  Love - S c h i n e t l n e  (8  • S 

~ h o o l  o~ m e d e )  

Co l l i e  

t i c~ l t yR i© l t a l  I~%T-~7 S c o t t  
J .  Pr~bys,  Percuss ion  

Duo f o r  l ~ r c ~ a l o n  and P iano  - B.  
H l l l n  (~ i~)  

~t~ - P. ~ a . ~ r  (Fonu,) 
Tn r~  ~lecem f o r  Y ib~pho~  - ~.  

S t e l r ~ r  ( S ~  Sa,) 
S u i t e  fo~ Xylophone 8~d ~ l~ -a  - 

XyloPhone Rag - X.L. Booth (eu~e~k) 



~ ,zc~s l on  ~ n ~ * ~ e  ~-29-78  
C~cott Pre~ys,  D~'~ta~ 

T a r e  De.ce ~ve~n~ - w. ~um~X~ 

(e.~.) 
P e x ~ t o n  C ~ r ~ t  ~ .  2 l a  k aL~o~ - 

,.A. ~nm~ ( e ruom)  

P e ~ 7  ~ * i c ~ m t h ,  Pez~u~Aon 0-~T,-78 

Con~r tL~o f o r  Xylophone and Orche~- 
tn - T. ~.,I (e,~n) 

S o n a t l ~  f o r  T I ~  - A. Rldout  

F i v e  ~ t ~ c n  f o r  ~ r ~ s e l o n  a . d  Piano - 
C. ~ ( ~ o u t ~ r n )  

Concert 5-19-78 

S~nata f o r  ~a~  an~ Plaao - ~. 
~ r  ( c~ )  

Pac~ ty  ~ec l t a l  ~-21-78 
~ o t t  P r s ~ .  ~ o n  

Scherzo f o r  m ~ l ~  and  Piano - M. 
~ )  (~01~kle V~Ammlc  t ~ t  

( ~ I o  

D ~ I I ~  C~n  st~ U n l ~ | t v  

E ~ n l ~  o f  ~ u a s l o n  ~*1-78 

Tu~0~ '~  C h ~ o l s  - I ~e l a l e r~ reen  

~a11~e - J. &ta~Ale (VX~) 

(~,~-,) 

Somt1~ - Tele~e/~c~11~ 

C ~a. ~ l ~ e ,  - V. ~ t ~ n  ( ~ u . )  

MoveMnta f o r  Two s~e ~ - 
o .  v ~  ( e~o -x , )  

sen lo r~ i t a~  ~ o - 7 8  Jex-x~ S~th. 
P*x~m*1on 

s~l~, f o r  m ~ t z b a  - A. ~ * r  (~,z- 

~ U , ~  - ,. V,=,~ (~.) 
~Ita~Aea - p. O~e,toa (~In~r) 
D r ~ t 4 c  IX - J .  D ~ l ~ c l u ~  (145.c) 
~bap~Ic F~t~le - X~sst~L~S 

(eu~) 
Alone - T. ~ (Kendor) 

E ~ O  ~-2~-78 reade11 
Jones ,  D1z~tor 

~e  Sh~dov o f  Yo~  Sa l l t e  - ~u~el/ 

( ~ r . t * r )  

~ (~) 
l n t ~ r ~ z s o  - a T .  Hatch (~tc~) 

l ~ r r c u u l o n  EnseMble ~-2~ '78 
Vez~e l l  Jo~s .  D t ~ c t o ~  

P 1 ~ c ~  f o r  ~ r ~ u H l o n  ~ a ~ t ~ t  - 

~esP*x~m*~on - w. ~ r l l n  ( ~ r  

Sona ta  f o r  Piano and ~ r c ~ l o n  - 
~. c l s a v n l ~ - S l c ~  (a~) 

~mmeb le  - e. Xe1~ ( / u ~ i ~  

?bee* a ~  v e . r l a t t o a *  - u .  

Y u ~ k ,  ~ rcumdon  

F a n t a ~ s - l s  ~ptu ,  O;c~ 66 - 

t o ,  ( ~ )  

The Ca~v~  o f  Y o n 1 .  o~,~ '7~ - 

Son~tz f o r  T iepin1 - J .  Zec~ 

~ ,  I , ~  so , ) -  J .  s t . ~ n .  

l r / J 4 h t  0£ t h e  ~ m b l e b e e  - Rlnek~ 

So~cao*~ R * ~ i t a l  6-7 -28  
au~  3oUda.  ] ~u~ lon  

I~ ~e~ ~ - J.S* P r a t t  
( ~e l . l a  re.u,) 

SLtert (~elw~n ~ L I I I )  
Sona ta  f o r  T l z ~  - J .  ~ (~o~r" 

t o n )  
E tude  #IX - M. Pet~,'~ (Pe te~ )  
l'a Certala~ XAvla~ • ~a~e 

Z~f. - L. ~ / C o . ~  (C~) 
Concer t ino  f o r  Xylophoe4 a r ~  O r c ~ s -  

t z~  - T. )~:n~1 (C.Y. 1~ters) 
VLUJ~a ~,11 Overture - ~o~aSnl /  

Sn1~ I~e¢l t , , l  :~a-78 A~tho~ 
~ t a ,  ~ c u m a l o n  

~ u b o ~ r l n  C h ~ o i 8  - ~ l a l ~ r / C ~ n  

Six Intr1~mm f o r  l ~u t~  ~M ~ue -  
sloa - D*X. C~rc l z  (~.~ 

~ )  
F l ~ t  o f  t h e  )uab l *be*  - BIJ~k~-  

~aa~ on Ja~u~ee woo4 nta - 
A. ~ev~beea (eeten~ 

o f  ~ z ~ , e l o a 1 8 ~ ,  5 - ~ ' 7 8  

c.emr~ - T. e x a m  (Xera~) 
A Xa v a s l e ~  De ~ = J .  ~ * e 1 ~  

(~*mm) 

(zeneor) 
~a ta l ' n  ~ood - J. O'~eLUy 

C o ~ c ~ t i u o  f o r  Xy lo~oP4 - T. 
us~ i  ( e . t * r , )  

~tad - B ~ n ~ F ~ l ~ s ~ l n  (~l, ln 
m*~ , )  

~hapeodic Paata.81e - L l s s t / ~ i c k  

EtUde f o r  L a t t n  ~ Ican  l n ~ t ~ n ~ n t s  - 

( e . t , , ~ )  

~ne  ~u t  the Eo~ely Hear t  - T~a l -  

Cake Walk f o r  ~ t t l ~  - w. S~AMtI~ 

Seni~Rec|tal ~-22-78 V l l l t aa  
AX~ In  O ~ n ,  ~ l o n  

~nt~od~c~lon and v , l t s  - ~. i ~ t~ rs  
( ~ . z * r . )  

T~;anoraa ~cee - V. Jem-1 

k O~l ld  I s  Bora  - T. Jon~s (~.) 
HI1~ Whe~ the Lo~t HAdes - c .  

m~ io~  (~mu.) 
Ch~r~ ~ a n t  f o r  1 ~ c u ~ s i o n ,  ~ .  

O~ l~n  Co ] l t ze  

Sen l~  ~ * c l t ~ l  2-20-78 D,w~l 

t • o - V. vL I *~  (~u.) 

~m~e~ l l I  - D, ~u~e (B~oude) 

~oNn.  ~ c ~ l o n  

~ed l ta t l on  P~ I~ ,  - W. ~ r t ~  
( , . ~u . )  

Xn~rc~re.ce - D. ~ ( ~au . )  

• n~ ~ P ~ c ~ m ~ o n  F.a tem~e 
b~20-78 B e n t  L y l l o f ~ .  D l ~ c t ~ c  

e,~,~ - o. ~ (~u.) 

Disp~t~ - B. LYl lo /T  (~u.) 

A Ccacert ~-22-78 

• ..le s i /T l eMa t  de~ vents porteu~ 
de l ' ~o=c  - C. T r~b l~  0Vn~ . )  

Twentieth Ce~tur 7 3tr~ Hul lo  ~-1-78 

W.~at ionm f o r  Vio l&  ~r~ Dmmm - M. 
~ r : s~  (~ )  

~ e i  Duo pe r  V lo l l~o  • ~ u u l o a l  - 
L. D u b r o ~  ( ~ l i t o  ~usic~ 

Rio Dav~dson. ~ r ~ u ~ i o n  

"n~o - H. ~r~a (~u . )  
mxU ta t l o ,  - K. m ,e~en  (Pe te r , )  

Gn4 ,a te  ~ c i t a l  ~-28-?~ 

X t ~ e  op.  6. ~o. lO. op.  6. ~o. 8. 
op. 11,  ~ .  ~ - c . o ,  
( s t u d i o  ~)  

E tude  ~o.  15 f o r  T l ~ l  - J .  D~I~- 

Sona ta  ~o. 1 ~or  m l t l  • ~ a ~ l o n  - 

Two ~ t s  f o r  ~ - T. 

F a n t a ~  f o r  T l z ~  u d  ~ - 
e . | . . ~ o l e  ( . r e )  

S~ra~e ~ ~II~ su i t e  - v .  

Et~e ]~o* 25 - V. le~le42am (Be~ 
k lee )  

v&~  Motion - ) ,  Mola~hof (Ken/o~) 

Do~a~ st1~llmm. ~ZO~NI~ 

C~-me t~  IX - V. K r a f t  (C~e11 )  
So~ ta  1~ I n  C ~a~or - ~h  (Yaau.) 
~ tm~ r  - ~ o  f o r  Tl=l~ud Bad 

De*p~ i vez  - e~ : .  P IMate l /Fmore 
(emm) 

C~, i~ te  ~eci~a3. 5-9-78 A~ee  

vxxx  - z .  ~ (A~o~.) 
C~mta l  S i lence - c .  ~ ( ~au . )  
On Uree~ D o l ~ n  street - az~. ~. 

~: . , ,on  ( v ,~ . )  

C n ~ t 4  ~ e i t a 3  5-21-78 

O.~x~.p~nl~4 Se~r.  D~m Selo 

Connecl.to~t F~ l I " t lM  - Tn~ .  ( Lu~ )  
e o n a t l ~  f ~  ~ - p. s i f 1~  

et,~ch ~ .  w.  FJ~ t  (wn4) 0 

a m  ( . r e )  

v~m.) 

Pe~lea ~amble 5-~2-~8 

O v e r t ~  f o r  ~ o ~  - ~. }~ek 
( ~ )  

C~tl~atO l~J~atimd~o - ~ ,  

~t. - a,~.v~to (v.~.) 

( e , t ~ , )  

M o d ~ t l o n  for Dnm ~ l n t * t  - R. 
) l o u n t  ( r i l l m ~ r ~ )  

Rtmp~y  In ~I.~ - Disco qlwme - 
~ r s ~ l n / T a t 4 p m b o m t  • j ~  
( ~ . . )  

RL~kl Don ' t  X4~e t ha t  ~be~  - Becket • 

~ 'a  t~e 3ea t  Around - G. & p. j a cXe~  

An Honors ~c l t a l  ~ - ~ - 7 8  

Two Mo~n t~  f o r  N ~  - T.  

~mm¢ He . r1~ /V l~ ,  C u p  7"9-78 
L l n~  ~1~n1~1 & S y l v i a  PLnentel. 
P ~ r l a b l | t ~  

c o ~ t ~ l o ~  fo~ V l ~ h o M  ~nd 
e~r~a~  - e .  ~ o u l l l ~  ( h~w~)  

Ethos f o r  Six Val~et Fe~a~ Solo - 
J. J,~ (P*ra~)  

Con . , r i o  I ~  efe.r la~ et v l~on~  - 

~ r l u~  ~oneo - P. S l f l e r  ( ~ m u . )  
Conv~z~t lo rm f ~ / ~ i ~ t ~  ~ Piano - 

~ i c ~ o  ~ a l , 7  - ~ r r .  P lsea te l  ( ~au . )  
A~OW~ a~  x r o ~ d  - ~-~. P l~mte l  a 

m.*a~ ( ~ . )  

F a c u l t y  Re¢ l t a~  7"10"78 

(Xe.eor)  
Z e t . r e l l i t e .  - ~ .  P o u n c ~ / J o l l i f T  

T.o ~exican Duc4e  - c. Stout 

Etude In  B m r - c . o .  ~e :  
(S~lo ~ 

,a~e - C. Im~ l ck  ( ~ )  
Concerto f o :  ~ z ~ a b a  - R. K~rka 

( u .~ , t n ,~ )  
~o~do ~ron S~ la¢  O m r t ~ t  i n  C 

Polk~ g~Om Golden Age - 
~ k o v l ~ t ~ r ~  ( ~ )  

Ohio ~ n t ~ r s l t y  

I k r c u ~ l o n  Erm~hle 10"18"77 
c~ a. ~esonko, Di~tor 

s~o~ for Perc.salo. - J. Se~e- 

P~lude et ~en~e - J .  Caatemde 

J u n i o r  ~ l ~  11-13-77 
P~rk C~cson, l ~ r ~ u l o n  

Etude .  Op~s 6 t ~o. ~ - C.O. HU~A~ 
(Stud io ~)  

mx t l t a t l oa  - A.C. Job l~  (v~rm.) 

L~ l v . * * l t ~  wind ~M,a ,~ le  5-1~-78 
R o ~  P. S o c c t a r e l l t ,  C o r d ~ t o r  

~ o n e ~ t o  f o r  ~ c ~ l o n  E e ~ m b l e  u d  

SePlor  P ~ z ~ u u l o n  R ~ c l t a l  Z~9-78 
Ar thu~ J a r v l n ~ a ,  P e ~ u e e l o o  

£14~t  Pieces f o r  Four T l z ~a n l  - 
~ .  ~ (~ )  

lqo~ml T r tp  - o. Co l~  (Mum.)  

l ~ r ~ m u o e  L~b ~ 6 - 7 8  

v t~ .  ~ l t t v~  - 1'~n~, (w in . )  

• eetoa Wra tboa  - G. ~o~eeo~o  
(Va~ . )  

Caba la  ~a~vel - C. C o ~ / ~ m w 4 h  
( , . ~ . )  
- v .  , ~ / e ~ .  x ( v ,~ . )  

~ ,~o  ( , , ~ . )  

~ t ~ r i o ~  T m y e l ~ :  - ~ / kue~m 
( V , ~ . )  

~ i o n  K~e~hle b-2~-78  
Ct~, A, I ~ o e ~ o .  Dl r~* toc  

nolo - ~. St~,It~ (v~..) 
n~. - ~. ~ (~.~) 

(T. e , -m ,= )  
S e x ~ t  fo~  ~ - Z. C L i O  

(x r~ )  

• m i o r  h e i t a l  5 - 2 9 - ? 8  

x ~ h t  P l ~ o ~  ~ r  ~ T 1 = ~ n l  - 

c , ~ t  - ~ .  ~ ( ~ )  

o ~ . , ~  ~ ~ . .  n , -  c. ~ .  . 

G z ~ u ~ t e  Rec2~,.T ~-~I -78  
Y. C ~ k ~ .  P s r c ~ s l o ~  

~u,a state - v. x~ (A. =t) 
EJ4h t  M e m m  ~ F ~ r  T I ~  • 

C ~  ( ~ )  
C o ~ - t o  ~ 3 a t t ~ z ~  ~ t  ~ i t  

v . r . ~ )  
f ~ r  ~k r l a~  u~  

t ~  - ~. c : . e t~  (~w~ )  

l ~ r cuN lon  ~ l e  ~-.~78 
oae~ amu~, v ~  

(ahem.) 

Too~ ta  - ch ives  ( h l ~ ta  m i l s )  

su i t e  f o r  Tubo~clue la~  / ~cvaz l o ,  

Senlo~ Roc l t~ t  4-29-?8 
~cI41sa. ~ o n  

~oc~ ta  f rN  "ToocatA ~n~ hqpse I n  

Xovm~ : .  19"/~ - J .  Jem~ (~ . )  
Co~>,rrtlno f¢¢ Pk r lm~  - P. c~lmton 

( so~ r * , r )  
n ,~  - T.  , c~ l , h  (mnu . )  
Sonzt~ ~o. I ( t o  S~, l  ~ )  - 

A, Ctrone ( C l r o ~ )  

l%cul t~ R~ l t a l  a -9-78 
Lz r r y  sn lder .  ~m~mlon  

~ t J ~  ~ l e l d s  - v .  Puck~orth ( ~ 1 ~ )  
~ f o r  Yive zz'ake Drm~a - 

S~ l te  f o r  So lo  vlt~-aphone - A. 
L .ma  (~ lnd~or)  

Sona t l ~  fo~ T l s~a l  ~ ~ - 
k .  ~ r c ~ p e l a  (m~w~  ~ mm~*s)  

The~ a~  Va~a t l ~u  t ~  Your 

~ o u ~ n  I l l  - D. ~ (Tet ra)  

l ~ c u m ~ o n  I ~ m b 1 ~  6-1-7~ 

(U. o~ ~ , , a .  l ~ b . )  

" n u n  ~ * ~  - j .  ¢ ' a ~ y  ( ~ )  

~c~ ta  - C. (~aves ( ee l v l a  ~ L ~ )  
c c ~ t  fo= X ~ b O L ~  ~ i o a  - K.  

s~o,,c~ (wn 

J u ~  ~,Lst~rt .  D1z~to~ 

E t h e l  • Yavo~lt~ - W. Dora ( k l -  
win ~ t l l s )  

/ ~ i oso  a , /  vs lse  - i .  ~ t ch  

Cve r t , ~  f o r  F o ~  Viol~ae - Te le~e /  

Sp~aleh Da.ce - Cma~os / rAak  ( S t ~ -  

~aple X~ ea~ - S. J o p l l a / X ~ a b e ~  

~gu~s~ Sta~ ~ r ~ t v  

~rc~m~lon  Eaee~le 2 - 11 - 78  

FO= ~zcuss l on  Eneea~e - 
J. k ~ k  (Ker~or) 

Souod8 of the Cl t4  - ~ .  PA~atlce 
(see) 

l e i r a t  Snow - J .  L~L l ie  (V~au.) 

r ub l e  - J~ O'ReLLly (SchLrme~) 
?~ rN  ~nCe ~ovemmta - W. R~me l l  

(~ , ,~ )  

~ .~oz  ~e~ l t~ l  2-21-78 
~la ~ m 4 t ,  ~ e ~ n  

~aoee  f~c  ~o lo  Sabre  ~ - v .  

De~rtaea~al ~ e c i t a l  ~-~9-78 

• e~kle ~ '11-78 R o s ~  ~alaeo, 
Dlx~c t~  

Overt.~-e f e ~  ~ u ~ l a n  E.ee~le - 
J .  ~ ,~  ( k ,~o~ )  

Tnz~e Epl~o4ee fro: ~ o n  ~n-  
,m~e  - a .  0 ' ~ ,~  ( ~ )  

( emm)  
I~  Seen~t~ /e  l a  R i v i e ~  -N .  

k I I ~ t  o~ Clam - ~M t l ~  (~ )  

Y~e  ~uoe  ym~4umts - v .  ~ , ue l l  

E l  ~ de l a  Caml~4v.~ - T .  De.vim 

~e]~rtae~ta~ ~ee l t a l  4-12-78 

~ t  ~ The ~ - ~. ~a1~ ( ~uu . )  

Izee~kXI 4-18"78 Ro(er  J a a l ~ n ,  
D L r ~ t ~  

Ove~ce  f e~  Pens ion  Ea~e~le - 

m~le  - J .  0°1~111~ ( S ~ l r a ~ )  
F i r s t  Snow - J .  X~mlLe (~ . )  

I e t ' s  Give Them & ~ - r. Y~3eth 
(V.~.) 

T~re* ~ueee ~ SoleS~ ~ - 

( c~ , , ~v , )  

A~U~oa - ,. C~e (svc)  

D~;~rts~at~% ~ l t a l  ~ '19-78 

x * ~  (we..) 
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Seven 3o lo  [Oaces - G* ~oCk (3;'C) 

S e n i o r  ~ e e i t a . t  ~.-~.~-78 
,Tames T* Zxu'~nte, ~ * z ¢ ~ s ~ n  

(~,.~=) 

(c~..t1..) 

Se~a t l a~  f o r  Tlal~s.~. a M  ~ - 

~ )  

~ n t ~ L l  ~ e ~ i t ~ l  5 - ~ ' 7 8  

~ i t , ~  - J .  Po t ion  @~c)  

Pe :cues lon  I~emb.le /#-20*78 
R t e ~ m t  ¢ .  Gi1:*on, Dh 'ec t~c  

~ , ~  fro: Six - R .  l t . s e e l ~  

,L, c ~ t a m *  ( ~ 1 )  
S e ~  fo=  T z ~ t ~  w d .  l ' / ~ . u l o n  - 

J* McXea~le (NPP) 
TrtptTcb - A. ct~o~ CL~.~,e 

~ - , .  ~ ~.- 

]~ ~qSTLYA)~.A 

Xaw~e~e o .  v e l l a ,  DL~*t~r 

c .  ~ (s~u~, r , )  
c**,,~*~c~ 1o) ...... 

~ U ~  - A• c i r .  ( c ~ )  
~at~*~ - y.x. ~ ( ~ }  

I b a t ~ r ' s  ~ l t ~ l  ~1~78 

( " d ~ )  
~le ef tke ~ - 3. ~ 1 ~  

~ m ,  - T• ~ ( l , . t~ . . )  
Y.e  ~ ~ a e e e  ~ ~ - G. 

ste~ ( s t~ /~  4) 

'a ~ t e ~  be l t s1  4-aw~8 

) ~ t l t ~  ~ •  3 ~ V t e l ~  ~ e l ~  - 
~ . ~  ( ~ )  

NO'L~.,% Voe'~ ~ a ~  ~ c m m l e ~ a t  - 
m. ~ Okra•) 

];ve fmr ]hm]jmtlm--m 1'~a, eme4L~ - 
ca. ~rv.~ (~+~.~.~) 

Tse l 'Seeee ~ V t ~ 7  • 

F.emec't l qw Ft~ekee u ~  0 ~ b o s t ~ r  - 
V,  ~ (~t.e • ]le~c) 

(~ . . :  v i t r O , , . , , . )  - P.  
( v , m , . )  

~ D l ~  - 9 .  r.sMq4o 
( . w , . )  

l l ~ e  ~mmets  t ~  S*I* ~ - 
L.V, S t e ~ t e r , ( m m . )  

~eee~e fee ~= la ts  a ~  ¢~luet ra  - 
`;. ~ .~ t .  (F,.,,.•) 

iv* m*4,~*-~ ~,,~ - v• ~ (c.~9 

heemelm ~smk l s  ~ - 1 ~  
0 ~ .  

Onc~w~ ~ ~ reme~a  - ~ 

r .  S ~ , , k  ( , n )  

s l  (u,.,,c) 
~.~M lq4¢~e ~ ]r4~.Ime~t 1,~r- 

k i t e  t e ~  I t n e  D r m  s e t ~  • 

( ~ . . . )  

]mo ~ c '  T s t a  ~m/ l ' ~ m , N ~ a  - L.  
m~'~,r (~,.,.) 

Y I m M ~  ~ ,  h n m ~ i m  

~ e z t t  t a  t e ~  S e l e  ] ~ m m s l e s  V 

(~er) 

Concerto for ~ u l o n  ~ d  Vi~d 
Ensemble - z. ~.aa (X~) 

3¢U~ c.k~ 13 Fa 

Two P~ments f o r  ~ a ~ L ~  - T. 

D i l o 4  f o r  ~ - D. ~ r b  
( ~ o , )  

1%~-c.u~on E ~ b l ~  3-28"78 
Joha  s. ) * e k f e x 4 ,  D i r * ¢ t ~ r  

l a t ~ o 4 u e t i e n  u ~  ~ - 
(C= . . t~ , )  

] ~ 1 1 e t  oF t h e  U~'~toha4 ~Sc/us  - 
~ . , o ~ / ~ . . m ,  ( h . . ~ ' = )  

]4Fstez.lou8 K * r N  ~ e t o r e  t h e  Ga te  - 

liLvo JoWle " ~ (k.v~) 
Sveet tc~ l,t~.~a~lo~ - ~r~. ~eek~re~ 

( ~ , , . )  

~ ,se)  
~ m  - a ~ .  D~v1~ ( ~ t l v e )  
A ~m*t4 o f  ~ - ~ .  ~ l s  

J e ~ a  s. ~ DL-~t.~ 

m l . e  ~ ' . ~ a s e l e ,  - ~A11/s ( c ~ a t A v e )  
x . a . t  - , ,x4mie (m?) 
T ~ o ~ t a  f ~  a l t e  s u e ~ w ~  ~ ~ -  

~ )  

l ~ e m t ~  m m e k ~  3 - 2 - 7 8  
~ v• v ~ t .  ]aL-',eet, e e  

~ , ,  m ~ r ,  - x. ~ (;f~.) 
~=ee ~ s e  ~ m n t s  - v .  ~ e l ~  

( h . . . , = )  
- m . / ~ / . . ~ .  ( ~ , , )  

cNoerte ~o= tke Y ~ a ~  - j .  ~ 
~ , ~  ( ~ )  

~ e e  ~ e  ~-a-78 
I ~ . ~  V• V ~ ,  Dl. re4 t4r  

, t i N )  

~ f~ ~ - ~ (¥.X. 
C,~,) 

C~a~= ~ n-z~ 

T a t ~ a t ~ m a  f ~  ~ ~ i 
- ~ ~ ( . r ~ )  

C. V , a  ~ ( , , ,4~ ' )  

• , , ~  - `;. C , m ~  ( , m • )  
X , ~  - ~ , , ~  ( ~ )  

( ~ r , )  

( . m  

se~e~ ~ t s l  1 - Z ~  

, - -  .,,. -. 9 - ~ c , ~  

- • 

l ' ~ e v e s l ~  ] ; ~  3-Z2-78 

( h r . . )  

= m e  - ~ t ~ / ~ / ~ n  
( ~ . = . . )  . -  
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~ f l c ' - ~  ~ - J.M. Ray ( ~ u . )  

~ e ~  n M. I4~yXtt-I;~lp 
( ~ )  

v ~  Up - V. I ~ a v ~ t t - ~ e l p  ( z s e r ~ l N )  

Ps~c~,e lon Ensea~ le  a ~  I , ~ - ~ t ~  
~ o ~ "  ~ -6 -78  F* }~.chael Cca~e, 
DL~cto~ 

m~ - ~-`;,~m (~.) 
1 ~ e l ~ e  ~XII  ~ The Well - T e w e r ~  

The A r t  o f  t h e  ~ r ; e ,  C e a t ~ t u s  

S ~  y t ~ t e  - r ~ b i a e ~ , l s / J e e . m e  
( . . ~ . )  

. m u  -~ .c .  ~ ( ~ )  

"T,~ . . . . . . .  
G ~ l t v e (  • ~ - De b tm T /Yia m m t  

1~ ibe t tA  I~o~ - T.L.  ~ a v l s  ( l e A ' P  

~rcvee~.~ Ea~eable 2-16-78 

o~ ve~  - ~ (~.) 
r~te:mot.~.oM - ] k . ~ s  (HF?) 

YelMeez' - Xa~ ( l ~ I * )  

~u~., - ,. ~ c .... 

a , ~  - • .  C ~ L ~  ( ~ )  
~ *  ~ -- ~ ( n U L )  

(.,..,,o) 
o~ the v.,~zd.te - ](. k - ~ . w  ( ~ m . )  

s t ~  I tN~ t81  4 -Z 0 -78  
3=ed Y m k . t a  1 ~ ' o u u l e a  

AvLlek:lt~ Ill - ~ ~ (`;e.p* 
Cem. 0,e~.) 

~ t ~ l ~  - C.  S ~ e l a ~  (S*e ~) 
~ e  );exto~ ~ - C. Stevt (Stv- 

a l o  ~ )  

s t u / e a t  I t ~ i t a l  k -~o -78  
Rlr.k I t e ~ i a s u .  

1'~sl~de. Op. ~3.. ~e. 3 - C.0. 

~ t ~ e .  0p .  6 Y,** 9 - o . o .  

Oeeoe~.e ~r~ )t,zla%~ - ;̀. ~t* 
(~ut,) 

C a ~  0 ~ e ,  h ~ m m l e e  

x x z  - x. ~ ( c . m ~ )  

p . . .  ( m ' )  

t.-.m. ( x . m . )  

- s. ~ (.r~) 
c . I * )  

(blw~a ~ )  
Gu*mut~ou - J. ~m~--1ok (l~m.) 

(.u,,.) 

Gmdmt4 1~t~t 2-27-78 

~ e e ~ t a  1~r~ C l a r i n e t .  ~ r e e ~m ~ u /  

~ m ~ t a  f o r  ~ T 

c e ~ e ~ t . t e ~  ~ ]',Neat.* - L* ~lelNa 
(See ~ , , )  

C ~ m ~ t  M e e e  f ~  X ~ t t l ~ . r m m  a ~ l  

s e ~ e t -  | e e l t ~  ~ ' 7 8  

~ t ~  t e r  ) k r i z ~  a M  Pe=ovuloa 

D . l q ~ b l e  C ~ w ~  ~ ~ t  ~ 

Cemmn~tm fm~ ' : ' . x ] ~  w£th ]Ulume ~ 
- ~. c o ~  (~r~) 

i e f  )M4A-Liag - 1~te=s  (h~aM*s)  

` ;*f f  (~au. )  

( . . , , . )  

Excerp t s  Fron X l ~  J~-thur  - | .  VsJur- 

]~e~lSn t h e  Y J q ~  - 1% 

Re~tLt ~'1~'78 ~ Cue, 
¢~g~ton 

k ~ e ,  (.m.) 

1 ~ : m N l u  hseab/e k-l{~/tm 

0 ¢ t o ~  ;4emtala - A. Xetlva~s 
(htw.)  

G ~ t  A r t i s t  9 - Z l - 7 7  
1 4 ~ h  S t e v m ,  ) k a 4 ~ a  

(~',) 

4 - • .  x ~ k  ( ~  4) 

/.to 4) 
~ e r ~ -  L ~ ( ~ .  

(s .v th~0 

~ - T.  ~ ( ~ )  

A . ~ a  veleees l~eee - L 
(u. o t  m. .~)  

~=ee ~ ~me~ t z ~  Gl~r~ua - 

~ - ~. ~ ( ~ )  

S ~  ~ ~ s z r l s .  

n ~  - ~. ~ ( ~ )  

Die  Z v i t e d w n a m l d ~  - A* 
( C ~ U , , )  

Soat~ ) N i t s 1  
~ e ~ l e  S l m m  S ~ t ~ ,  h t~mssAe~ 

~ - - ~  .%. ~ , ~ , ~ , ~ '  

m )  
~ - ~ .  G ~  

, ~ ,  ~ , ~  =,~ - ~ t a  (~u~. )  
- T. ~ ( ~ )  

tee l t~ l  ~-Z?-~ 

Put~41e ~ ~ ) r i s  u / l ~ a e  - 
S.I. a*,,,,.t~ ( . r~)  

Gz~du~te h e l t a l  

(~',) 

T~ )~msmts f~e Ya31eta - V. 
s~t,i~ (r.,.,C 

c.  r~ek  (vu,.) 
~ t a  f ~  ~ a ~  h a ~ m ~ m  - 

( ~ ' = )  

~ t r l ~  ~ S u e ~  M4 Pe~ 

L t ~ L U ~ S ~  

S ~ u l l e .  l ~ m u s o l u  

. L,,,,,, - ) ' ~ ' r  ( m . . . )  
T i e  T*J. ,m~ l l t ~ m  - J ,  ~ t  

( e l ,  ram* ] ~ , q , )  

D. ~ , , ~  (.n') . . 

~ & Z 4 e ~ t  It~v~. Ca~sa 

D~ve~t~eate f ~  xv~e~ 2k~e - • .  
S o h ~  ( ~ , . )  



Requiem, f o r  oz~ tn  ~ I '~trcautlon - 
P, C0ol~r  ( ~ u . )  

~ r i ~ t  ~ [ s  - R. ~ . m  (~u~.)  

~*x~u**~n Emmable  ~-1~-78  
Ridha:q Z~rewa, D ~ e ~ t o r  

E p i ~ o d ~  f o r  l ~ r c u e ~ o n  - J .  
O'RetUy ( ~ b ~ r m r ) '  

R i t a ~  Oondo - C, 3u~intch (Am~c-  
~ - t , d )  

q u l n t * t  f o r  I r r up t i on  - A. L*p~k (~u,r) 
k ~ o i n t  ~ffo~H~ - M. Rolden ( ~ . )  
A1~1~ gelcoae Piece - ~. U~ow 

( " . ~ )  

S~r~s o f  ~ o d t - L l ~  - C. Peter~ 
(~'=) 

Yr~e ~ t m ~ t  - M* Clbb=~Bt~'~on 
( ~ * r k 1 , , )  

I a t ~ l u t i o n 4  with ~ - R* 
x~ven~a,  R.  S o ~ o n ,  P. L1rds*y 
(ma,.) 

~mlor R~ibt l  3-19-78 
~lchae~ P ~ t ~ .  l~a~use~a 

~avotte - A. $ca~atti (Sch~raer) 
~O~L~t f o r  T~apt~X - J. B*ck 

( m ~ t o n )  
Sondo, In  th*  (~ypsle*s S t ~ l e  - I ~  

( ~ ' ~ )  
Fz*nch S~dte - V. KraA'~ (~este~ I n -  

~ r e t ~ o ~ )  

I ~ ' ¢ m 4 d o a  Ra~eabl* b-1~"78 
R i c h t e r  I~o~, D t r * c t o r  

Z n c e ~  i n  O~= - ~ (P i tchy)  

rake Up - Leavitt~elp (SII~Ale*) ~(,~.~.,~ - . ~ , , . , , ~ . , . , , ,  

A J o i n t  E f ro rL  - Holden (I~nu.) 
The ~heI~ex~ Suite - Gottsc~mlk 

~ o t *  f •=b& - a .n: .  Cl .7. . la~o 

("*~') ~ . )  
S l t p l e  S u b ¢  - T* :Brown 

Gr,~At* R*ei t~2  ~ 7 8  
~ l l i p  ~ a R l c h ~  Layman .  
C o ~ l ~ t i t i e a  

• . . w i t h  • t . . .  (t~ta~ f11n; - It.  I~v ,nd*  

JuaXor aeclbtl 4-26-78 
CaTle G&rela, Vlo1~ 

y lLr£ tUom f e r  F o ~  ~ a ~ t  Ylt~l~ - 
~.  CoXCnm ( W e )  

l ~ - ¢ ~ l o n  ~ase~e ~-22-78 
Dot~.]~ut J .  ¥01 f .  D l ~ t e r  

Over~m~ f o e  I ~ t r c u ~ o n  Erumnble - 
O. ~ (Xendor) 

Paafaze f o r  T ~ u m ~ o n  - A. H~ia 

Drmt Co~l~ on ~ - ~ t e  - J.~;. ~ t t  
(Selw~.n ~ 8 )  

V i o l i n  I ~ s t .  ~ 3~.  ~o. 8 - P.  
~ u ~  ( ~ e h l r m ~ )  

Son~t& Ro. 1 - J . L .  ~Soore ( I ~ l w i ~ )  
c o w . * ~ t i m  - T.  V=~n==Lt ( e * t * ~ )  

I n t r o d u c t i o n  aa4  A l l e ~ o  - D. 
~ w  ( ~ r * * t i v * )  

S~Os n" Thru the aye - T.L* 
~CCr~tive) I~vil l  

A Taste of ~ - T.L. ~vLs 

s ~ m r  l*~od - J .  Du t ton  ( I ~ ' c m m t o n  

Roodwerk - J .  ~ ~anu. = . . . . .  , - - l - J  
Two Conteaporar~ Se*n*s - S .  

s l a t * @ ~  - ~ h / l , ~ I n t , ~ ,  ( m a u . )  

( v ~ * n t )  
~OXlL~es ~ a ~ 4 t  a ~  - ~ c ~ V ~ n  t 

(vx~*=O 

Piece f o r  r ~ i ~  - S* Stout ( . )  
Se,~e~t, ionm $~eoa "Carmen" - R i a ~  

Andante f r O l  S~ Xo. ~ - L. ~ * -  

Aubade ~ ~ o ~ o  a ~  Jul iet"  - 
l~okovi*v/C~v*~t* (m.~u.) 

F l ~ t  o f  t.tm R m b l e  ]l*e - Slm~7- 

cx**~*l**v** - mx.a./~.t.~, (mnu.) 

a ~i.~.x~m~ - v. ~ ( s ~ )  
v ,2 ts~  - ~ (~au . ;  

~ o  ~ * : o ~ d o a l * t  4-6-78 
la:ea IM-vla, P e x ~ o a  

~i~* - ~. ~ ( c ~ )  
S o m t ~  i n  G a i ao~  - koh (~bt~-s) 
x = t . ¢ e v r ~ . ~  - ~ .  r * * . a * r  ( m a ~ . )  

st.~.¢ (va~u.) 

Raommi.*r~ Vl - V. ~ (MD~) 

l ~ e a  Rmm~* k-18-78 
WL~ l ~ l  2 -23 -78  ~ A. ~oaee, D L ~  
I ~  C. Salt~, D~r*c~ 

~CUS~Oa RMit~ - A. SV~J43~ (l~r~) 
fo~ ~*rtab* - P. C='m=ton zA:4t~e f o r  l~,='='amiea - L* I k ~ X s e ~  

( ~ )  (me) 

heelt~ Itteita.1. ~23-.78 v. l .a*ea (Scatrm:) 
D e q ~ a ~  J .  w o l f .  ~ m l o a  Gave t t e  from th*  P~meh  s u i t *  - ~ e h  

(seeu.~) 

c.c. ~m*c (s~mo ~) (t.~x~) 
f~z  Y a z ~  - P, C'cmton ~ m ~ i  os  • ~ i ~  - M* C o 1 ~ u m  

¥~Lt~ Afte~ the ~ t a  - W. ~et*r~ 

= = ~ .  o~. ~ - , .  ~ . ~ ,  
G r m a  ( ~ )  

~Aalat~-e s l l t *  - W.L. Caha ( ~ )  
Sealo~ Recital ~-Z~-?B : r l ~  ~eea Setmaeee - W. Reee 
On&Z'1~at A* S t a a l e y .  ~ (lea~A2' & Ra,4~es) 

JP~l~t* to l ~  ¢.11 Sult~ in g aeable - C. l b ~ e h a t a  (Sin Sa~) - = ~  (~o~,~) ~ n , .  ~ , ~  ~o.)~(_~, - ~ * -  
Zt~de ~ - ~leehm* ( I ~ )  

- ~. ~ = ~  ( ~ )  A = ~  ~ = ~  .=  j ; ~ , ~ - .  
k X* m m l e r *  ~ - ~ t ~  ( ~ )  h ~ k * t l e v / C ; ~ u v * t ~ ,  ( ~ . )  
~ B ~ o u ~ l  f o r  Y l u t e  ~ V l b ~ p ~ o m  - TI~ Zzteo Coils Op. ~0~ - f .  Rte~ 

Sobe~'t I~vy .  T r m p e t  • Gor~oa 
R i o t .  ~ a r l a W  

SUit* - a .  v t l d , ~  (n~u. )  

) 
~0, ~anc*-So~ - G. Sto~ (Studio ~) 

l ~ m ~ l o n  R~b l *  2-~0=78 
John ~oyd, D i r~ to r  

0c~ob~r ~ou~ta~n - t. m~hamm* 

A~*1~an Sk*te2~m - J . K .  v213Aim 
(~,~,~) 

Tnx~* A s / a t l e  ~ G 

Three  PLectra f o r  ~':em=lon q ~ t r t 4 t  - 
w. s * m o a  ( s c h ~ - m ¢ )  

T ~ c ~ t ~  f o r  ~ e 4 1 o n  I m t r ~ m n t a  - 
C. ~ v * =  (Selwtu ~ D ~ )  

Eneor* I n  J~= - V. ~ ( ~ )  

~*v Rlve~ ~ l l e y  S y a ~ f  O~hmt:~ 
~onc~-t 2 -26 -78  joh~ lqo}q, Pe~u*- 

G m 4 t  Ar t is t  C l i n i c  aad  R~Ita~ 
4-9-78 RaA*ea £x'v~n, ~ i o n  

Tb* - , .  elk£ ( e ~ )  
s o ~  in  c vd~o~ * ~ ( ~ )  
~ t  ~ - ¢. s t . l a ~  ( ~ )  

R=tw P ~ u d m  - V. Pena ($** Say)  
~ 1 ¢  o f  t h e  Sph4~m - L. 3 o ~ n  

( ~ )  
Raeeeat*r~ I - R. Z r ~  ( r ~ )  

P a e u l t y  SeelbLT 4 - 1 7 - 7 0  
Joh~ l q O ~ ,  ~ l o n  

l ~ l ~ d ~  f o r  v i ~ r p  Solo  - R. 

I n ~ m U o m  Dl~bol i~ue  f o r  l ~ -  
e u ~ o o  Solo - R* T t ~ m  (WIS) 

341~et~ona ~ E ~ h t  l ~ c m  f o r  

KoOdmon ( ~  

~ l e n  l~m m bl*  $-7-78 • 
~ ' 9 - 7 8  Joha  I q e y / ,  D ~ v * ~ t ~  

'~=..*~ ~ ? =  . . . . .  
~ - ~. ~ ( ~ )  

PA~.al3S f ~  V i ~  ~ - R* 

I~ ~e~-* ~ hlt* f e e  Ya=iaht  - 
A. ~ (~m,~ ,~  ~ )  

I ~  3 . ~ t ~ L ~  - J ,  / m  I~-e t / tLmaut t  

l ~ l ~ t e  - S. leem~t ( ~ * ~ l a )  
Ett~M* ~ C ~ Op. 6 ,  Ro. lO  - 

c.o. ~ , =  ~ o  ~) 

- ~. o ~ * ~  ( ~ )  

P * ~ d * a  I m m ~ *  ~-rJ-78 

vaoh*t tuf - ~ / ~ t a e ~  (vho,~) 
I4 )kwatx~Um - J. am l'm~/YLae~t~ 

( v h ~ m t )  

a t ~  
P+~cu*,do4t I m m b 3 . *  k - I ~ - 7 8  
I ~ a  F. m~A~, D ~ * e t ~  

0 r l ~ + t a l  ~ - T .L.  IXv la  ( C ~ -  
t l v ~ )  

s ~ d ,  - J.e. ba*~/v~*~ (mau.) 
(ueetem Int~ca,*AemA ) 

eop~c "e.m (m~u.) 

0¢tob*~ ~ountaln - A. 
(F*,~r*) 

Gx~,mo 0p* 3, ~o. 6 - 

] t l  ~ De L& C u p t o ~  - T . L .  

J ~  - ~ .  C o ] a m ~  ( ~ )  

WISCONSIN 

l ~ r e ~ m i o a  h N a k l e  ~ Y~rXaW S a -  

v~eRtu= - w. zrazt (sou~,¢=) 
I ~ m i o a  ~ I c  f o r  ~ - m  ~2aTor l  - 

c. sL~=¢ ( ~ )  
- C. ~ (hLre=reitec- 

Unie:do~ S - IC. R i ~ s  (C. I ~ -  

N i c h e  Itatik= I n .  Sehne l~  - H. 
z ~  ( s r * t t ~ o ~  a ~ )  

~ * ~  fo~  Tap* aad  l~ t r euR t on  - T.  

f o r  ~a.cm*lon, 1 .  A11ecre.  m n  

~ t h ~ .  - X. c o ] a w = *  ( w ~ )  

tl~vi~eA*.v o f  Willmae~le - R i v e r  lea.]le 

Toa F a h l s .  ~ u e ~ o n  

o f  ~fou Dov= a t  J / a b o ' s  - 

t x ~ r i m m ~ .  ~ - T. mm~= ( x ~ u . )  

c * ~ a e ,  - ~. x * b l ,  ( m a , . )  
G~mile~map - J .  l ~ t t  (Re lwia  M ~ )  
1 ~ t , ~ l l t ~  - ~.  Y ~  ( I ~ )  
Toat t t& f o r  Y ~ : 4 = ~  • l~mamloa 

Sa~mb~e - R* K e l l y  (A**e~, 
COal*. Al~tlaaoe) 

Two 4 - V ~  Set ~oloe - T.  ~ ( t k a u . )  
I n  " i~sas l t  = T. Xehl= ( H u u . )  

( ~ . . )  

R ~ t a t ~ l ~  - T. ~ ( m ~ . )  

~ o n l s t  ~-20-78 
~ v ~ l  John  01ram. l ~ e ~ m i o n  

X ~  o f  ~ - R. l~ lda&n (Fetek~) 
Ce a oe ~o  f ~  m~4~m~ Op. y t  - R.  

X , r lm  ( R * l a t n , ~ )  
~Im10 RI¢0 

P*~m~*m Imm41* 
A I I u  K* l a a h ~ a .  D i : ~ e t a ~  

l a t ~ a t ~ t l o a  a a / ~  - I t .  

(h~.r.) 

~ daX Tub*r - R. lq~k (SXP 
~) 

CAYA~ 

W~ad ~ 1-21-78  

~eaoe~ ~e~ Pe~mme£ea am RIM 
la~**able - R. It*,* (~le) 

~ o a  ~ 2F19-78 
Owem eAaxk, ~leet~v 

* la  rmO.t~ - R. ~*e~,z* ( ~ * ~ )  

t o ~  m , ~  - o .  ~ ( ~ )  

A.~X~Ieu ~Viurt~i~e4 - J,X* V ~ ' "  
( ~ )  

WHEN WRITING ADVERTISERS 

PLEASE MENTION THAT YOU SAW IT IN 
**PERCUSSIVE NOTES" 

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

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

A R E Q U E S T  

A r h d e =  a n d  m a t e r i a l  f o r  a l l  o f  t h e  c o l u m n s  i n  P E R C U S S I V E  

N O T E S  a r e  w e l c o m e  a n d  n e e d e d .  W e  h o p e  t h a t  y o u  w i l l  s h a r e  
y o u r  i d e a s  w i t h  y o u r  f e l l o w  P A S  m e m b e r s  t h r o u g h  t h e s e  
p u b l i c a t i o n s .  P L E A S E  W H E N  S U B M I T T I N G  M U S I C A L  E X A M -  

P L E S  I N  H A N D  M A N U S C R I P T  - M A K E  T H E M  N E A T  A N D  
L E G I B L E  S O  T H A T  T H E Y  C A N  B E  R E P R O D U C E D  A S  
R E C E I V E D .  

@ 
ADVERTISEMENT SPACE IS AVAILABLE 

IN PERCUSSIVE NOTES 

P L A N  N O W  T O  A T T E N D  

PASIC 7 8  

1978 PERCUSSIVE A R T S  S O C I E T Y  

I N T E R N A T I O N A L  CONVENTION 

OCTOBER 28-30,1978 
A T  A R I Z O N A  S T A T E  U N I V E R S I T Y  

T E M P E ,  A R I Z O N A  
M E R V I N  B R I T T O N ,  H O S T  

T h e  n e w ,  enlarged 1 9 7 8  E d i t i o n  o f  the  P E R C U S S I V E  A R T S  s O C I E T Y  SOLO & 
E N S E M B L E  L I T E R A T U R E  G U I D E  F O R  P E R C U S S I O N  is n o w  avai lable  for  
purchase .  This  b o o k l e t  is the  m o s t  c o m p l e t e  l i s t ing o f  p e r c u s s i o n  l i teraturc avai lable  
a n y w h e r e .  Price - $ 3 . 5 0  each .  Order f r o m :  Percuss ive  Arts  S o c i e t y ,  1 3 0  Carol  Drive,  
Terre Haute ,  Ind iana  4 7 8 0 5 .  
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C/asse d Ads 
C L A S S I F I E D  A D  R A T E  - -  25~ P E R  W O R D  - -  P a y m e n t  m u s t  
b e  enc losed  w i t h  ad.  Cheeks  are to  b e  m a d e  o u t  t o :  P E R C U S -  
S IVE A R T S  SOCIETY.  Mail  t o  Classified Ads,  P E R C U S S I V E  
NOTES,  P.O. B o x  0 2 0 9 5 ,  Co lumbus ,  Ohio  4 3 2 0 2 .  ( In  f igur ing  
costs,  words  w i t h  o n l y  1 or  2 l e t t e r s  - -  n o  charge  f o r  t he se  

words) .  PUBLICATIONS 
D R U M  S E T  P R O F I C I E N C Y  - -  J a m e s  Ear l  Barnes  - -  $10 .00 .  
79pp .  ~ i n t e r - i n d e p e n d e n c e  exe rc i s e -me thod .  1 2  S t o n y  B r o o k  
AV,, S t o n y  B r o o k ,  N Y  1 1 7 9 0 .  

MARCHING,  C A D E N C E S  - -  Pr ices  R e d u c e d  - -  M O O R E ' S ( E - M )  
& Z U B R O D  S (M-MD) - -  $ 2 . 0 0  pe r  se t  - -  P E R M U S  P U B L I C A -  
TIONS,  P.O. B o x  0 2 0 3 3 ,  C o l u m b u s ,  Ohio  4 3 2 0 2 .  

T H E  S N A R E  D R U M  R O L L  - -  b y  Gary  O l n ~ t e a d  - -  T h o r o u g h  
desc r ip t i on  a n d  p rac t i ca l  e x e r c i s e s -  $ 1 . 2 5 -  P E R M U S  PUBLI-  
CATIONS,  P.O. B o x  0 2 0 3 3 ,  C o l u m b u s ,  Ohio  4 3 2 0 2 .  

INSTRUMENTS 
W A N T E D  M A R I M B A  - -  4 o r  4 1 / 3  oc tave .  Bill Sal ter ,  P.O. B o x  
422 ,  Mi l ton ,  F lo r ida  3 2 5 7 0 .  

F O R  S A L E :  G U A T E M A L A N  H A N D M A D E  M A R I M B A S  4½ 
oc tave  to  6½ oc tave .  Y o u r  des ign  ca rved  in  w o o d ,  c u s t o m  made .  
F o r  m o r e  i n f o r m a t i o n  wr i t e :  Bill Sal ter ,  P .O .  BOx 422 ,  Mi l ton ,  
F L A  3 2 5 7 0  

W A N T E D  T O  B U Y - - T i m p a n i  - n e e d  used  se t  as p r ac t i c e  ins t ru-  
m e n t .  Send  make ,  mode l ,  de s c r i p t i on  a n d p r i c e  t o :  Win Winfree ,  
406  S. A r m i s t e a d  Ave. ,  H a m p t o n  Va. 2 3 6 6 9 .  8 0 4 - 7 2 2 - 8 4 5 6 .  
X Y L O R I M B A  F O R  S A L E - -  3 oc t ave  Deagan  - -  r o s e w o o d  bars  
- -  r e c e n t l y  t u n e d  a n d  rebu i l t .  $350 .  2 1 5 - 2 9 5 - 5 1 5 7  or  wr i t e  95  
Walker  S t ree t ,  Cambr idge ,  Ma. 0 2 1 3 8 .  J o n  Krosn ick .  

PRODUCTS 
MUSIC T E E  S H I R T S  ~ Selec t  f r o m  38 i n s t r u m e n t s  & designs - -  
i nc lud ing  D r u m  set,  T impan i ,  X y l o p h o n e / M a r i m b a  s F i fe  & 
D r u m .  E x c e l l e n t  qua l i ty .  A u n i q u e  gift. On ly  $6.  Pos tpa id .  
M o n e y - b a c k  g u a r a n t e e . M a l e ,  f emale  & y o u t h  s ty les  & sizes. 
Avai lable  in  6 colors .  F o r  o r d e r  f o r m  send  t o :  M e l o d y  Lines,  
BOx 273 P, Vi l lanova ,  P a  1 9 0 8 5 .  

ADVERTISERS IN THIS ISSUE 
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L u d w i g  I n d u s t r i e s  . . . . . . . . . . . . . . . . . . . . . .  IFC  
M a n - R a n  Percuss ion  En te rp r i s e s  . . . . . . . . . . . . .  ." 33 
M o d e r n  D r u m m e r  Magaz ine  . . . . . . . . . . . . . . . . .  29 
N o r t h e r n  Music  . . . . . . . . . . . . . . . . . . . . . . .  11 
Opus  Music  Pub l i shers  . . . . . . . . . . . . . . . . . . .  ~ 59 
Pearl  Drums-Nor l i n  Music  . . . . . . . . . . . . . . .  •..54,56 
P e r m n s  P u b l i c a t i o n s  . . . . . . . . .  . . . . . .  . . . . . .  41  
P remie r  Pe rcuss ion-Se lmer  Co . . . . . . . . . . . . . . . . .  6 
Pro-Mark  Corp  . . . . . . . . . . . . . . . . . . . . . . .  46  
R e m o ,  Inc  . . . . . . . . . . . . . . . .  . . . . . . . . . .  7 
R o b e y  R e c o r d s  . . . . . . . . . . . . . . . . . . . . . . .  57 
Rogers  Drums-CBS Musica l  I n s t r u m e n t s  . . . . . . . . .  34 ,35  
S. & S. S c h o o l  o f  Music  . . . . . . . . . . . . .  • . . . . . .  8 
S l in~er land D r u m  Co . . . . . . .  ~ . . . . . . . . . . . . . .  3 
Winosor  Music  Pub l i c a t i ons  . . . . . . . . . . . . . . . .  i 9 , 2 2  
Y a m a h a  I n t e r n a t i o n a l  Corp  . . . . . . . . . . . . . . . . .  ~ 5 
Z a m p i n o ' s  D r u m  S h o p  . . . . . . . . . . . . . . . . . . .  67 
Avedis  Z i ld j i an  C o m p a n y  . . . . . . . . . . . . . . . . . .  1BC 

Li I 

~., ]GIIU I U I  I U  ' , ~ a t a l U y  ~ , ~ , ' . u u )  I U I  y l ~ a t  O a V l l l y O  U I I .  u u c t y t t l l ,  

Musser, Vic Firth, Hinger, LP, Synare, Syn drums, etc., plus 
hardware, thrones, metronomes, cases, covers. 

FREE monthly product & price bulletin. 
Send $1.00 for educational catalog. 

FREE CATALOGS WITH INITIAL ORDERS! 

Z.l tttO',S DRUM P.O. Box 2481A, North Canton, OH 44720 

V ISA & M A S T E R C H A R G E  Accepted O R  C A L L :  I ( 2 1 6 )  4 9 9 - 1 1 9 8  

Dealer Inquiries Welcome. "Drum Distribution Throughout the World" 
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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 Percussiue Arts soc/ety, Inc. and hope they will continue to consider PAS as a 
worthwhile and stimulating force in the percussion world. 

MANUFACTURERS/PATRONS 

J. C. D~agan, Inc. Premier Percussion 
Ludwig Drum Co. Remo, Inc. 
Musser Division of Ludwig Rogers Drums 
M. M. Paiste & Sohn K.G. Singerland Drum Co. 

Avedis Zildjian Co. 

DISTRIBUTORS/WHOLESALERS 

Charles Alden Music Co., Inc./Sonor Drums 
Magnamusic Baton, Inc. 

Norlin Music, Inc./Pearl Drums 

PRODUCT SPECIALISTS 

American Drum Manf. Co., Denver, CO 
Mike Baiter Mallets, Chicago, I L 
Blocks, Memphis, TN 
Danmar Percussion Products, Studio City, CA 
Deschler Mallets, Lynbrook, NY 
Frank Epstein, Boston, MA 
Evans Products, Inc.-Robert C° Beals, Dodge City, KS 
Fall Creek Marimbas, Freeville, NY 
Vic Firth Enterprises, Dover, MA 
Pat Flaherty Percussion Products, Boise, ID 
Tom Gauger, Brookline, MA 
Gon Bops of California, Vernon, CA 

DRUM SHOPS, TEACHING STUDIOS, AND OTHER RETAILERS 

B & S Percussion Center, Dallas, TX 
Birka Music, Stockholm, Sweden 
Carroll Musical Instrument Service, Inc., New York, NY 
Coyle Music Centers, Inc., Columbus, OH 
The Drum Shop, Dearborn Hts., MI 

~The Drum Shop, Las Vegas, NE 
Drums, Pittsburgh, PA 
Drums Limited, Inc., Chicago, IL 
Drums Only, Vancouver, BC 
Drums Unlimited, Inc., Bethesda, MD 
Fabrizi Drum Shop & Studio, Pittsburgh, PA 
John Fornaszewski Drum Shop, Granite City, IL 
Franks Drum Shop, Inc°, Chicago, IL 
John Combes Music, Van Nuys, CA 
John Hartwig, Copenhagen, Denmark 
Jeff's Drum Shop, Normal, IL 

I i I I 
P U B L I S H E R S  

Alfred Music Co., Inc. 
Associated Music Publishers/G. Schirmer 
Bramora 
C. L. Barnhouse, Co. 
Mel Bay Publications 
Boosey & Hawkes, Inc. 
Cirone Publications 
M. M. Cole Pub. Co. 
Columbia Picture Publications 
Cosmos Music/Dennis Carlson 
Deborah Productions 
DLA Publications 
Drumcharts Magazine 
Editions, Salabert, Inc. 
European American Music Dept. Corp. 
Carl Fischer, Inc. 
Fereol Publications 
Galaxy Music Corp. 
HaMaR Percussion Pubs., Inc. 
Kemper-Peters Publications 
Kendor Music, Inc. 
Gerald C. Kent Co. 

Hinger Touch Tone (Custom Percussion), Leonia, NJ 
Hyer Marimba Products, Delaware, OH 
Latin Percussion, Palisades, Park, NJ 
Man-Ran Percussion Enterprises, Potsdam, NY 
McCormick's Enterprises, Inc., Elk Grove, I L 
Planet Percussion, Inc., Las Vegas, NE 
Pro-Mark Drum Sticks, Houston, TX 
Regal Tip Products, Niagara Falls, NY 
Star Instruments, Inc., Stafford Springs, CT 
Temporal Acuity Products, Inc., Seattle, WA 
The World of Peripole, Inc., Brown Mills, NJ 
Vaughncraft, Nashville, TN 

Henry's Music, Akron, OH 
Lone Star Percussion, Dallas, TX 
Kastuck Percussion Studio, Ridgefield, CT 
Mary Ellen Donald, San Francisco, CA 
May & Duncan Music Co., Midland, TX 
Northern Music Co., Potsdam, NY 
William D. Olive-Drum Specialist, Genview, IL 
PauI-Mueller Percussion Studio, Indianapolis, IN 
The Percussion Center, Ft. Wayne, IN 
Professional Drum Shop, Hollywood, CA 
Professional Percussion Center, Inc., New York, NY 
S & S School of Music, Pottstown, PA 
Schmitt Music Co. - Ward Kratzer, St. Paul, MN 
Stanley Spector School of Drumming, NY, NY 
The Stick~ Bin, Phoenix, AR 
Joe Voda's Drum City, Omaha, NE 
Zampino's Drum Shop, North Canton, OH 

Lang Percussion Co. 
Ludwig Publishing Co. 
Robert Matthews 
Music for Percussion 
Music Minus One 
National Assoc. of Jazz Educators 
Permus Publications 
C. F. Peters Corp. 
Theodore Presser Co. 
Paul Price Publications 
Rim Shot Music 
The Sasaya Music Co. 
The School Musician/Leonard Kay Publishers 
Seesaw/Okra Music Corporations 
Sound/Music Unit 
Southern Music Co. 
Studio 4 Productions 
TRE Music Co. 
Windsor Music Publications 
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