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Bellson & &lingerland.
A CLASS REUNION.

Louie Bellsons first impression was right—
Slingerland sounds best. And though times have
changed, that fact hasn't. But drums don't get
better by themselves. You have to change them.
And nobodys been changing the drum for the
better more than Slingerland.

Louic and Slingerland both know that simply
keeping time isn't enough. You have to be ahead of
the times. Thals why bolh have been credited with
so many breakthroughs. Like Louies double bass
and disappearing spurs. And Slingerlandss spitfire
snarc and TDR advancement.

Its no surprise that Louie Bellson and Slingerland
are back together again. But what makes Slingerland
particularly happy is that after trying other makes of
drums...Louic cane back to Slingerland. The
perfect reunion of the greatest drummer, and the
greatest drum. Louie Bellson and Slingerland—in a
class by themselves.




AMERICA'S OLDEST AND LARGEST
EXCLUSIVE PERCUSSION CENTER

our:

SUPER

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

th
NOW IN ITS 38 YEAR AT THE SAME LOCATION

ANNOUNCES

® . .
cussion Products Line

MAURIE LISHON . . MARTY LISHON
Pros. pereussion cenfer of ameries V.P. & Gen, Mgr.
226 South Wabash Avenue 312:999.8761
312-922-1300
Chicago, Ilinois 60604
THE HOME OF QUALITY NAME BRANDS *
in percussion instruments, accessories and literature
EXCLUSIVE DISTRIBUTORS OF:
Tromn tho Lty of GOBRON BartRs PAM CASES
From the Library o FDS CUSTOM TAMBOURINES
PERCUSSION ENSEMBLE
VITTO UTILITY MALLETS
SWORDS OF MODA-LING- G. Peters ERT SL
/8 players plus piano (timps, Mallets, Perc.) CONCERT SLAPSTICKS
MARIMBA ENSEMBLE METAL RUTE (CYMBAL CLAW)

LENTO-Schlenk STOESSEL JINGLES
PRELUDE IN Bb MINOR-J. S. Bach STOESSEL TRIANGLE BEATERS
GREENSLEEVES BETHANCOURT MALLETS
GALOPING COMEDIANS-Kabelevsky
MATONA MIA CARA-Di Lassus VITTO TYMP SOLOS (2)

w/piano accompaniment

4 MALLET TRADITIONAL KEYBOARD SOLOS
(unaccomp)
ED STRAIGHT - Snare Drum System

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

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 fop 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 o
what you already have. Anyway you stack
it, 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.

Yamaha International Corporation, P.O. Box 6600, Buena Park, CA 90622
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%% Philip Faini
+ Professor of Percussion
West Virginia University

Bob Houston
East Texas State

University
Contributing author,
PAS Journal and
Percussive Notes

Robert J. Schietroma .

Professor of Percussion Will Rapp

North Texas State High school and

Universit college educator
niversiy Author of four publi-

cations on marching

percussion

4
Joel Leach
Professor of Percussion
California State
University

Paul Price

Manhattan School

v ; i Ko B lege of
g ’ < [ § ean College of

Ja-m_e_s Sewrey < > NS e - NI New Jerse: £

Clinician, composer, author, : L :

elementary education specialist

RS

Phillip W. Hewett

Professor of Percussion

Kansas State University

Premier’s complete line of percussion
instruments includes everything
you need from the most basic begin-
ner kit to the most advanced tuned
percussion, But that’s only one rea-
son why you should look to Premier
first to meet your percussion needs.
Through the Premier Clinician Pro-
gram, you can provide your students
with the valuable educational experi-
ence of learning from and performing

James Petercsak with some of the most eminent per-
Ge Crane School of Music cussion experts in the country. F
George Frock ¢ Xp 1Lry. 1or
Professor of Percussion  Fred Wickstrom _ Potsdam, New York information on each Premier clini-
niversity of Zexas University of Miami, cian, including availability and fees,

Principal percussionist p

Greator Miami write to Selmer, P.O. Box 310,

Philharmonic . Elkhart, Indiana 46514.

Selmer

Clem DeRosa
Columbia University
Teachers College
Consultant, Kennedy
Center for the
Performing Arts
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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" 10 18" diam,
with choice 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

Hands Hickory Drumsticks... soontobe
available through a select group of music
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 come
complete with metal brackets for attaching to
the RotoToms. Available in complete sets or as
individual components.

New! 15” high-strength
CS/ PinStripI% ngt
marching 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
foragreat, new
marching sound.

New! RotoTrac modular
mounting system
forRotoloms

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.

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.

T

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, multimallets and accessories.
Better products for better percussion!

-

®
REMVOD

We help you sound better!
REMO,INC. 12004 RAYMER ST, NORTH HOLLYWOOD, CA 91605



PERCUSSION METHODS

SCHINSTINE/HOEY PERCUSSION METHOD
BASICDRUMBOOK .......ciiiiiiiiiiieniannnnne. $5.50

All new concept featuring Traditional Grip as well as Mat-
ched 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 .....coviinenecnneccananes 3.50
RECORDING ...ccvvverrtasssennesonsnanncsannnssns 295
ACADEMIC ENSEMBLES(VEM). .....ccviienrevnnneenes 2,00
FOUR HANDS A-ROUND (Dusts)—Easy Canons (E)....... 2.00
INTERMEDIATEDRUMBOOK. .....cviiieininiiceeennnncnsns 4.50

All new material continuing the modern percussion con-
cept. Additional moving Hlustrations. Creative works are
enlarged. Muitiple 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 SPECIALDRUM SOLOS(EM) ...... ..ot 3.50
DRUMMING TOGETHER (Dusts) (M)
A ROUND OF 6/8 DRUM SOLOS (M) A K
FUTURISTICDRUMSOLOS(M). .. coviinvannnnennraannn 3.00
FOUR HAND A-ROUND (Duets)—Advanced Canons (M) . .. 3.00

PERCUSSION COLLECTIONS

ADADEMIC ENSEMBLES, Hoey (VE-M) .......covvveevnnann, 2.00
Very flexible. Can be used as duets, trios or quartets with
almost any instruments available.

ADVENTURES IN SOLO DRUMMING, Schinstine (M-A)........ 250
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(EEMA) ..........covoaes 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,
Schinstine(MA-A) . ...o.iiiiriirncannnieriarisanesnnans 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). ..o iiiee i iiiiee i ciiiserncnncanvss 1.75

Piano accompaniment ............... . 3.

Recording. ..cccoiieiriinnriennsnenncrinnenresasanas 295
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, Schinstine(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 (ME-MA),(2,3,4) .................. 3.00

Write for Complete Catalogue

a0

S & S SCHOOL OF MuUsIC

Keim & Buchert Road

Pottstown, Pennsylvania 19464

Phone 3266211
Add *1.00 postage and handling on all orders under *10.00

£Ls 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 cared for by Executive Secretary-Treasurer Neal
Fluegel and Recording Secretary Jackie Meyer. The PAS display
included copies of recent Percussive Notes, The Pexcussionist
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 encoux-
age those who are not yet members to join. Here is where these
same commercial members are 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 are old hands at this type activity and do a fine job.
Remember, they don’t get paid for this. Only their expenses are
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 are 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 are in attendance. Some are 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,
Al Payson, Roy Knapp, Mike Balter, Morris Lishon, and many
others.

The after show hours events at the NAMM Show are 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
Zjldjian plus others sponsored Maynard Ferguson’s great band,
and many of the hotels had special musical groups.

For drummers, just getting the chance to rub 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 Burns. 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’ 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 of *‘Percussive Notes”
(Spring/Summer ’78) from cover to cover and I want to
commend everyone involved for a job well done. We as members
of PAS can be extremely proud of this publication,

I have been a member of PAS for many years now and it has
been a source of pleasure and pride to see this organization
mature and grow, We have long suffered the stigma of being
“drummers® but through the efforts of PAS and its publica-
tions, I see the light at the end of 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
just a few short years from a business meeting/newsletter group,
to one of 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,” it is probably the most
informative, educational and professionally organized publica-
tion of its kind today. As a former percussionist, I enjoy being
able to stay abreast of 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 of new
literature and performance tips.

I am not normally a letter writer but I know the tremendous
amount of work it takes to put a publication like ‘“Notes”
together and because of 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 of the early founders and
supporters of PAS are still with us to see their dream unfolding
into reality, Sincerely, Dennis L. Johnson, Conductor of Bands,
Interlochen Arts Academy, Interlochen, Michigan,

PERFORMANCE REVIEWS

MORE THAN A PERCUSSIONIST

Bob Becker plays Zildjian cymbals,
Japanege temple bowls, Pakistani
cowbells, Chinese tom-toms,
and a mbira. Kyra Lober dances.

By Tom Johnson

I had not intended to write about Bob Becker. I was well
aware that he was one of the more accomplished percussionists
around, but that in itself did not 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 didn’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 Casals Festival, and isa
key member of the percussion ensemble Nexus. But he has also
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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
insttuments he worked with in this concert were themselves
works of art.

Another thing that sets Becker 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 not 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 Becker is the way he has learned
to work with dance. He and Lober work together with the kind
of mutual concern that one senses beftween guitarists and
flamenco dancers, or between African drummers and dancers,
and which I seldom feel hetween 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, hoth seemed to
involve equal amounts of preparation time, and probably
neither would have evolved without the other. The usual
separation beftween music and dance in our culture is presumed
in newspapers, as well as in bookstores, university curriculums,
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 al!
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:
Mr. W. Harold Laster

Assistant Dean for Admissions
Box P

College-Conservatory of Music
Cincinnati, Ohio 45221




6TH ANNUAL

PERCUSSION COMPOSITION CONTEST
1978-79

Lt

PERCUSSIVE ARTS
SOCIETY

PURPOSE OF COMPETITION

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

PRIZES

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

Second Place — $200
Third Place — $100
COMPETITION DETAILS

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

Difficulty Level Difficulty, 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.

Restrictions Previously published or commissioned works may not be entered.

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

Entry Fee $10 per composition (non-refundable), to be sent with entry. Checks payable to PERCUSSIVE
ARTS SOCIETY.
Deadline All entries must be received on or before June 1, 1979

Send to:  6th Annual Percussion Composition Contest
PERCUSSIVE ARTS SOCIETY
130 Carol Drive

Terre Haute, Indiana'47805
Return of Entries  All scores will be returned to composers following judging.

Adjudicators The following internationally known percussionists and composers will be among those judging
this important competition.

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

GITTASTEINER —  Prominent Percussion composer.

MICHAEL ROSEN — Head of Percussion QOberlin Conservatory and Performer.

JOHN O'REILLY — Prominent percussion composer and publisher/editor.

DANIEL KESSNER — Faculty, California State University at Northridge, California
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‘TEMPE, HERE
WE COME!

with Professional Discounts on
Percussion Speacialties by
FIRTH ¢ HINGER ®* GAUGER

PAYSON * MSPERC * BALTER
HYER * BRUNO * MIUSSER
Potsdam Publications

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

HOT OFF THE PRESS. . ..OUR 1978-79
EXPANDED DISCOUNT CATALOG!
WRITE FOR YOUR FREE COPY TODAY,
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PLAN NOW TO ATTEND
1978 PERCUSSIVE ARTS SOCIETY
INTERNATIONAL CONVENTION
OCTOBER 27-29, 1978
AT ARIZONA STATE UNIVERSITY
TEMPE, ARIZONA

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 BLADES — 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
Clinic

Marching Percussion

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.

-12-

PERCUSSIVE ARTS
SOCIETY

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 RESEARCH.

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 ORCHESTRA —
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 SOME OF THE ARTISTS AND GROUPS THAT WILL
PERFORM AT PASIC ‘78 —DON'T MISS THIS OUTSTANDING EVENT

IN THE PERCUSSION WORLD! — — —

ED SHAUGHNESSY AND HIS ENERGY 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.”

BiLL MOLENHOF — VIBRAHARP

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.

VIC FIRTH — TIMPANIST

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.




LEIGH HOWARD STEVENS — MARIMBIST

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.

ROBERT J. SCHIETROMA
MARCHING 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 lowa. 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 approach 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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CHARLES 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.




TINTINNABULUM PERCUSSION QUARTET

TINTINNABULUM presents percussion music from various
stylistic persuasions. Their 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 Schoal 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 lllinois University in Macomb, lllinois 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 llinois State Chairman for NACWPI,

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, CR! 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

PROFESSI ONAL
RATTAN MALLFTS
FOR
ALL MALLET KEYBOARD
INSTRURENTS

Round Head Mallets

color YELLOW hardness SOFT
This hand wrapped mallet is made with 100% nylon
threce 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.

No. 1

Send for free brochure today

DESCHLER MALLETS
312 S, PARK AVE.
LYNBROOK, NEW YORK 11563
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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

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.

School Musician magazine, and has written articles for the /daho
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 Drummer:; Man

Y GORDON B. PETERS

principal percussionist,
Chicago Symphony Orchestra

first president of The
Percussive Arts Society

The basic
percussion
reference

Compendium of
historical and expert
practical information
for both teachers and
students.

® 365 pages, fully
indexed
¢ extensive bibliography

order

prepaid

from

KEMPER-PETERS PUBLICATIONS

800 Hinman Ave. (#306) Evanston, Illinois 60202




edited by Dr. John Baldwin,
Boise State University
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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.

Anew work by WILLIAM KRAFT—“Encounters VII: 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
direction of ANTHONY CIRONE, included MARTA
PTASZYNSKA’s monumental work for percussion—‘‘Siderals,
for Two Percussion Quintets’™—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 “Quartetto 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 instrumentation 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-
ming, recording techniques, and performance philosophy. The
event was coordinated by OWEN CLARK.

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

Music to Build 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 Soring
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-musicology, 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.

KAREN ERVIN presented a clinic on multipercussion and
advanced multiplé mallet techniques, as well as a solo recital at
Virginia Polytechnic Institute 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
VANLANDINGHAWM, director), and the Louisiana Tech Mallet
Ensemble (GARY BARRIER, director). Guest artist for the
event was GORDON STOUT, who presented an excellent cliniec
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-
manece, 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 Institute 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-College
Division, He is active as timpanist, conductor, and teacher in the
Greater New York Area.

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 student
of DR. GARY OLMSTEAD.

ALLEN WOJTERA will begin his second year this fall as the
Percussion Instructor and Jazz Ensemble Director at 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 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, Sr. (posthumously):

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
IéASQIi%,S JOHN KASICA, CARMINE APPICE, and DAVID

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 scholarship awards from the Idaho Federation
of Music Clubs annual Scholarship Auditions last spring.

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.



The 7th Annual Summer Marimba/Vibe Camp was held this past
July 9-14, 1978 at the Ohio State University School of Music.
In addition 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 student marimba quintets
and a massed marimba ensemble of 35 players. Further

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 AN ENSEMBLE OF 35
MARIMBA PLAYERS AT THE GRAND FINALE CONCERT
OF THE 7th OHIO STATE UNIVERSITY SUMMER MARIM-
BA/VIBE CAMP.

TEACHING STAFF OF THE OHIO STATE UNIVERSITY 7th
SUMMER MARIMBA/VIBE 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, JERILYN

PFAFFMAN AND STEVE DODGE, AND GUEST VIBE
CLINICIAN DAVID SAMUELS.

FINALLY!!

— A Drum Set Method
for the Musician —

ALEXANDER LEPAK

introduces
Control of the Drum Set

Phrasing for the Soloist
9 Sections — 104 Pages $9.00

e

Order Direct or From Your Dealer
Send Check or Money Order +.50¢ Postage

WINDSOR MUSIC PUBLICATIONS, 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 wntten for them by MICHAEL
UDOW. Entitled “Big Music,” the piece is in three movements
and calls for a multipercussion soloist with three percussion
accompanists. The Abraxas Group featured the work in their
summer repertoire.

THE AMERICAN ORFF 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.

*NEW *

PRELUDE & DOUBLE FUGUE

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

e

N

DANCE

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

CONCERTO da CAMERA No. 5

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

FANTASY PIECE (for Karen Ervin)

Gitta Steiner Marimba Solo $5.00

3PIECES

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

TWELVE PRELUDES

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

THE BEGINNING SNARE DRUM

Morris Long $6.00
A set of 30 lessons which include etudes, exercises to
. develop technique and control while in a musical context.

N

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 Philharmonie, 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 Milhaud’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 Competition in
May. Tom performed the first movement of Creston’s “Concer-
tino for Marimba” and Michael Colgrass’ ‘““Unaccompanied Solo
for Snare Drum #1.” 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 firm, collaborating with ROBERT PAISTE in the develop-
ment of new cymbal sounds. And as a staff-artist he will
demonstrate eymbals 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 Mastexrs 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

T

edited by Dr. John Baldwin
Boise State Univexsity

The University of North Carolina at Greensboro has announced
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 Tllinois, will continue as percussion editor of The Instrumen-
talist magazine, He will also serve as principal percussionist for
the Greensboro Symphony Oxchestra.

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 has 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 time
to his 8 & 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 institutions participated
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in the concert which presenfed diverse original material and tran-
scriptions, As many as 30 marimbas were played at one time,



SEVENTH LUDWIG INTERNATIONAL PERCUS-
SION SYMPOSIUM HELD AT EAST CAROLINA
UNIVERSITY IN GREENVILLE, NORTH
CAROLINA.

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 attendance 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 from 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 attend the
PERCUSSIVE ARTS SOCIETY INTERNATIONAL CONVEN-
TION this coming October 27-29, 1978 in Tempe, Arizona.

Karl Dustman, Educational 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
at North Texas State University in Denton, Texas, The dates
tentatively are the 3rd week of July and further details will be

forthcoming, ) :
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SUNSHINE AND DRUM- INSTRUCTION WITH MARV

DAHLGREN

MARCHING PERCUSSION SESSION WITH DENNIS

DELUCIA

A MASTER CLASS WITH THE INCOMPARABLE BOBBY
CHRISTIAN.

¥
L

DAVID SAMUELS AND ALL YOU WANT TO KNOW ABOUT
CHORDS

KARL DUSTMAN, EDUCATIONAL DIRECTOR OF LUDWIG
AND JIM MOORE EDITOR OF PERCUSSIVE NOTES
MAGAZINE TALK OVER THE EVENTS OF THE SEVENTH
INTERNATIONAL PERCUSSION SYMPOSIUM

921-



STATE CHAPTER NEWS e
Compiled by Don R. Baker A5

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 clinie, *“Teaching Total
Percussion”, with clinician Bobby Christian was done fo 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. At 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.

The Tri-State NEW ENGLAND CHAPTER held their annual
meeting last February at the 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 Eastman
Percussion Ensemble, John Beck Conductor, and the Syracuse
University Percussion Ensemble, Ernest Muzquiz, Conductor,
and a State Chapter meeting.

Charles Owen — NY Chapter Clinic Session

DRUMCHARTS MAGAZINE

DRUMMERS — DRUM SET STUDENTS — DRUM SET
TEACHERS: SUBSCRIBE NOW TO DRUMCHARTS
MAGAZINE!! 1!

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

The following are the titles of the charts published in the 4 issues
in 1977, #1 — Livin" for the City; Don’t Fear the Reaper; Proud
Mary; Livln?' Thing; Play That Funky Music; Rock ' N Me; L.eRoy
Brown; Behind Closed Doors. #2 — Walk This Way; | Wish; Ifly Like
An Eagle; New Kid in Town; The First Cut is the Deepest; Maybe
I'm Amazed; Color My World; Southern Nights; Rock 'N Roll
Music. #3 — Rocky; The Fly; Hellacious Acres; Feelings; Jet Alr-
liner; 'm your Boogie Man; L.uddenbach; Texas; You and Me; I'm
in You. #4 — Yesterday, Something; Cat Scratch Fever, L.ong Train
Running; Sweet Caroline; Listen to the Music; Christine S xteen,
Signed, Sealed, and Delivered; Star Wars Theme/Cantina Band.

O sio0 for subscription-of 4 issues in 1978 ($12 outside of U.S.A.)

[ $18 for subscription of 4 issues In 1978 and all 4 back issues

from 1977 ($22 outside of U.S.A.)
[ $3 for current issue ($3.50 outside of U.S.A.)
[ $3.50 for any one back issue ($4 outside of U.S.A.)

Send Check or M/O To:  DrumCharts Magazine

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

Name

Address

City State

Zlp 1 already have issues(s) #

NOTE: Piease indicate which issues you already have and you will
be credited for those issues with future issues in 1979.

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

THIRTY-TWO SOLOS FOR TIMPANI .........00.0....6.00
For 2, 3, 4 & 5 timpani
Advanced solo-etudes for the contemporary performer cover-
ing difficult pitch, rhythmic, and technical problems.

CRESCENDO - for percussion ensemb!e - score and parts ...7.50
A rousing ensemble composition for eleven performers includ-
ing 2 drumsets,

SUITE FORSOLO VIBRAPHONE .....co0000e00venesa3.50
A difficuit four-mallet, twelve-tone composition in three
movements. An ideal_ recital piece.

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

DUOFORTIMPANI .. i uiiveeetnrecasnnascnasaanss5.00
An integrated composition in three movements, Each per-
former uses three timpani. Both parts are equal in musical
importance and difficulty.

CONTROL OF THE DRUM SET —

PHRASING FOR THE SOLOIST - In 9 sections - 104 pgs. . .9.00
A unique method to develop control and musicianship at the
drum set.

ORDER DIRECT
Send check or money order

plus $.50 postage & handling
to: P
Windsor Music Publications N
P. 0. Box 33

Windsor, Connecticut 06095
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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 Twrku 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.

~

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

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

INTRODUCING 4

! THE NEW SYMPHONIC CASTANET !

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 percussionist
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 algo has his own
studio where musicians from many countries come to study
with him, He has made several recordings in difféerent 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
center) and Lennie DiMuzio (bottom 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.
USTOM
DRUM
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Including Leigh Stevens Marimba Sticks
Vic Firth, Box 10, Dover, Mass. 02030
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PRACTICAL TIPS FOR
YOUNG DRUMMERS

by John Chandler

T

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 fo
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 isin 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.

Objectives

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 start 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, but 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 band, 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 ths business, PERCUSSIVE NOTES MAGAZINE regu-
laxly 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, Basie, 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 playing,
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Jazz Clinics

Some schools in your area have jazz clinics during the year.
Make an effort to attend them. In the summer, there are jazz
clinics held in different parts of the country, such as the Stan
Kenton 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.

Basic Functions of Drummers

Due to the difference today in the background of drum-
mers from those in the 1940’ 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, ete.).

Different Kinds of Jazz

There 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 Basie requires different styles and variations, A
DRUl\tg/IER 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 Basie 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
optimum 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.

Drum Equipment

One very important item 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
high-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.
It then zips up and may be carried by a leather strap, It opens
up and hooks on the large floor tom-tom with the sticks in a
position to be used. This is preferred over putting 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
sI;aikes 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 bagsed on other drum
setups he has seen, which are probably all right-handed setups.
This is fine if the drummer is right-handed. However, drummaers
who are left-handed often don’t realize that there is a different
way to set up drums for left-handed persons, 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; nationality;
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 time 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. But, 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, Usze
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 Basie 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 not used often with
big bands but are used for a major portion 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 Basie or Kenton, and you
will see the difference. Drummers are there to play behind and
back up bands and soloists, not 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 time 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 not 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

It 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 Basie, 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 fills
should be used. So, 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. Biit, 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. It 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 {ry 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.
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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, frumpet, or solo is,
and which section has the specific choruses, will help you fit in
with what the band is doing. Trumpet or trombone 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 high-hat
cymbal), Watch the signs on the music as to dynamics and
whether it is F, 8fz or FF, etc., and play accordingly. A heavier
backup is allowed on trumpet or trombone 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 with 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, It 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

It 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

Jdohn 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,



AN INTERVIEW WITH GORDON STOUT

By William R. Stewart & Donald Bick

GORDON STOUT is widely recognized as a marimba
virtuoso and composer. His second book of etudes is due for
publication sometime before Christmas, ’78. He has studied
with teacherleames D, Salmon and John Beck and artist
performers Ketko 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 of
St. Marys College, St, Marys, Maryland.

WS: Your first book of etudes seems to take a spatial approach

GS:

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
middie 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 a half-step.
Continue this pattern chromatically up and down the
keyboard while maintaining eye contact with the starting
note (See ex. 1).
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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
attitude 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.
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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 time 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):

Exavple No, 2.
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This exercise can start on any double-stop interval. In
addition, this exercise can be played with four mallets.
Practice one hand at a time and then hands together in
octaves (See ex. 3):

Exam'plo, No.3
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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 time by placing them an octave apart.
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Would you mind explaining your four-mallet grip, particu-
larly in regard to small intervals and rapid passages?

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
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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.

You've got long arms, so you can do it!

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
from the shoulder, but also from the chest. It comes from
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 hwrrying 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.

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

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

Sure!

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 marimbist’s stance is
that most players stand with their feet too close together.
They don’t plant themselves firmly 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.

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.

0.K. and some very tall players need to bend slightly at
the knees.

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.

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.
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.

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

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

An old instrument or a new one?

Both,
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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.

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

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.) It 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.
I understand that the sap dries out of the bar as it sits
without a finish on it. The bar will have more sustain and
hold its pitch for a longer period of time if it has been
aged properly.

Yes.

Would you comment on general care and maintenance of
marimbas?

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.

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

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 Intexrviewers

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 4eaches percussion at VCU and performs profes-
sionally with such groups as the “Contemporary Music Forum”
and is currently on two albums published by Opus 1. This
interview was conducted on January 6, 1978,
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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
Tommy 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, played at the Los Angeles Music
Center, last Christmas Eve,

The carillon is normally played from a 3 manual console by
electric action, and amplified through 1,200 watts and 74 roof
top speakers,

Reminiscent of the story of Franz Gruber, composer of
Silent Night, who used the guitar or zither, when the organ
failed, the impromptu Silent Night on the Music Center
Carjllon, 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, vibraharp, marim-
ba, celeste, and amplified steel rod chime bars. The instrument
has a 5 oectave 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 traditional parallel harmonies, such as we are accus-
tomed to in tubular orchestra chimes. Designed by BRoper 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 motion
pictures and N,B.C, radio, soloing on K.F.I,, Los Angeles, and
with Xavier Cugat’s Latin Oxchestra. Since ‘‘retirement’” in
1970, he has built custom instruments, two of which will be
heard at the forthcoming Percussive Arts Society International
Convention in Tempe, Arizona, in October, One, a 3 octave bass
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-
tion 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, but Ron Binder and
wife Kathy, local Wyecliffe Linguistics Bible translators, (Kathy
plays vibes) played some marimba tapes for the Waunanas and
they got so excited, they immediately 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 harmonically
tuned, something hard to find in other primitive cultures.




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 Instituto
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 of 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,
s0 he continues to find new sounds and techniques for them.

As with his contemporary, Benjamin Britten, the human
voice is probably Alberto Ginastera’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 Foundation 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 of
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 recoxding 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 timpani (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) Ginastera 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 timpani 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, but 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 Cum Laude, in both Music
Education and percussion performance and formed and directed
the Frostburg 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.
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TEST YOUR PERCUSSION L Q.

WIN A ONE YEAR’S FREE MEMBERSHIP
IN THE PERCUSSIVE ARTS SOCIETY

AND
COPIES OF PAS PUBLICATIONS

This issues quiz should be one that many of you will be able

to answer correctly, for these performers went on to become
gome of the greatest of all time.
So the question is
Can you name the vibist and the drummer shown in the
picture?

THE VIBIST IS
THE DRUMMER IS

The Spring *78 TEST YOUR PERCUSSION I1.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,

Congrats T'o 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 earliest postmarked correct answer will receive a
one year free membership (new or renewal) in the
Percussive Arts Society. The next three correct answers
received will receive free copies.o‘f the outstanding new
PAS Literature Booklet 1978 Edition.

The correct answer and winners will be announced in
our next issue.
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Send your answer with return address to:

PERCUSSIVE NOTES MAGAZINE
PERCUSSIVE ARTS SOCIETY

P.O. Box 02095
Columbus, Ohio 43202



Aanderafted marimba mallets -

PLAY W) THe BEST,

GOODMAN, FRANCE

Gary France - Scoft Goodman
272 Market Street
Potsdam, N.Y. 13676

“See You In Tempe”™
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ROY BURNS
TALKS ABOUT
PROFESSIONA
DRUM TUNING
TECHNIQUES
AND ROGERS.
“More than ever be
drummers are begd
aware of how preqd
tuning can impro
over-all sound. As Siiaiiig
for Rogers, | give ab
100 drum clinics evg
And everywhere | gg
more and Mmore Gaasl
about tuning.
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thing to remembéeias
tuning is the importa
drum construction. |
to go out of round,
tune it is like tryingg
guitar with a warps
Also, more oftent
when it is out of ro
bearing edges wo
And unless the bearlr
is level, it's virtually
impossible to accuraf
control the evenness o
tension.
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Roy Burns. World-acclaimed drummer and
Rogers Staff Artist. He is the house drummer
for the Monterey Jazz Festival and has
appeared with a wide variety of stars including
Woody Herman, Benny Goodman, Charlie
Mingus, Phil Upchurch, Lionel Hampton and
John Lewis. Roy has also played for a number
of TV shows with the NBC Staff Orchestra and
is the author of 13 books o drumming, two
teaching albums and a correspondence
course for hand development.

Rocers
THE SOUND THE PROS DEPEND ON.

Rogers Drums. CBS Musical Instruments. PO. Box 4 137. 1300 E. Valencia Drive, Fullerton. Califorma 92631

-34-



€ of the
ages of
e 1clls are made
e, five layers
Hth. And each
hminated to
b drum stays
more Rogers
with a precise
j edge that
egsier tuning
bration.
on that
5 up in my
ingsingle
toms. |
bagroach
sisto
¢

d allows
hbly on a
B e/ou a deep
Blso clear.
gued toms you
sioning the head
ound at each
ew. Then loosen
ews at 3 o'clock
ck between one
to one full turn.
iy sound

h muffling.
be that

s was
tituted for
Hay, however,

ehieve a

d by precise

. ofinite
ing. Too
ills the

S he
BscaL. You
5 like
a little is
chwill ruin a

ggers comes
equipment that
ffling. its external
fflers move with
ead of against
vay you eliminate
ithout reducing

In tuning a snare the
trick is to make the bottom
head moderately tight no
matter what kind of music
you play, and adjust the top
head to the individual
situation. For rock music,
you usually keep the top
head relatively loose for a
more funky sound. Big band
drummers keep it somewhat
tighter at a medium tension
level for a sharper, more high
pitched sound.

The thing to remember
in tuning a snare is that once
you adjust the bottom head
properly, leave it alone and
make all your adjustments
on the top head. The snare

ension is also important
in tuning a snare. The
snares should float on the

without choking.

With the Rogers
Dynasonic snare you get two
ways to adjust the snare
unit— one adjustment lets
you tension the snares
lengthwise and a second
allows you to raise or lower
the frame for just the right
amount of contact against
the bottom head.

With proper tuning of
your drums you can get the
sound you want with less
physical effort. And when
you play more relaxed, your
timing is more accurate,
your endurance is increased
and you can play more
creatively”

“TRYING TO TUNE
A DRUM THAT’S
OdT OF ROUND
IS LIKE TUNING
A GUITAR WITH
A WARPED NECK”

ROY BURNS




New Publications

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

Reviews in this issue by: JB-John Beck; 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 Becker published by Bob Becker, 6 Church
Street, Toronto, Ontario, MBE 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 Becker 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 drum, ”’

Lahara not only develops a feeling for Indian music but it
develops good technique as well. It 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
{gst)to gain an appreciation and understanding of Indian music.

B

SNARE DRUM BOOKS

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

This volume is actually Part I of a series called
Schlaginstrumente 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
llugtrations 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 notation 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 lof 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
“Duality”. All examples are 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)

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 insfruction.
Perhaps the title is misleading, but the contents can suppliment
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 Piekarezyk, published
by Opus Music Publishers, Inc., 1880 Holste Road, Northbrook,
Tlinois 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, but will give you the
coordination and technical ability to become one. (JB)

ROCK SHOP by Paul Bowman, published by Pro Art 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. It 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. (JB)

BAR PERCUSSION SOLOS
CONCERTO FOR MARIMBA AND ORCHESTRA — James

Basta. 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 manuseript
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 pianist with agile technical facilities.
All interpretive marks are clear and appropriate. (LP)

CONVERSATIONS Opus 44 —- John LaMontaine. Fredonia’
Press, 8947 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 ¢lafinet, 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 and 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 manuseript is unadorned. (LP)

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

A very fine college recital level work in four movements.
Each movement is thematic and developed interestingly. Move-
ments I and III can be played with two mallets; II and IV with
four. Lots of accidentals to read. Movement II 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 contribution 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. I(KE)

PRELUDES 4,5,6—Raymond Helble, Studio 4 Productions-$5.00

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 maturity 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 furns occur
at uncomfortable places. Studio 4 is to be congratulated on its
continuing contribution to serious percussion literature. (KE)

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. It is, therefore, rather difficult
and requires considerable previous experience with six mallets.

The music is well-printed and easy to read. Pérmus 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 Vibraphone 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-
puntalism, for example) and should be playable by a less
advanced vibraphonist. The movements are contrasted in char-
acter, including a slow, largely chordal second movement and a
rapid monophonic third movement,
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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 Presti, and an
original work and several arrangements by Scott Mesiter 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 notation employed.

MATTINATA — R. Leoncavallo - Meister - $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 golo and
piano.

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

C.HANSON de MATIN — E. Elgar - Meister - $1.50 solo and
piano.

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

A.MOUR VIENS AIDER — C. St. Saens-Meister - $1.50 solo and
piano.

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

BAR PERCUSSION BOOKS

BAR PERCUSSION NOTEBOOK VOL., 1 — Linda Lorren
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 fo 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 so the student must
leaxrn both clefs at once, immediately deal with multinle meters,



encourage transposition, explore a variety of solutions to
technical problems, and is so arranged that the player could
begin on any available bar 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 books. (WS)

MULTIPLE PERCUSSION SOLOS

THEME AND VARIATIONS FOR SOLO PERCUSSION — G.
Waller Haggerty — Hornpipe Music Pub., Box C.¥. 577, 400
Comm. Ave., Boston, MA 02216 - $2,75.

A rhythmiecally 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 notation on
eight lines (for each instrument). No stick changes but 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 ete. Var. II requires a good dynamic control and Var.
III 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, 8 suspended
cymbals, 2 roto-toms and either a set of crotales or bells.
Movement I starts very delicately using knitting needles on the
bells and cymbals. Later, felt timpani mallets are used as
timpani and cymbals predomi.iate. Complete instructions and
clear notation make this a most interesting work. A number of
improvised sections allow considerable latitude fo the per-
former. Movement II opens in 9/8 (2+3+2+2) presto on timpani
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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TIMPANI SOLOS

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 of
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 III — 10 solos for four timpani,
Part IV — Tympendium and Tympolero, Part V — varied duets.
This is a good collection of graded solos which would enjoy
interest from the intermediate student to the advanced high
school student. Schinstine 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)

PERCUSSION ENSEMBLES

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
Austion 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)
II. Skin: (decay process)
I, 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 putting 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
must use voeal sounds in addition to percussion instruments and
all must be capable of matching timpani 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. It has a
soAlIi’t; rhythmic drive which should be interesting to the listener.
(

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. It 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 “0.K.”) However, the piece would not necessar-
ily be limited to that format. Sections of the work feature
different perculsion 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 Bramora, P.O. Box 71 St.
Cloud, MN 56301. $12.00.

I. Reality and Flashback

II. Song

ITI, Homeward Bound

Instrumentation: 1. Vibes, Xylophone, Chimes; 2. Marimba,
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. It ends with a return
to the opening idea.

. 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 timpani line. All comes together and closes
softly.

I, Marked “With Spirit”’, the final movement has some
pedaled timpani 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
Musie, 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 not always easy to read. The difficulty of
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 paris.

Now that the “Panther” has recently struck at our local
movie houses for the 5th time, this might be an appropriate
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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 style-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 tim}#mist if the school does not own timpani that will reach
a low C7, 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 #1 for snare drum, tom tom, and bass 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.

II. 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.

III. TWO BITS, 4 pages score form, two parts with
instrumentation unlisted. One would assume two snares or a
snare and tom-tom as in II. 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 Wilding-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 opportunity 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 Perec. - $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 notation 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 II-Viola. Player
III-Marimba, Vibes, Temple Blks., and Triangle. Standard and
graphic notation w/metronomic indications. No meters, bar
lines. Points of coincidence. %-tone sharp and flat indications. A
difficult mallet work. Duration: 9°52” (MH)



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. ete.

THE ROAD is written in a chatty manner, is easy to read and
laid out well. Major sections include: I. The Circuit and the
Money, II. Bands (Types), III. 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)

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
amatewr 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,
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A COLLECTION OF 6 ORIGINAL COMPOSITIONS
FOR SOLO VIBRAHARP
(grade 5 — price $3.50 — record included)

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.1.€. in Tempe.

All Kendor publications are available
from your local music dealer.

REQUEST A FREE PERCUSSION MUSIC CATALOG AND
"MUSIC OF THE DAY" SAMPLE SCORE FROM:

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

OUR 25TH YEAR

y
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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 compositions as well as method books and texts;
included is a new release entitled 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, student and professional with a
modern and progressive approach to the rudiments of drumming
and their application 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.

HAMAR 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
It’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
Kendor Musie, 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 hot line to
place orders toll free by calling 800-323-0664. They also publish
a newspaper entitled The Marching Band Director; the latter is
free from the above address.

Among new releases from PERMUS PUBLICATIONS, P.O. Box
02083, 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 latest catalog,

G. SCHIRMER, INC., 866 Third Avenue, New York, NY 10022
has been named exclusive United States sales agent for Berklee
Prese Puhlications, Schirmer plans to expand distribution of
Berklee 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 editor of two very significant percussion
publications: Drumworld, a newspaper discussing books, rec-
ords, photos and ideas; 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 transport
a quantity 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 quality
vibraphone at an economical price, the first symphonic grand
4% octave Kelon Marimba, classic chrome finish chimes, 6-ply
wood drum shell, and a new Hercules line of heavy duty stands.

MAN-RAN MALLET ENTERPRISES, c/o Gary France and
Scott Goodman, 27% 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

916065 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 rototom projection. Further

ilnformation may be obtained from Remo, Inc. or your local
ealer.

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 recently released ‘“Green Mountains” by Steve
Swallow for vibraphone and piano. It was transeribed 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 Etoile’s “Mallet
Master Series,” which is now in preparation.
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ot b s o he o Linda Lorren Punentel's
todays literature, b\ .
The aspiring bar percussion student Bar P"Cm

needs, and s capable of understandging, ~ )
material that uses the melodic and har
monic elemants, the clefs, and mallet

technlques necessary for todays litera-
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‘This volume provides the student and
teacher of bar percussion instruments.
with this much needed materlal,
In addition to presiding over a large
howehold, Anna Magdalena Bach care-
fully guided the musical growth of the
Bach dynasty. Her collection known
the ANNA MAGDALENA BACH
NOTEBOOK s the “backbone® of
quality keyboard instruction even today,
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%", the LINDA LORREN PIMEN-
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But seriowsly, the two aims of this
volume are, 1) to creits some fun
compositions for the beginning bar per-
cussion student or the Intermediate sight
reader, and 2) 10 create problem sol-
ving® sitvatiens. In this volume and
throughout the continuation of the ser-
les, the inexperienced bar percuseionist is
gadually Introduced, In an approprate
form, to the tools of contemporary bar
percussion performance, These pieces
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ment: muimba, vibraphone, xylophone,
orchestra bells [even classroom bells),
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FIX IT
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CORNER

CARE AND REPAIR OF PERCUSSION
INSTRUMENTS

By Cynthia E, Soames

Percussion instruments in good working condition 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, ete, 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, eracks, 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 emergy 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 mounting 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, but not 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 until 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 mounting 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.

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 until the pedal will stay where it is
placed. If the pedal will not remain in high-note position, turn,
the control knob clockwise, increasing spring pressure until the
pedal will remain where placed. Once set, it is not necessary to
turn the knob and adjust the pressure, If the head is “trued”,
the control knob working properly, ete, students should be able
to tune the timpani 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 padded 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 shells,
counterhoops, and metal parts for dirt, cracks, and roughness.
Check the snare strainer for smooth movement. Check for
stretched or broken snare attachment cords and stretched or
broken snares,

Loosen tension rods (counterclockwise) and attachment
snare cords and remove rods, counterhoops, snares, and heads,
The shell can be cleaned with a wax cleaner, After lugs have
been removed, wood shells 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 two 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 attachment 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,
ete, with heavy duty button 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
from 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, It is not necessary to throw ‘“off” wire snares when
drums are stored,

Internal tone controls on drums should not 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 iape, 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 be
stopped by using adhesive tape or moleskin, a cloth pad,
muffler, etc. externally, If the drum has a persistent “definite
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 moleskin .

should be placed on the head where the pedal beater will strike
and on the rim where pedal, holders, external muffler, ete. will
be mounted. Using both heads on a set bass drum produces a
“hoom” sound and taking one head off gives a “flat” 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, ete. 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
protect 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 nut 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-
tion 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 attempt 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 frames 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 bottom 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 to the
shell, place a rubber band or wire below the tacks, around the
membrane, to hold the membrane against the shell. Pull the
membrane down 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 sirip 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.

Serre



TERMS USED IN PERCUSSION

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 Yeceived a phone call and a letter 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 massette, Many thanks to M,
Charbonneau for his interest and help in adding yet another
term to the growing list of terms usged 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 Vie Firth’s and has been working in Europe for about 10
years. He says....] have a term for you to investigate: ‘Ruthe,’
as in the ‘roote 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 mention them in the nexi
Percussive Notes. Meanwhile I suggest you start with Percussion
Instruments 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 written by Christoph Caskel in Die
Musik in Geschichte und Gegenwart listed under Trommeln und
Pauken, and another under Schlaginstumente,

As far ag 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 twigs about 18” long or so. I  have also heard of some

ercussionists using simply a long piece of rattan. In the

ilhaud Concerto for Percussion he indicates Rute but wants
actually a slapstick, As far as I know that is the onl{ 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 part ealls for
Ruthe, at 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 gipinion.

case send your answer to the ‘“Ruthe” question and any
other questions you might have about terms used in Percussion
to me, care of Oberlin Conservatory, Oberlin, Ohio 44074, I will
:ilp mty best to either give you a solution or lead you in the right
irection.

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 written 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 Schilagel

Stock-another generic term for stick which also means snare
drum stick unless otherwise indicated.

Kloppel-ﬁeneric term for mallet; originally meant the cla}})lper of
a bell; the term for the spoonlike mallets of the old
Strohfidel (Xylophone); can also mean heavy xylophone
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mallets...this is not a very precise term and most composers
avoid it’s use.

Stab-Mallet; also means the bar of 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-a term that denotes all mallets of all types
These above texms are often used in conjunction with other

terms which clarify exactly what the composer intends. These

terms are listed below and is actually a partial list of the

gossibilities :
aumwolle-cotton

Bambu-bamboo

Befilzung-felt leichtes-lightweight
bedeckt-covered, wrapped  messing-metal

dicke-thick metall-metal

dunne-thin mittelharter-medium hard
dicker Filz-thick felt plastisch-plastic
edelstahl-hardened steel Schwamm-sponge, soft
Eisen-iron, metal schwerer-hard

filz-felt Stahl-steel

flanell-flannel stark-thick, heavy

filzkopf-felt headed tuch-cloth

fest-hard, firm weicher-soft

Gummi-rubber stoffgepolsterter-covered, wrapped
grosse-large kopf-head

holz-wood kugeln-mallet heads

hart-hard wattierte-wrapped, padded
kleine-small gepolstert-covered
kapok-fiber, felt zjemlich hartem-medium hard
Kautschuk-hard rubber 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

filzschlagel-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
Stahldrahtbesen Jazzbesen

Note thal 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

Flanellscheibenschlagel-flannel covered mallet

grosse Trommelstock-Bass drum beater

Stahlnadeln-triangle beater, metal beater

Schmiedehammer-blacksmith’s hammer, heavy hammaer

Schwammkloppel-large heavy beater

Stricknadel-knitting needle

Glockenhammer-chime mallet

Zweikopfigeschlagel-double headed mallet

Flanellschlagel-timpani mallet consisting of many layers of
flannel put one on top of the other. A very popular timpani
stick in Germany

When a composer wants you to use the reverse end of the

mallets he may say it in any one of the following ways:

Metallburster

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---linke. A composer may
even ask you to use your:

flache Hand-palm, flat 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, Linda
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 attempt to teach TOTAL PERCUSSION education to most
percussion students until 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 I 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 until 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 timpani 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 older and/or incapacitated students start 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 pexformance needs override future
growth objectives. Herein lies the downfall of so many public
school instrumental teachers. They are g0 delighted when they
have a student who is adequate on mallet or timpani 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,
ax;d 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, timpani 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 maintain
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 gamies 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 try to break down
learning procedures into smaller than usual segments when the
student is first attempting to master areas of which he is afraid.
And, whenever an appropriate time 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 from
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 from 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, Jotting one’s ideas on
paper not only reinforces good educational habits outside of
musie, 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.

Band
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RELATIONSHIPS. A 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 “experts” crash a pair of
cymbals in many 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 yourown mind
you will want to add other relationships”which you find
important.

1. Basic sticking concepts, strongly with two mallet perfor-
mance 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 repetition 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 orchestration 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 continued in the next issue)
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PLAN NOW TO ATTEND
1978 PERCUSSIVE ARTS SOCIETY
INTERNATIONAL CONVENTION
OCTOBER 27-29, 1978
at ARIZONA STATE UNIVERSITY
Tempe, Arizona



AL PAYSON was guest clinician and soloist with the Alabama
State University Percussion Ensemble, VAN TONY FREE,
Director this past March.
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Indiana State University Percussion Ensemble Neal Fluegel and
Jacqueline Meyer, Directors

Western ichian University “Bronco” Marching Band Percus-
sion Section-Michael Varner, Instructor
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ON THE TECHNICAL SIDE

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 literature 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 ete.) 3.2,3.2, Most new mallet music numbers
the sticks, outside left, #4, 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. #1 and #3; #2 and #4, creating an entwining, or
dovetail, technique,

3. Both mallets of each hand perform separately. This is
where the new “rotation” technique is utilized. Normally, in
matched grip playing, the wrists move in a hinged, or “waving
goodbye’ gesture. The “rotation technique” utilizes the turn-
ing, or rotation, of the forearm, similar to the motion used in
turning a doorknob. Using this rotation 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 rotation 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 the 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 “a 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 rotation technique. The
possibilities for playing the drum set with four sticks are limited
only by our technical ability, creativity, and taste.

THE AUTHOR — Walt Schneider’ is director of bands at
Tenafly Middle School in Tenafly, New Jersey, and is currently
working towards a D.M/A, degree in percussion at the Man-
}l;?lttan School of Music, N,Y.C,, where he is studying with Paul

ce.



DRUM SET:
ONE MAN’S APPROACH TO PLAYING ODD METERS
by Rich Holly

Ly,

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, net only was this fun, but 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:
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Ifound that when many drummers begin to play odd meters,
they add or drop beats from an existing pattern in 4/4, I am not
trying to say that this concept is wrong. However, there are
additions to this concept which should be made. Pm sure that
you will find these additions easy to play, as well as sensible.

Here now is the same beat, only this time 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),

FLIL I
cg
=y

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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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.
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This is a major improvement, However, since paradiddles 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 conjunction with regular paradiddles.
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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 Peteresak at the Crane School of
Musie, Potsdam, New York,



DAMPENING ON
THE VIBRAPHONE

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:

o

e

Am:-%\ T
ﬂ-& [‘T d .
e ey e ==
A e e e et
e S= == e
- A ;: \

V= gy ——_ ~
' -
e E M I
STEEEESSS A ;
L\ ! —ty—t ! =
¥ X 8 1 x "' “: ?;7\‘ - = -
(e 3t S drdrIe &
P e me s o !

The two most common DAMPENING techniques as well as
dampening and pedaling notation 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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Harmonic intervals may also be executed while at the same
time Dampening a previous sustaining note in the natural bar
area.
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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 of 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 from the accidental’s to the naturals or
vice versa, the process becomes a bit more involved.
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INSTRUCTION

ONE 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 maliets 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.

—-.3—-‘.——-—

XY
1 3
l T

-
e

oL
i
N
4
st
-« 4
A

v

s

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 numbers 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 variations. Independent lines are more
available, but as opposed to 2 handed dampening, less motion is
required. The possibilities of more exact performances of
transcriptions (piano, guitar, ete.) with regard to note duration
and phrasing are increased. The list could go on, but Pm sure
with some application and experimentation with these techni-
ques, new avenues and insights of your own will undoubtedly
come into focus.

Tal
Ma /’//';%é %)

R -y

MARIMBAS AND XYLOPHONES TUNED

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

Fast, Friendly, Low-Cost Service

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

§07-347:4701
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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 lessons (vibes), mallet
ensembles, ear {raining, 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 Berklee; 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.

“The fastest growing
Drum Shop in the
Midwest!”

Slingerland * Rogers * Pearl * Gretsch *
Zildjian * Fibes * Ludwig * And More!

107 BROADWAY THEN check OUR PRICE!
NORMAL, ILLINOIS 61761
PHONE: (300) 452-9495 “Ask for Jeff”




ICAL DIRUM SET STUDIES

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

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 from my
book titled “The Drum Set Exerciser”.

If you have kept abreast with the previous materials and have
some insight on how to achieve various sonorities with the drum

sef, you can truly benefit from my new series of articles on
“Basic Dance Rhythm”™.

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
audi_egce and will win you recognition from your fellow
musicians,

To do well in the field of 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
':; prepared to play anything from a simple waltz to a complex

OW.

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 from a simple waltz to latin
rhythmes, 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).

8. Practice on a full set of drums to achieve the proper
sounds. However, if members of 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 rhythm and feel of that particular style or
ear,

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 time 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 attempted 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
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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 in a two-beat situation is simple: you keep time!
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Note: By implying an accent on beats two and four with the left
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.
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THE WALTZ

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

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.



THE I.LA.A. ORCHESTRA

“4 Parody of Case%l At Bat”

By Jill Marshall
Interlochen Arts Academy
Interlochen, Michigan

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 of the patrons of 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 if the PERCUSSION would only add its voice,
The show would be worthwhile and not just a bunch of noise.

But trumpets do precede them, and likewise the bassoon;

They’re usually not in tempo and their always out of 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 of 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 as hearts quickened their pace.
All leaning forward in their seats, expectant of great things:

The SUPERCUSSION section was advancing from the wings!

JOHN
FORNASZEWSKI

DRUM SHOP

There was boldness in Joe’s bearing, and assurance in Mare’s
stride,

There was calmness in Keith’s manner, and Jill held a look of
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 of 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.

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

And the crowd leaned forward eagerly, his ringing tones to hear.

Jill picked up the cymbals which seemed much to big to hold;

The nearness of the ending with this action she foretold.

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.

It builds up to the climax. that most important place:

The long-awaited gpot where PERCUSSION shows its face.

This entrance was their ONLY 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’s orchestra, the smiles are very few

’Cause the SUPERCUSSION section somehow MISSED that
final cue!

Percussionists/Drummers
JOIN
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PERCUSSIVE ARTS
S0CKETY

“Everything for the Drummer—
Come In and Browse Through
Our Large Stock.”

(618) 451-6515 or (618) 877-3475

3009 Nameoki Road
Granite City, lllinois 62040

JUST 15 MINUTES FROM THE
ST. LOUIS GATEWAY ARCH

WRITE FOR FREE “J. F. DRUM SHOP’ CASE STICKER

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




pearl vari-pitch

it just may be all you need

Pearl’s new Vaii-Pitch is the answer to the player's need to
have the versdtility of a Roto Tom with the depth and
resonance of a conventional drum. For the first time a player
can precisely select the balance beiween impact and
resonance fo create the sound needed. A few quick tums
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 beitween impact and resonance is
selected and locked in, simply tum the head to the fension
desired...high pitch, low pitch, wet sound, dry sound...or
anything in between. f's all yours with Vari-Pitch.

®
ea” Another Quality Product from Norlin
7373 N. Cicero Avenue, Lincolnwood, lllinois 60646

mmmmm1H>RUMcmmmmw  In Canada: 51 Nantucket Boulevard, Scarborough, Ontario

Professional quality, custom made sticks; personally hand crafted
lected New England wood.

[ . . sy, and finished from

Carefully designed and re-designed to produce the best sounds BASS DRUM SERIES #3.
with a minimum of effort. Contoured handle fits nicely in the hand, creates good balance.

COMBINATION SERIES~
— FOR QUICK CHANGES

These sucks have been a great belp in solving many suick change problems.

SNARE DRUM SERIES

Atwo coathand rubbed finish gives a durable and attractive appearance

from
Tom Gauger/Percussionist Boston Symphony Orchestra

)

For further information write: Thomas Gauger, Boston Symy y Orchestra, Sympt Hall, Boston, Mass. 02115 / or contact your local dealer
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MIKE BALTER MALLETS P.O.Box 531 NORTHBROOK, ILL. 60062

complete selection in percussioninstruments
including top namesin

xylophones »» vibes ¢ marimbas

write us for your free
MUSSER and/or DEAGAN catalog.
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Pearl

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

With the vari-set adapteryoucan
now create your own customized
set-up. Add tom toms, cymbals,
concertioms, or even timbalesto
your outfit, Put them where YOU
want them fo be...and Pearl's
unigque lock system and pat-
ented ams keep them there until
YOU'RE ready fo change.

No slip...no wobblel

Visit your Pearl dealer today and
see how vari-set can add com-
fort, flexibilily and stability to your
sef...orbetteryet, fry it on a set of
Pearl! With innovations like this,
perhaps it’s time o take a closer
lookl We've got your sound, too!
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other Quahty Product from Norhin
373 N _Cicero Avenue, Lincolnwgod, Ilﬂ'l
In Canada 51 Nantucket goulevard, gggrbo:'o?r':h, tgrio

“PIT” SET-UPS

by John Rae

Have you had problems setting up for shows? Here are set-ups for Broadway Shows.

These set-up will work for those who are involved in school or professional
productions. Depending on the size of the pit, some variations will occur.
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No serious percussionist
should be without
2 this book.

The Percussion Publication’s Catalog. It's
The Percussionist’s Bible. The most exten-
sive, most up-to-date directory of percussion
literature in the world. With hundreds and hun-
dreds of methods and studies, solos, and
ensembles. All annotated with instrumentation
requirements and grade levels for all

publications.

Added Bonus!

As an added bonus your catalog comes
with 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
publisher’s price of $2.50 will be deducted
from your first order of $10 or more.

Drums unlimitedeinc.‘g
Percussion Merchants to the World
4928 St. Elmo Ave., Bethesda, Md. 20014
(301) 654-2719




see THEM AT PASIC - 78 /TEMPE

PAT FLAHERTY PERCUSSION PRODUCTS ¢ 1115 No. Cole Rd. « Boise, Idaho 83704

FRED BEGUN
TIMPANI MALLETS?

NEW MUSIC
FOR
PERCUSSION

CADENZA NO. 1 for timpani
(by David Ameele) ................... $1.50

CADENZA NO. 2 for timpani
(by David Ameele) ....................

SUITE FOR MARIMBA - unaccompanied
(by David Ameele) ............ooeeL. 3.50

Send for free catalog -
excerpts of music included!

SEE YOUR MUSIC DEALER
OR ORDER DIRECT (add 50¢
for handling - N.Y. state
residents add 7% sales tax).
D Publications
L 544 Hayward Ave.

Rochester,NY 14609
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THE ResercussionUnit STRIKES AGAIN
ON THER “JUST RELEASED"” ALBUM

Includes:
“Elementary Junk”
“Beverly Hills”
“Little Smegma, Son
of Toecheese”

Ask for a free catalogue from the SOUND MUSIC UNIT
featuring scores and parts for progressive jazz percus-

sion pieces from the record, and contemporary solo
percussion and ensemble literature by.composers incld.
John Bergamo, Larry Stein, Lucky Mosko, and Harold Budd.

Send name & address, and a check or money order
for $6.95 plus $1.25 shipping & handiing (in Calif. add
6% sales tax) to: poloy reserds

25008 Chestnut Street,
Newhall, California, 91321




|
|

., :-- . e :D .
: - ’lu”lln PR o

A Q?"

[

—— i

1/

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 rare, —
Phil James, Middlesex, England

I just 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 for the xylophone in the nineteenth
century was “strohfiedel” 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 instrument persisted
even after more stable means 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,
Michael Joseph Gusikow, who died in 1837, 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 percussion 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,



ORLUVS

“SPECIALISTS IN PERCUSSION”

“ATTENTION CONCERT PERCUSSIONISTS”

Write for mail-order discount package.

ORUVUVS

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

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

USTOM ORDER
P
L

DOMESTIC &

IMPORTED HARDWO QDS
CUSTOM WOOD TURNING
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M &y presents

a snare drum
primer

by William J. Schinstine & Fred A. Hogy

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

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

WRITE FOR FREE CATALOG T0:

MEL BAY PUBLICATIONS, Inc. * PACIFIC, MO. 63069

Guaranteed
to increase
muscle control
coordination
strength

and
endurance

THE

DRUMSET
EXERCISER

a planned system of
exercises developed by

James Piekarczyk
leading performer and clinician

These fool-proof exercises
progress logically from
rhythmically simple to
melodically complex patterns.
For beginners and pros alike,
they are guaranteed
to build and retain...

Greater Arm Endurance
Increased Foot Coordination
Solid Cymbal Control
Total Arm and Foot Melodic
Coordination
With The Drumset Exerciser

You Play Better...

You Stay Better

Publishers, Inc.
1880 Holste Rd., Northbrook, IL 60062

Gentlemen: Please send me a copy of the
method book DRUMSET EXERCISER at the
special introductory price of $2.50. My check
in that amount is enclosed (I will not be
charged additiona! postage and handling).

Name.

Address.

City. __State. Zip.
Order Today. Check must accompany order.




Programs

PROGRAMS compiled by
WILBER T. ENGLAND
Indiana University, 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
Programs 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.
ALAB
Aladase State Wniversity

ASU Percwssien & Marisba Kasezdls
3-12-78, Yan Texy Free, Directer

Ts L. Davis

A Persusaiss Recita) 4-20-78
Semtism for Tizpmal - A, Toheremia

(»-x)
Semia for Yiapaal ~ J. Beek (Bsates

Perowscion Suite ='A, Russell (Xrr)
Dewdls Conserts for
am Orchestra = Cireme (Cirene)

A Percusalen Knaendle 5-25-78
Jeha J. Mapastefan, Dirscter

Babre Danes = Xhashaturian (Paraws)
The ?'lﬂl of Veda~Ling ~ C. Petars

Tirwe Jrethers — N. Colgzase (WFP)
Ensendle -

N A, Bramt (Srumezs)
The Yeralng of the Vorld - V. Malsef
(arklee)

Ceremsaial, oy, 103 = P, Creaton

(Sohirnec]
- R,
Hul:-‘ -cl:'v‘ Mp(nd.u:)
hhau--n.hzvu (N
Spaln « c.oun(u-() )
Tow Stacive = L. Jellsen’ (V.I.M.)
of Intersat - R. Delp

A Tize for Jase = J, Spears (Sexthera
Xoelc Go.) ¢

ARXANIAS

Arkansas 3tate Umlvsrelty

Jwaier Reettal 32178
Jamse i, Straln, Paremsaien

Etuls Op. 6, Ko, 9 ~ 0. C. Nusser
(Cazdle Xinged

Jeixt Pexowssion Reeital 3-28-78
Shert] Sandew & Rebert Demaer

Ritul = J, D;'-.OI (Southerz Nusic Co.)
= E. Carter )
anwhnuon =K. Caxter (sauthcn)'

Beluin
Isspirations Diadolique = R.
(Western m.n:txo-l m?is
GQuist Kovement - 3. Nustos (Manu,)

Sealor Recital 12+8-77
Sherxl Samdow, Percusaion

Four Pleces for Tinpand = J. Bergaso
(Music for Percussion, Iac.)
Mventures for One = R. Stern
(msic for Percussion, Inc.)

The Arkaneas Stats Unlv. Percussion
Faseadle 4=3-78 Jared Spears,
Cemductor

Satwe Dance - Xhachaturian-Noore
Perwos,

llngol A-ucu.- s -3 .v. Strain (Menu.)
50
(alc mlol. Inc.)
l:huououu = 3. Madison
()
Trio Sonats ¥e. 1 ~ J, Kaydea-hoore

(Pernue;
wdu = J. Spears
(Cs Lo Baxaheuse]
IHA& ¥o. 5= A, Boldsn (Southern)
Ues and Scherso = J. Spears & J.
Jm (Panu.)

The Arianess State Usiv. Fezcussien
Easesdle 11-15-78 Jared Syears,
Conducter

Perousszien Enseadle 5-30-78
Hitchell Petexs, Directer

Ovexture for Percussion Enseatle -
Keador,

i o Ko >
ynphoxy for Op. =~ Re Ruasell
(P2 Price dub,) *

Sollnlnihl 1-17-75
taven Bryant Sanshes, Iercussiea

l.hk-lmmﬂm-
Cirese

Semata ¥e. 2 for Trumpet
cussien = A, J. Clress (Clnn)

Perevesion Ensendle  5-1-78
Aathexy J. Cireme, Directer

Ronde Alla Turom - m—ntr {Menu,)

5 Itous fex Sepruse aad Percwssion
m-n.:.c&m(um)

Concerte for Orgen with Farowssion

=L, Narrisea (Peexr

Tatersatiomal)

$Sidezals for Twe Fervwsaien Quertets =
M. Plaszynaka (WX A, = Felad)

13 oL At Backeler

veraity Perowsaiea Faseadle 4-12-78
lil@,omtt Dizester
I(lm)-'
$1x Yzveatloas =
wmmm Yarese (1570)'-
- Touasy
mnenu.mmmak X. Kecky

COLORADO
Yaatan Stals Collace of Colsxude

Cuest Roeltal A&-7-78 Gexdea Sdowt,
Parinsist

Etute ¥e. 13 (Beek 3) ~ C. Stewt
Sesata ¥o. 6 1n X Mejer - Bach
Mamat,
Etule ¥e. 1.2.3 (Boek 1) = C. Stemt
)
Prelude, GX, Op 11, Ko, 3 =
C. 0, Maszer (Stutis & Pred.)
Ztwle Ko 11. 12 (Bosk 3) ~ G, Stewt

:wshl:) (Boek 2) - G. Staxt

Suite far Sele Guitar - A. Vilder
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COWECTICUT
Scaative Music Ing.

Creative Music Fercusslsn Ensendle
6-12~78 Kichesl la Resa, Directer

c:uoo-h = A» Lopak (Vindser Maslc
suu.- o Solo Vidcashens - As Lepak
(Vindaer Maals

« Le]
M'ﬂ.uug A, px(uu.uc

Vhlo.ll of the sm K. la
Quiatet for hzvudol' As Lapk

Gavetts (frem the Fromch Suite ¥e.
) - 1111an w-ﬁ.n

Sonthera,
RRSUIT for Sele Marisbe amd Per-
cussion Exsexdle - J, Jeany

USY Percusalen Knssnble
Robert Ni MoCerxick, Director

Awzige = l.:.x:hﬁn(m.u)
Adagie for Strisgs - 3, Barber

bel,

An Ussesa Action - ¥. Duckwerth
Lover - €. Oven (M)

Twe Mevenents for nﬂm T. Tamala

(Ovabt Tendaha Cory.)
Tandues ~ C. Chaves (Belwin ¥ills)

CRORGTA

Ataes_Sowtt Cellace

Atlaats Chaaber Flayers 10-2%-77

Selitaire (1971) = 3. Xel¥

Trle Semata in C -

Dex Nirt auf dea y op 129 =
Sehubext N

Maslo fox Albiea Feealight - D.
Bedford

Eaaxy Usiversity

Enexy Creup for Ceateapecary Mesls

11-6-77 Soett Dowglas, Directer

Trels Cyrsepells - K, Satle

Twe Fleoss for Cells and Plzne =

Qd.lut O'n 11 “Mattimata” =

Soott Deuglas & Beverly Gllbert
10-2>-77

h)hrlololr(mlh&liﬂ)-
» Mesalzen

l-m‘uou-c.m

Madrigals -

cu-xu-x..)-:u

Zeroax Salversity

A Progran of Misls fox Fivte amd

Pereusaion 2-19-78

Powr Mimlatures for Flute amd Yikea=
ene = J, Deleradinis
H for Flute and -
.

‘Tve Skeichos for Flute amd Yilcajhons =
Jo DeBexadiniy

Sesata for Flute and Maze - 7.
Poulenc

Relse State Universlty

Perewsslen Exveadle 10-
Jeha Baldvia, Direeter »-n
for Percuselen.Easexhle ~
Boak (Xondor)
Rende Sehsrsanis - Detsean (Seutnera)
Cade - Balinger (Konder)
Terowsslen Easembdle 11-11-77

Cede = G, (Kendez)
Shakes, Rattles, asd Rells - J, C.
Coade.
etrab - R, Kvistad (M.}
Reale Schermande - J.
(Sexthern)
Ovectize for Ferowsalion Ensesdle =

The Seldier's Tule - &
: s Tale - Stovinaiy

12+2+77 Jeha Baldwinm, Direster

uurm. - 7, Varleek (tams.)
Sults of Danees - T. Atne (Man.)

Percussion Lnsenble 2-3-96

Jeha Balixix, Direstex

Intredueiion axd Yareh = G, Whaley
(Toadoc)

Sextet = G, Coloman

(=

Pursudt = 3, Jemny (:\_)

Yetallie Wystique = V. Sehinetine
(Senthern)

Streens « ¥, Jeasen (M4 Musle)

Ceaserte for Percusaisn Easestle =
M. A, Braad (Braseyn)

Taeulty Artist Sexles 2-13-78

Jeha Paldwin, Perewsaion

h‘%ﬂﬂm?ﬂumm-
. £or Colle anl
Pexowselon = V. Margeaa {Calaxy)

Tve Nexisan Dusees -
C» Steut (Stulle &)

Metadles = L. J. Gonsalex (Ksader)

Perovssion Bneenile #41-78
Joha Jalivin, Dirsster

Orarture for Terewssiea Easeadls -
Jo Dok {Konder)
Kesturses and Medltatioas - D. Lesd

Comserte fur Enssable ~
Mo Ao Bsamd )

The Swenis of Meda-Liag =~ C, Peteru
(G. Petarw)

Tia Coduia de Desen Yiri® =
Ao Scarlattl/Tayler (Mase.)
Clovas 'um:u-mu' »
vl (Mene,)

Detvaex/Bald
muur( Britehes ~ Go 7. Yolny/Paldwin
Fimale
or;:‘fx vux/::trf.)- (Mama,)
et saldein (Rame)
Boeturnes asd Meditatisas - . Leed

MHM-(W) Tor Purousalea - J.
N
Tanoe Sxits ~ . & Bruak (Brumers)

ties = M. Insasesn

e h:’?u.-u.‘ ~ G Metezs
Jdade $iate Univerzity

ISU Ferowssion Ensendle 11-22-77
Chuck Spushes, Direstar

munalo.:.-'r..nmm(mh
for Perevesion,
Yap2e Leaf Rag - 5. Joplia (Mase.)

IS0 Percusalea m 678
Chusk Spuches, -

fer Fersusaisa Easeshle =
lo& (nuc:-)
Kawkea)

s TWll &
Noe-Down = .;. um()?wn-u Loz Pox=

m&m-c.l.m(n—.)
ol = F. Armit (Mase.)
tie Fox Tret = G. X. Cresa
(m.-.)



Hora Staccato = J. Nelfets

Tanbourin Chinols = F. Kre!

Concerto for Percuselon = D.
Milhad

The Atlanta Chanber Flayers

1-36-78

Set of Five = H. Cowell

Recital 3-22-78 Sostt Devglas

Percussion

Prelule =

Tares Smhl = D. Searlatti

Tour Plocss for Sels Yibeaphess =
L. Spivack

Sesata for Yirupheas = P, Cressman

81x Little Pleces for Farizde = C.
Xnsell

Conversation — A. Miysshi
Twe Nexican Daaces = G. Stout

Baalama Illinels Uslrecsity

Usiversity Feccusslon ant Marisbe
Ereeatie 3-10-78 Jehauy Lo lane,

e

Semata Ne. 1 - J. Losillet {Natch)

latan (Sohess of the Canelan) =
K. Natoh (Natok)
Repectery Pezoussion Ensentle Con-
ocart }-20-78 Creg Kests, Direcier
Thres Drethers ~ K. Calgrase (W2)
lnon M. Padecmax (Noary Alder)

ogre Wasdashe - A, Abed (Lularlg)

M m Sulte = T, L, Davis (cr-tln)
Lendea Bridge = A, Abel (Luiwlg)

Cradunte Recital ¥4-78 GCreg
Xosts, Percusaion

m.-mnnh 'r.l..n-vu )

on Sextet -
X m.u (u.r.r.)
Mutens, Kia Cara for Marishe Easesble -
O, Lasevs (F.D.S.)
Prolude = 8, Tesmari (8. Leoraxd)
Asky Afxica = A T. Free (uun )
. Loomard (i

= As Lopak (Uindoer)

The Song of Questeceat] = L.

(N.F.P.)
Fercusalon Quintet =
T, Cauger (Seuthern)
Jass Yaviaats = J. Beok (Beston)

Perousslon Perfermance Clase 3+22-78

{Southern)
Senata for Tiapual ~ J. Besk (Jesten)

A Night of Porewselon Muale 4-9-78
Jehany Loe lane, Fueulty Pereveciealst

mmmmm-c.
Steut (Stulle &)

Peoas I, n.ummnn:nh
Drusa amt

=8, Saith
Fedla Hm)
for Four: =B, Caxter
(Aswssiated Muslc

Candit for Sels Pervwsalen and Tape ~
Vo Duskwerth (Nedls)

Pour Y for Tinpaai =~ N. Neul-
ptis (P.!.P.)

Noasgrash IV for Sols arisde = Re
Cipeen (Stulie &)

Muale of Tony Cox and Risk Am-
luh 41878

Nece and Cone = Ry Aachels ;m—.)
Dust 1o Dust = T. Cex (Mamu,

o Valversily Pecoussion amd Marisia
Easendle 51-78 Johany Lee Lane,
Mrecter

(Benthern)
mum for Pevevaslon and Taye =
' Eutohoosn (Famr Pob.)
s-m 1n Jase = Yo Pirth (Fiscker)
cuurt 53-78 ¥llian
Iq—t.
Convertine for Marisha ~ 7, Cresten
(Sehirmer)

Nemsrs Reeltal 5-7-78 Willlaa
Beysat

Nevemsats for Marimda Sele = ¥
Irine (Tem-en Mais)

Beasea (Marks
Celleqwy = P. Stag (M.X. Cols)
Quiatet In Five = T Sweatt (W2)

Jwler Reeltal 11-10-77 ¥alter
Tarks, Jr., Peroussion

Bazee of Klssk-Nelred Nowntain
Stein = A. Kovhanoss (Peters)

Seater Resttal N-12-78 Themes
o Percussion

Twe Pleces fer Four Tinpeal = E.
Carter (Kalmue)
Cing Pisoos Breves = J. Delecluse
(npuu Ledue)
M IM.MIUOI-
(a- Co.)

Poreussion Reoltal 4-16-78
Ton Nenseld & ¥alter Farks Jr.,
o

Sematina = A. Tokexspaine (B3M)
Ixproseion Yo, 1 = 8, Pink (Elite

Tallet Sasemdle ¥-26-78
Jone Rhajoely = Naton (Nateh)
somn-n = Nateh (Eatoh)
mwm ¥s Co Clanaling
1 = P, Crestea { )
Run 1o Ve = Love (Meau.)
Mn-s.v.A.r.-nov-n.-I
cmzmho'rm-um/uu

: M;l":h = Kateh (Kateh
%-":I"T: Rorn) = Aadaceia/Nateh
The Stars aad Stripes Pevever and
ever = Sowsa/Natan (Kateh)
Senler Recital 43078 Timetky
Jo Maxren, Feroussion

Abstractions = X, Nashioh (Mamu,)
Paatasy - Xo J-h-u- (Cax) Flsher)
Seven Yariations on a Malimiress -
X, Kaokleh (n-u.)
Yariations = G, Freok (Sewtherz)
Mislees ~ D, Jomal
{Associated Nusic Peb.)

Jaxthuasters Unlyersity

University Fecswsalon and Mllet
nn-uu n-)&n Terry Lo Apple-
bawm, Cond:

Colloqwy = P, Steg (u.u.

Cole)
Sulte em oencert = A. Jelivet (Rleerde)
Youtures in M - T. L. Davis

Puges ;:ux - Wmn’&- lh-;

Calep = Kok (M)
Dases .{ the Sugar Flwa Fairy ~
W/Anhh- (M)

Ualversity Merevesioa and ¥allet Ex-
uﬂh- 2-10-78 Terxy Arsledaun,

uu-x.cqu-( z
1 Pecowssion = P Xaxlia (Chan—
u-n-uunv)
for Perouwssion and
-G.A-Mﬂ.(w)
Consecte Croase, 6, Bo. b -
Easdel (Petecs.

mm-m_n,m—m-
Meomart (Porster;
Cresnaleeres = arr, Felers rnsz
umw::;:-,m/:m M

Ovecture from

m/m
Fooais fren ‘m.-}- Suite Fe.

2 = Bisat/Jseane (Vame,)

nmu-na; :,u.m' Yame. )
-Je 3
llt-(lﬂnh.no- mh}hun
Conedisns Galep = Kavalevaky (FDS)

Studeat Recital #-16-78 Dederak
Xats, AxTenging

Conserte for Timmal asd
struments = !.M(h.l—c)

(raze.)

Craham,

- R. Wyees (Atlaxtie)
Bight Pleces fer Pour -
I, {Asesciated
Trap Dvamar =

3o Ress  (ami.)
Stuleat Resital 4-29-78 Susaa,
Elisadeth Neely, Percussion

Tamaka {Ongaky,
Mveatures for Oue = R. Stern (WFF)

University Pevoussion and Mallet
::-\1“ 5-12-78 Terxy Appledamm,

= Jo Saxe~

Thres Brethers = No Celgrase (WP,
Amuotnn- T.L. Davis (cz-u-

nmuuenm-m.. Davis

ott (M,
Esoemnters IIT - V. Xeaft [01)]

Stuleat Recital 521-78 ¥. Kil~
ton Narpec, Perewsslon

Koom-howr" 8
Charlee Laniis & Andrew Speacer,
Percussion

Fromeh Sulte - W, Eraft (VIN)
ox 1

ox
¥o Firth (Fischex,
Stule in A 0p. 6, %o 2 = C. 00

Masser
e.uzrunnrm-r.m

Twe Allegre Dues = M. Colgmass
(Lawssa—Contd)

Zxltas Cellsce

Percussion Ensemdle 12-4-77
Brwee Carver, Comiuster

Ronde » Detaen
Oolﬂ‘i;t of Intarest = Ro Delp (Kon
Suite fer Percwsaien = ¥. Xraft (wills)
Pecouseion Ploes - R. Nyers (Msatre)
Twe Ritvals = M. Mller (WF2)
Melta Magle - S, Barder (scunn;

Reskown - Copland/MeXineiok {Mams
Student Percwsalon Recital b-30-7s
Fred A. Gisse, Panl P, Ristax, Per-
ownsien

tra = D, Mlawl (tmlv, M.)
Consexte 5 Tyapexd sad
irs = S. Rajhliag (W)

usaer (Studle ¥)
Open your Eyes, You sen ¥y = Co
Carea (Weau.)

Perousalea Easemile 5-7-78
Brwse Carver, Contwster

o eitaay = B CovenCaruc 33

Yhenton Collase

Percusslea Reeital 12-8-77
Reginald Xlepfenetein, Percussisan
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Sesata for Iylejhens = T. B, sitfield

E. 3. Ywebeld, Jr. (W?)

Perewsalon Esssmdle 1-12-78
Eathleea Instaer, Dirsster

Shos )
Bowrres freu Fartita Yoo 1 = Deeh/
Olastesd (8 %)
Dunee -
(Stuie &)
Srem Yo, &~

vmmu 12318
Xataleea Kastaer, Mersuselon

Raglish Suite Ko, 2 = Bach (Sehirmec)
Dealga Bo, 3 = m/mu(n.-.)

Tioven for Sole

L. Spvak (u-;m)
Trle foc Twe Marinkas

R m-u(r-n-h-uu)

Perevsaion Musendle 3-27-78
Kathlosn Kastaer, Direeter

A!ﬂz:';dmm M, Diow
Soxtet for Yislin and Pervasion =
Ao Novaahess (C.7. Pelers)

ta Peroussd

Frochaax-Sophoners Poreuseion Neoi-
tal 3-28-78 David Napiaa & Tin
Pereussion

Killer,
Consertine for Xylephons ~ To Magw~
sl (C.7. Motors)
Consectine for Naxisda = P, Cresion
(Sehirnex)
Semata for Saare Dewm and Plane =
b ).é-hl (l.l.,:h) «
Ingrevisations pour
Piane - (Kevgel}
Rtude in A ﬂ-lt C.0. Museer
Stulle
Ziule Opua 6, ¥oo g-e.o.n—c
(Canale Ninged,
Cazariss = K. Carter (A.-od.lhl)
Faxeh - B, Carlec
Sovata for Iylophens = T. Be m.:un
(C.7. Peters)
Exike = C. Burlea (Creative Ild‘)
Tecwusalen

Devale for -
3. Ciress (Cizens)
Indlsas State Usivesaite

Perousalon Nusemble 42578
Keal Flwegel, Condmsier

Teesata = A, Cizastewn (Mam.)
tlons

Sealer Resital A-8-78 Deas arie
Niltes, Fervasalon

maftu-;aunm-u«dm

uvmu'mo- 2. Staen (W)

mwumx-r.m(n—.)
'kul.nkgob - CM, ToR

Perewsalen Exsastle A-17-78
Goerge Cader, Direster
The Joines and ihe Die-Narl -

X. Tima (M)
pa’ = J. Cormon

muum( ,o)l,lo.z-

Gornh—
M%-)
Sealer Reeital #-23-78 Xarl Ci2-
ert, Fervnsaion

annle?cuu-l.w

Mo,

From Semata Ko, 2 in D Minec Op, 101 ~
Re (Potecs)

Yalse = K. Erleg

Etule ¥e. 11 = Fu Sor (pu-.)

The Leve of LiNistesre = Co
Iaxeey (WF)

Jualer Resital A30-78 Dradley
¥, Crall, Feromssien

7/8 Bomp = M. Coldenteng (Capell,
Trve Mctite, o, 2 1a D, Waee =

Ints
MMMW-I.M
(ledue)

ml‘dhl =078 Richand
The Yieter = 3. Jorg
Somata ¥e. zho.m Nanded

Yariations sa the Veatninater Cleek
Thess (Pere. Press)



La Fille aux Cheveux de Lin = De-
busey (Ladvig)
MorTis Dance = W, Kraft {Adder)
Taconeo Clasico = F. M. Torroba
{¥anu.)

oA
LB Youre Junlor High School

Parcussion Recital 9-26-77
Jases Bawden, Fercussion

hree Fleces for Four gm
E. Carter (Associated,

Gopata for Marisbe and Plano = P.
Tanner (M.M. Cole)

English Sulte = W, xnn (Avard)

Tinplans = 9. Coodsen (Mills)

Solo and Enseatle Festival 2-25-78

Cut and Shoot = Heq (Belvip Kille)
Tispeni Solo Mo. 2 - Price (F)
@y in the Snare - Lotsenheiser
(muln Hills)
Tinpani Solo No. 1 - Price ()
Farade of the Clicking Sticks =
Lotsenheiser (24ludn win Midls)
Drvamer's Delight - Bdn.nu (auhﬂ:)

(3edn )
Etuls ¥o. 40 = (Creative,
Symeo-Stix - Schingtine (souunm)

)
Gooeral Pershing - Keney (rillsore)
Soliliquy ~ Davis (Creative,
Hodnhuon - 3lount (Fillmore)
ossa Novacalne - T.L. Davis (Barm
Mun)

YANSAS

Upiversity of Xanais

Percuseion Enseable 5-9-78
George Jobert, Director

o«ﬂm o E(Mw‘ion Enseable~
» Bock
t:nu!. Se Silent = B. Penser {Menu.)
mu» = ¢y Chavez (Midle
s«uu for Twe Planos
sion - Bartok (Booesy & laku)
MENTUCKY

Yestarn Kentucky Ualvarsity
studeat Recltal 10-28-78

Caribbesn Drummer - S, Peldstein
(Beluin Mllg)

Rhapeody for Farizbe = N. Flusgel
(xendor}

Percussion Enssables 111477
Esery E. Alford, Conductor

Overturs for Fercussisn Ineeabdle -
J. Beck (Kendor)

Streans - ¥. Benson (MCA)

R011-0ff Ahuwde ~ V. Firth (Placher)

Introduction and Merch = G. Whaley
(Kendor)

- 7. L. Davis (Barn=

house)}

Toccata for Fercussion Instruments -
C. Chavez (Mills)

he Swords of Moda Ling - G. Peters
{Drume Unltd,)

Koseable Cone.x't 7-15-77 Bob
Kidder, Conducto:

Siagle Sanbe =~ T, A- Browa (Southern)
Thres Brothers = N, Colgrass (MPP)

A Tercusalon Clinlcs Prepring for
hlunl 2-11-78 Solos: Snare Drim

hxlxun Minuteman & Rickery Sticks

m-:. Pratt (Belwin)
Imhrlul&chmodlq Downfall
f Parls frea

Lone)
Scholaatic 2/% = G.L. sm- (c L. stvn.)
p Ahoey = W. Schinatine
aomu Acoenta = B. Boseart (luhn.-k
Unrolly Pe: - F. Hoey (Sou=

M
Acceatric = J. Meuse (Stulio-IR)

Solo #5 from uzmul*ﬂ.wﬂ -
S DeorS3ots Sac 1 = As Payson (WP}

frox
Solsa - J. Pratt (Beldin nm)
lol.lhg in Rhytha & The Three Cax)

Em.l = Ce \Wilcoxon,
Staxina = Mo lh.rkwlch (uu-uvo)

A Percuselon Clinics Prepsring for
Mﬂvﬂ. 2-11-78 Solos; Fallet

crunt for Marixbe = M. Pcuw(‘ (P.t;n)

Sonato-Allegro = M. Fe Pete:
Skatars Walts - Valdieufe)/Jol2sf
{Mubank,
Yaxiabe = Frock
fardel/Musser (Bel=

Drops = M. Peters ( hun)
Freckles & Flowers = T, Brovn (Knldor;
Caprice Yalsant = G.H. Creen (Fischex,
Scherso = R. Lo Presti (!.ulvl‘)
!om(»;..mx- the Rain = M. Pe

Rul
hx—pS'.u-.l Commotion = T. Brown
m(‘mn )Gl (Southern)
ox = Re MII 22
Satre Dmtzo = Khatchaturian/Colden~
berg
Comedian's Galop = Kabslevsky/Peters
{runs N

A Percussion Clinics Preparing for
hlﬂvﬂ. 2-11-78 Solos: Multiple
Percussion

Ubangi Sersnede
Solon - C. uueoxon Wilcoxon)
“Termary from
= R, Burns & 3, Feldsteln
H. Adler)

Suspension & Trisd fro= Elsasntary
= Burns-Feldsteln
» Adler,

Solo for Mtlnlo Pczgmien =G,

Froc!
JtoCo & ou on.
= Durns=
Fonnum H. Mlor)
Hexagon & Carribbean Drummer from

ml-huluun He Addex,
The Three Headed Drumeer = W, Schin=
stine (Southemn}
Resonances & 4 Sonic Flatesus &
Concert Etude froa
n « X, Goldwndberg
Chappell

A Percussion Clinic: FPreparing for
Festival 2-11-78 Soloss Timpanl

Sitting Bull - ¥, Firth (K. Adler) N

=W,
Dance Prialtive — F. Nouk (rr)
Ballad for the Dance = Se Goodman

Sonats for Timpani - J. Beck
{Boaton Music Co.)
Selo mnen fgr Tixpani = G, Frock

A Percussion Clinfc; Prepering for
Featival 2-11-78 Percussion En~
seable

Percussion on the Prowl - W. Anslinger
{Pro

Boasa Novacaine = T, Davis (umhmac)
Toccata uiuwut Instrusents
Yayer {1
Thres Dances ~ Hchu-h (rp)
Au.gm.to We u-on (Schirmer)
Scherzlno = W. Benson (Schirmer)

Boy Part Sketch = J. Speaxs (Berm

uu-ou Rinmbe = Y. Pirth (Hndur)
Introductlon and Merch = G. Whal

(Xendox:
Ortental Mawbo = T. Davis (Creative}
huu(umsc c:;a ~¥. Chazkovaky

Kowat - J. KeXenzle (WD)
Thres Brothers = M. Colgrass (W7}

‘The University Marisbta Ensesble
4478 Emery F. Alford, Conductor

Comedirne
(Druma Unltd.
Belero - Rosales/Musser (Porster)
¥illian Teld Overture ~ Roeslai/
Katch (Keteh)
Sabee Denos - Khatchaturian/Hatoh

Resenstion - Es Alford (Feow.)
bt Mu Alphe Spriag Coscert 4-10-78

Freckles and Flowers = T. Brewvn
(Xender)

The University Fercuesion Ensesble

4=11-78 Exmery Alford, Conductor

Three Brothers = M. Colgzss (MFP)
A 1a Menigo = M. Meters (sn)( )
Percussion

Syaphoxy No.
Octet = A.Js Cixons (c:.rom)
Tocatta Wi nts = R.
Meyer (Kemdor)
.« 5= M.
Gl 3
rcuesios Sulte Ke. 1 = L. Bellson
[2 In

XLU Percuseisn zad Mallet Essenbles
11-16=77 Allen ¥ojters, Divecior

Thres Brothers = M. colmu ()
Dewdls Percuss:

Choix = M. Comde (Soxthern)
Suite fo: Pezoveslon = ¥. Kraft (Kills)
Africen Velcoms Plece = M. Uldow
(U of )unA
Divertimento, K. :)s Mosart (Ge
Schirmer)

o8 = L. Shaw (The Horn~

essoger
Overture from “Fost and Pessant” =
. Von Suppe (Schirmer)

Gueet. Artist - Gordon Stout ¥-1-78

Etude #13 froa Book 3 - G. Stout
{Manu.)

Sorata #6, X Majer = Bach/Stout

Sulte far Sole Guitar, in Four Move-
wents = A, Wilder/stout (Masu.)

Plece for Merisbe = R. Stom. (I’AMI.)

Danse Restes - R, S

Tanbourin Chinols = r. thhr/ﬁmn

(rincher)
Mexican Depces for Marimbe ~ G.
Stout (Stuslo 4)

A Percussion Symposium 4-1-78
Guest Artist, Cordon Stout

{Kortheast Louisiana University Per-
cussion Ensexble, Allen Wojters, Di=
rector)

Swords of Modx Ling = d- Feters
Encore in Jazs = V. Fi)
Quartet for Papsr Bags = L. Spl-

Two Ritaicas = A. Roldan

(Louislana Tech University Mallet
Ensenvles, Gray Barrier, Director)

Senor Mouse = Co Coxes

Matona Mia Cora = Lassus

La Flute en Chantes = Eavel

Dance of the Sugar Flua Falries =
‘Tehatkovaky

Star Wars These = arr. G. Barrier
(mau.)

(Baylor University Fercussion and
Mallet Ensesbles, Larry Yaniandinghas,
Director)

Miltiples = Schuerts
Alchenles = Wettsteln

Time for Marimbe = Miki
Capunne

Rota =
Pine Apfle Reg = Joplin
Soft Shoe Dance =

On the Wood File = Brever
(Northeast Louisiana University Mal-
Jet Ensendles, Allen Wojters, Di-
recter,

Five Madrigals, Yol I - arr. M.
Hows

mmrin for Four Horns = L
tmxum to "Hagic Flute™ = Mosart/
Dutachke

Bowery Rag = To Turpin
Recuerdos De La Alhastra - F.

TaCTOge
Cing Eﬁ\du pour Cultare = He
Folka, from “The Golden Age Ballet™ -
Shostakevi

ch/Peters
umoruncouahm 7. Saatana/
C.0. Musser

Junior Recital 4-11-78 Brenda
Cas o, Fercussion

Etude for Taperscorder and Fercussion =
Cahn (Manu.

KLU Percussfon and Mellet Eaeeables
5-20-78 Allen Wojtera, Directer

swz?uofh-huu-c. Paters

s Drua Shop)

Prrandole ~ Biset/Fetexs (Prask’s)

Andante for Mariabe - P. Taaner;
Vojha e,

Folka, from Golden Age Dellet” ~

Shostakovich/Peters (Frask's)

Dance of the Conediane ~ Snetans/)

(Torster,

Jumser Recital 4-24-78 David
Steinquest, Parcusaion

so_;arvrnmmmm-

Bowsry Rag ~ T. Turpin/Steisquest

Mufc of the Dey = B. Fodemhof
Xendor]

Tive Etudes for Maxiste, Book 1 =

Prelude Op. 11, ¥o. 3, mior =
C.0. Musssz (Studio &)

Sophomare Mecital L-26~78
Carolyn Thesason, Percussion

Prelude and Fugue - Bach (Kel Bay)

Concerte pour Marimbe st Vikcajhone =
D. Milhaud (Enoch & Co.)

Recusries de 1a Alhambra = F. Tar~

Tenner (Menu.
vnuhAMm . 39, Ko. 15 -
rahne (Mol
cen Danoes - G. Stout
(szum &)
Chinels - F. Krelsler/
Greea {Fischer)
QU Yarisba Qurtet 5-2-78

#2, Yol. 1 = L.l. Shaw
The Xermists'

> n9, val. 5-1..:.w

wl’l’hvlll' Wy M.C
s, Vo trane. Wy M.Co
Hove {The Kormist's Kest)

lou-rn ~ Kandel (Schirmer)
Andy Guep - K. Dixen (Fishcer)
= J, Wechter (Schirmer]

Frivpery £15, Yol & = Sosething Bor-
rowed - L.E. Shex (Koralst's Keat)

Senlor Recital 5-11-78
P, Crocker, III, Percussion

Chinois = F. Kreisler/

Green (Fischer)
enda = 1. Albenis/Blain (Sohirmer)
Etude inC hjoxt Op. 6, Ko, 10 =

Spanada
Anh%u Mmlu Dnm G.H. Green
Thovghts !bf Fluts and Vibeaphone =
]

Concertino for Marimba and Orchestrs =
P. Creston (Schiraer)

MASSACHUSETTS
Zoston University

Fercussion Enseable X-7-78
Thomas Cauger, Conductor

Rnythuic Inpcessions = J. Hitsock
(Manu.)

Serenads in Fercussive for Clarinet,
Couble-Base and Percussion - S.
Fink (5.I.M.)

Ritao Jonde = C. Surinach (AM.P.)

Inuo-;uc!(.ion and Allegro = J. MoKen~
2o

October Mountain = A. Hovhaness {MFE)

Eve!uﬂon for Parcussion with 5¢=
Toa.w und French Horn =~ He Far-
‘berman

Percussion Lreeatle 11-7-77
Comn for Percussion = G, Amdrix

muu- Ko. 3 = L. Marrison {(Peters)
nounu- W. Xraft (5M0)
Alte: = M. Shinohkra
Cnncoxto G.P, Telemann/Fink
Spanish Dance = Ko Gransos (3tu~

dlo &
Tonimation = E. Yaress (Ricordi)

Senor Percuesion Recital 12-l9-71
George John Mardinly,

Sonata for Two Planos and Percus~
slon = Bartok (Boosey & Hawkes)

Compm for hxhu and vnnphou -

Saleh’ from LAlgtatoe du Soldat =
Stravineiy (3.0, Chester)

Graduate Fercusaion Recital 11-2-77
Dan K. Morgan, Percussion

Lyzique {or torisbe and Plano, 0P
16 = S. de Castyna (YER)

Somta Il = Bach

Track 1 for mlunh Percussion =

D Morgan
Concerto for hxhh. and Orchestra =
3. Basta (fanu.)

Gradvate Percuselon Recital 2-16-78
Lauxence Desh, Percussion

Duattino cancdrhnu Lor nuu ad
= Y. Dahl (Te
violin Concam 1 D Major, ep. 77 -
Prahme

Concertine for Yiolln, Plano and
Percuselon = R. Davidson (Manu.)

Concerto No. 1 in D Mejor, op. 6 =
X. Paganint (International)

Graduate Percussion Recital lo-lo-?B
Mrienne Mendelsohn,

Sources IIT for B=flat Clarinet and
Percussion = D, Busge (lnulo)
ul Orchestra

1en Mualc
le htlt Bexger l La ¥ille aux
crmmlx de Lin = Debussy/T.L.

s (Baxnhoves;
A ‘n»lo fox' Goodbys = T.L. Davis
{Sarnhovss)

Senler Percusaion MIN 5-10-78
Eugene Gllmartis, Pere!

The Joiner and the Die-hard = K.
Manu.

(Toasongs, 1.
So Sincere = K. Minnesar (Aluoard)

Rrows University

Brown University Percussion Insezdle
3-18-78 Joha Christle, Director

Manapas Mexickaas = C. Chay
mu for Percussliom = C. Chaves

(Hﬁl s)
unga Serenade = C. Chaves
chlpulupoe Sulte = C. Chaves
Pascaras (Divertimento for Merizbe
and Wind Orchestrs) = M.
Kurl-Aldana
La Fiesta Mexicena = N. Owen Keed

Ny Eaelsad Consarvatary of Malc

ry Percussion Enseadle
u—;o-n l‘nﬂ: l)-uln. Comductor

. 5 5
asd Tape = H- D.vldw-b (Be2~

satom e o
MICHIGAN™

Veatsrn Michisan Unlversity

Prograa ¥o. 1} 83177

Suite fer Marimbe = A, Flssinger
(Percussion Arts) *

Prograa M. 20 10-12-77

Lours & Prelulio = Bach Esa.mu-
Feditation = P. CTesten (Schirser,
Preluds and Licks = C- Mais (anu.)
h.nhn on Jajanesa Wootk Prints =
Hovhaness (Peters)

Progran ¥o. 42 11-13+77 Univer=
ity ¥ind Enenble Eddle Greeas,
Director

Xochiplldl ~ C. Chaver (Mills)

Prograa ¥e. 8t 12-11-77 Unlver—
dltq Symphonic Bends Eddlie Creen,
Directer

Concertino for Mariaba = P. Cresten
(Schirmer)

Progran Koo 109 1-21-78 Univer~
sity Percussion Enseadle MNicheel
Yarner, Direcior

Musica Battuta = H. Sehiffman

Evolutions = S. Leonard (Leonsxd)
Xyles = 5. Leonard (Lecnard)

*or W 2=17-78
:oc tal chasl Vu-url7‘7 MM\‘;‘I
5t

Mexican Dance = G. suuc (Stulln )
Sonata = J, Beck (Bos!
Etule in A~flat = c.o.

(Stutio

)

= Chopin/

(Forster)
March = E. Carter (Asecciated)
Age of Gold = Shostakovich/Haga=
nind (Musicus)



‘Time = M. Miki {Cngaku no Towo z
Monogragh IV = R. Glpson (Stwdlo &)

Plaid = M, Varner (Manu,

Centenniel = M. Varner (hnu.)

Progran No. 18} 3-15-76 Univer—
alty Percussion Ensexble Michael
Varner, Director

Cataphonies = L.
Evolutions & Xyl

Leonand
Veird Sisters = Y. Hazoard {(Jessaw)
Quatuor your flutes = P Dubols

la Cacch Goby ‘!vleu.un {Bexben)
Canon for Percussion = S, Goodman
( Belwin Milly)
Cerexonlal for Fercussion and Yiano =
¥, Creston (Schirmer)

Spring Conference ~ 37<78 fer=
cusaion Ensenble

ner (Fox)
» Leonard

-8

African Skok:hes = Ko Wiillans

mmuion = Kauschernberg (Try)
FPercussion Music = Colgrass \&. Hoxrris)
Japeness Iapressions = Clrone (Girone)

Winter Master Class
Yollow Aftey the Kain ~ M. Feters
Peteys u

‘Sonata = Pitfield (Feters)
£/& 3.%de = Goldenberg (MFLY
Sorata for “iapani = Beck iboswn)
Lne; Manu, )
Morris Dance = W. Kraft (WM}
Kalamazoo Junlor Symphony = 2=19=74
Hexb Butlex, Direcier

Gencertine for Xylophons & Orches=
tray = T. Mayuzomd (Peters)

Program No. 228 4=9-768 University
Sympheny Orchestra Herbert Butler,
Plrector

Fantasy on Japaness Woodprints = As
Movhanness (Peters)

MIMMESCTA
Lollese of Saint Penedjct

C3B/3JU Fercussion Enu-blv W=37-28
Morzis Alan Brand, Direc

ungarian Dance No. § = Brahms (Mamu.)
Mca »ulu for Percussion Dotet =
M.A, Brant (Bramora)
Japaness Iapressions = A. Cirone

Cixone,
‘e Comedien's Suite = D. Kabelevaky
(Manu.)

N JERSEY
Kean Collses of New Jersey

Percussion Enseable Concert
5-12-78 Pawl Price, Director

Caremonial = Y. Creston (Schirmer)
Concn-to for Tuba and Fercussion =
o 5. Hartley (J. Boonin Cos)
Pu-uclu = 7. A, Brown (Southern)
Prometheus = M. Xupferman (Genersl)

enafly Percussion Ensemdle 6-10~78
Vﬂur Gv Schnelder, Director

Septet No, 2 = Griffin (H:.P-.r)

Pursuit for Solo Mariaba and Percus~
slon Enulblo = Jenny Ehn“‘)

Thres Bro MFP)

Metalic wn ue = Schi.muno
(Southern.

Fixations = Snider (Barnhouse)

A Time for Jazs - Spears (Southern)

KIPAS Percussion Ensembls 6+10-78

Paud Price, Director

Alrs & Cadensas for Percussion En-
senbie and Synthesised Tape -
Shusway (PEE]

4 = Varess (C: 1)

Zsraf2y widdle School

Percussion Ensenble $-11-78
Walter . Schnelder, Comductor

Septat No, 2 = Griftin (HaMar)
Pursult for Solo Marimba & Per—
eu;icn Ensentle = Jenny (Per=
mus,
And They C;l. o Flay = Schinstine
.
A Time for Jazz = Spears {Southern)

Percussion Enseadle 516-78
Walter C. Schneider, Director

A Time for Jasz - Spears (Southom)

Tenafly Percussion Ensemble 5-5-78
& 5-30-78 Walter C, Schneider, Di-
xector (Lecture demonstration concert)

Septet No. 2 = Griffin (HaMar)
Metalic Mystiqus ~ Schinstine

Tuces Brothers - Coleraas (HFE)
mthm 0]
Arﬂm.x to Play = Schinatine

Ahree Dances - Benson {Chappell)
A Time for Jaze = Spears {Southern)

‘Tenafly Percussion Enseable
Walter Schneider, Director

Septet No, 2 = D, Griffin (HeMar)
Pursuit for Solo Merimbe & Per-
lerass H!'Pz

Matalio Mystique = Schinstine (South-
orn,

Fixations » L. Snider (Barnhouse)

A Time for Jacs = J. Spears {South=
ern)

WIPAS Percussion Ensesble

Faul Price, Director

Alrs & Cadensas = S, Shumway (PPF)

Jonisation = E. varese (Columbo(Ri-
eiordl)

NEW YORK
Breoklyn Collate

rocklyn Collegs Percussion Ensenble
3-26-78 Horris lang, Director

Prelude ard Double = J¢ Rel~
chert

lang e
Pemsslon Music = G, Steiner (See

Concom for hrcussion Crechestra =
Fo Gtio (Mam
Frelude - T, locvcnd!a (Donenus=

Ansterdan,
Madrigals Book I =
Cro=Magnon vuuziom - v. am.
(Mmnu. )

Rerklee College of Music

Senlor Percussion RecitaX 46-76
Faul Johnson, Percussion

Blue in Green = M. Davis (Manu.)
The Discourse of Insects = K. ilch~

ards (Manu.

In ¢ = 1. Riley (Menu.)

Conczm for Marisba = R. Xurka
B3

Dun,}l-un P. Johnson {Manu.)

Gou = K. Wheeler (Manu.)

Jamalca = P. Jobnson (Menu.)

To 7wo Too Frayed Friz Blues = ¥,
Jobnson (Mesu,)

A Fercussion Orchestra 4-27-78
Dennis Carlacn, Director

B. G. Cadence = D, Carlson (Cosmos)

Tuenty=Cne Ate For Ereakfaat - D.
Carison (Gosmos}

Theme For Fart thres - D. Carlson

Cosmos,
Devoro saltz = R, Fristy/Carison
(Cosmos)

Three Mamizanophones = D. Carlson
(Cosmos)

Tuv-Saabe = G Radford (Cosmos)

Flying Dream = D. Carlson (Cosmos)

Chaka Waka = D. Carlson (Cosmos)

Lrane Schog) of Music

Student Recital 4-23-78 Gary
France, Solo Percussionist

204C"s Sortie = A. Ablo (L\ﬁwig)
Sulte for Timpanl - Houllif

Etude ¥o. 6 for Concert Snare Drum =
M. Houllif (Rotadem

Prelude No. 3 for Mariude = R. Helble
(Manu.)

xican Dance No. 1 = G. Stout

(Studlo &)

Etude in C Phgot = C.0. Musser
(Stadlo &

Ko Mystery = C. Cores (Manu.)

Conversations for the Adraxas Per~
cussion Group = G. France (Manu.)

Crane Fercussion Ensemble 5-2-78

‘Three Puerto Rican = M. lang ?nu’;)
Bosaa Pequena = T.C. Frezure (MFF,
Two Ritusls = X, Miller (MFE)

Sigaa Alpha Iota Concert 5-6-78

Concerto for Seven Trumpets and
;h);.nl. -)Altenburs (Music
o
Xing of Denmark = Feldman (Peters)
nn(%n for Timpani = Bergamo

of o -

Yersity of Rochestsar

Eastwan Percussion Enseable 3-15-78
John Beck, Director

Inages JY = E. Tanerbaum (P. Price}
Concerto for Tuba and Fercussion

Orchestra = ¥,5. Hartley (Boonin)
Tiabo = T, Loevendie (Donesus)
Concerto for Drum Set and Percussion

Ensemdle ~ J, Beck (Manu.)
Senlor Recital 73-16-78 Ronald R.
Strnad, Fexrcussion

Two Mo DIXI:O‘ for Meriaba = G,
Swut {Studio &

Soliloquy for Unaccompanied Tim~
pani = Ro Albagld (Menu.)

Sonata I (G Minor) = Bach (Feters)

Inspirations Diabolique for Per~
cussion Solo =R 'h?nu (Try)

Hora Staceato ( Dindcu~
Heucts/t:oldenbcxg (Fischer)

Percussion Group 3-22-78 Richaxd
Albagli, Erik ¥ettstein, Directors

Ales, a of chance = H. Farber—
Pan (Ceneral)

Am- moue- = P, Garland (Manu.)
Amores = J. Cage

Xnuncuou =Y. Bergamo s )

Auriga = R. Swith-Brindle (Feters)

.vuxupouuon No. I = H. E1-Dadh

Invonuom. ope ’0; = Mo Xabelac
(Panton Praha’

A Concert of Percussion 4-20-78

Richard Albegli, Percussion

Lugo from Syaphony No. § = Dvorak

hnud for Vitrarhone and Plano =

J. Behrens (Maau.

Chaconne fron Partita No, % - Bach
(Peters)
Choralest O Come -

Alhul!. (M,
d l(o Mk (Ja). Fod, of Com=

Muuteo from Symphony No. 5 =
Mahler (Manu.)

Recital in Percussion 4=-26-78
Quintet for Percussion = J.T. Alfierd
Manu,
Masica Battuta « H. Schiffwan (Asso~
ciated)
¥hen Sunny Gets Blue = M, Flaber
u.
Splendid Isolation = D. Belk
(ranu,)
Student Recita) 4=26-78
Walter Uslatynski, Fercussion
Diversion for 1\» Do Erb (Merion)
Toccata for Marimbe = E.L. Diemer
(k)
Four Pieces for Tympeni = J, Ber—
o
Furioso and Valse in D minor =

E. Hatch (IRY)
Firevorks — W. Usiatynski (Manu.)

Frelude I from the Well Tenpered
Clavier = Bach {(Kalmus)
Selections by the Black and Blue
Marinbe Band = ¥. Usiatynski

(Mo, }

senlor fecital 4-27-78 Theodore
Rounds, Fercussion

Faxtita No. 3 in & msjor = Bach
kncounters III ~ W. Kraft (wix)
Torss IIY = K. Miyoshi (Jap., Fed.

on,
Toen = E, Wettsteln (Manu.)
Praeludium and Fuga XXI in Bb

Major = Bach (Kalaus
Triplets = G.H. Green (Manu.)

Senlior Recltal 4~27-78 Mark H.
Foster, Pexcussion

Elgnt Pleces for Four Timpani = E.
i

Associated,
Etude 3 - G. Stout (P. Price)
Conversation ~ A. Miyushi (Jap.

¥ed. Conp.
Xars ~ W. Cahn (Menu.}

Graduate Recital 4-27-78 Carolyn
Wilkine Ritt, Percussion

Son&za for)‘lylp.n.l = C.W, kit

Suite for Marimbe - A.J, Fissinger
(Percussion Arts)

Intercourse I = C.V, Ritt (Manu.)

Time = M. Miki (Jap. Fed, Comp.)

Percussion Em-blo 5878
Ruth Cahn, Directo:

Pllatan = E. Katch ?htch)
Scopes = B. Seawell {IRY)
.xuxumimn- #1 =~ K. Eb-Dadb

Shapes = x.L. Richmond (Manu.)
Bondardments #2 = R. Moran (Peters)

Cs o +

Fercusslon Enssable 5-1-768
Howard Van Hyning, Dirsctor

She is Asleep = J, Caae {Peters)

Ostinato Pianissiso = H. Colwell
(New hulc)

Undercurrents = M. Houliff (anu.)

ch?g Xountain = A. Hovhaness

Music For Percussion = M. Lifchitz
(Manu.)
te University o

Rew Paarz

Senior Recital 3-19-78 Kancy L.
Rogers, Fercussion

“wo Thirteenth cant\u—y Motets =
Anon. (Mam

Preludto = L. nomm (Schirmer)

‘Three Dances for Solo Snaxe Drum =
W. Benson (Chappell)

The Kirg of Denaaxk = M, Feldman

Tocc?u. for Mariaba = E.L. Diemer

Fronch Sulte = W. Kraft (W1K)
The Whistler = G.H. Green (Boston)
Sonata for Timpani = J. Beck (Boston)

State University of New York at
Stony Brook

Brog)

Percussion Ensemble 4-26-67
Octaphonics = X, noumr (mm)
Inprovisation sur Kal.
Bouler (Boonin;
Or, What You Will - K. Hosley (n-nu.)
#5 for Five
Flayers = M. Davidovaky (Belwin

.
Ringing Cr)nxxu - C. Vuorinen (Peters)
Dan Kennedy, Fercussionist 3-14-78

Christass Bell = J, Botguo (Manu,)
Duettino Concertants - I.

Tetra)
Suite No. 1 = E. Ulrich (FP)
Jack-o-lantern = L. Smith (Manu.)
Childhood = N, Gibbe (Creative)
Contenplation = M, Houllif (Permus)
Frometheus = M. Kupferman (Manu.)

Srmacuee Unjversity

Graduste Recital 2-10-78 Richerd
Consldine, Percussion
Concarto for Percussion and Orchestra =
1ha Universal
Solo Impression for Thres Tinpani =

V. Firth (Fischer)
Fyguy”"s Suits = L.H. Stevens (r.nu.)
Two Mexican Dances for

G. Stout (Studlo 4)

olude and Fugue in C Major = Bach

¥anu,
Prelude for Marimbe No. 5= R.
Helble (h:u.‘): yagor for the
Fantasy in jor
Mariate - R. Helble (Studlo b)

{ Percussion Crand Concert
2-%—73 Ernest Muzquiz, Director
The Swords of Moda-Ling = G. Peters

Man:

&y
Rondeau for Percussion = F. Bencri~
scutto (MFP)

for Plano and
Ensexble = R. Kelly (ACA}
Ogoun Badagris = C. Rouss (ACA)
Gypsy Song from Carmen - Bizet/Muz=

quiz {Menu.)
Witches Dances - E. Hachowsil (Hanu.)
Lover = R. Rodgers/Owen (vanu.)

Concerto foxr Drum Set and Fercussion
Ensesbls - J. Beck (Kendor)

Student Recital 3-8-78 John Lipton,
Percussion

Multiple Pexcussion Solo = G. F. Mol=

enbeck
Sonltinl for Three Timpani and Plano =
A+ Tcherepnin (Boosey & Hawkes)
$ix Allegxo Duets for Percussion =
M. Colgrass (Schirmer
Reverie for Marimba - G. Stout (Manu,)
Two Part Invention No. 6 and Koo 8 -

Seh!
Scha‘xso Caprice = C.0. Musser (Studic

Faculty Recital 3-22-78 Esnest
Muzquiz, uasion

Variations ~ E, Baxraine (Editions
Costallat}
Etude in B, Opus €, Ko, 9= 0.0,
ser (Stud! u)
Frelude In G, Opus
€00 Musser (Studla k)
Octave Etuds in d = L, Coodrich

Etuda in A-flat, Opus 6, Hoe 2 ~
C.0. Musser (sv.udlo 4y
Etude in ¢, Opus 6.“N¢. 10 ~ €0y

sser (Studlo
lmplx-;t!ons Diabolique = R. Tagawe

(25
Yarinda Sulte = P. Sifler (Wi¥)
Six Pleces ~ v.L. Cann (Manu.)
Concerto in A Minor for Twe Violina =
Vivaldl (Belwin M{lls)
Fidale-Faddle = L. Anderson (Mills)

Seniox Recltal 3+25-78 Seott A
Myexs, Percussion

Sonata for Percuesion ant Plano =

Ope ¢ = Ha Kurka (Velntraub)

Three Moods for Fercussion = 0.
Mancind, Jro (Menu,)

Spece Modela for Percussion and Tape =
M. Ptaszynska (Lang.

Chokin' ‘The Bell = Back Talk = M,
Brever (Menu,

Graduate fecltal #%=9-78 Xichasl
¥. Bull, Percussion

French Sulte = ¥, Kraft (NIM)
Concerto for Pnihbn ;nd Vitwaphone ~

Bl!ux'h‘skotch F. Dervi

Suite foxr Marimve = Flssinger
Frank's

LALL-0fLL « Ry Pock (M.M, Cole)

Tawbourin Chinois = F, Krelaler/
Green (M. Y. Cols)

Junfor Recital 4~13-78 laurance
A+ Luttinger, Percussion

s Dance = H- Xeaft (WIN)
m.udc oy. &y #6 = C,0, Manser
(Sradlo ’0)
Pr'llzdo Op« ’{l. #3 = 0.0, Musser
4!
Pnl\zdu 0;. '251, #7 = C.0. Musser
Yiolin Concerto in I Major = Bach
Man,

and
Pu Tannex (M.M. Cole)

University Percussion Enseable
U=25-70 Lmnl Musquis, Director

Blue Rhythe Quintet = A« Xorf
Drums,

. .

Dlacoustics for Plano and Percus~
sion Enseble = R. Kelly ACA;

Cantlcle No, 3 = L. lhﬂilon HFE,

Gypey Song from 130t/
Musquiz {Manu.

Back Talk = H. Bn\ur/mm (Manu.)

Anised states Kllitary Acadesy.

Solo Percussion Concert 3-10-78
Kancy Rogers, Fercussion
The Vhistler = G.H. Green (Green)
‘Three Dances for Solo Snare Drum=
W. Benson (Chappell)
Computer Music for Fercusaion and
'hg: L, Killer & G.A. O"Connor

Sonats lot Three = F.J. Fyle (Lo

FPrench Sulte = V. Xeaft (14}

Ccncz:u;o for Timpani = M. Colgraas
of Muale

WCM Percussion Eneeable 5+23-78
Janes Earl Barnes, Director

Scherzo = Goodmen (Belwin Hﬂh)

vislinen = Telsmann (M
Tric for Percussion = Benson (m)

NCRTH CAROLIXA

Esaiem Caroline Vnlveraity

Young Artlat Awexd Winner 4=11-78
Maric A. Castanc, Fercussionist

'Two Movements for Marimba = 7. Tenaks

rvur(;-nu g pani ~ ¥, Howllif
thae for Percuselon Duo = G,
Sebe )

eky (Fotedan,
Prelude Ko. 1 from Marisbe = K,
Gas
Sources m - n. Burge (Tetra)
xican No. 2 ~ Go Stout
(Stodlo 4)

Saith Stokes High School

Percussion Ensestle 6=5-78
Steve Shelton, Director

Crescenda ~ Lapak {(Vindsor}

Oriental Meabc = Davis (So thern)
Allegro from *Water Muslc™ = Kandel/

Moore (Permus;
Yaple Leaf Rag ~ Joplin/Barrier (Manu.)
Overture for Fercusslon Ensexdble =

Beck (Kendor)

Harch M1itaire = Schubert/Brand
(Bn.mn)

Deep Freeze = ach {Wanu,)

The Lock of un - Sdlimum (sas
SchooX of Muslo)

NORTH DAKOTA
Jaxy Collags

Faculty Recital 12-5-77 Scott
J» Predys, Percussion

Tuo for Fercussion and Flano = B,
Plin ($IM)
Andante = P, Tanner (Manu,)
Suite for Xylomom and Orchestra =
» Carey (Galaxy,
Xylo;hnno Rag = H.L. Booth (Rubank)



Percussion Ennnh 3-29-78
Scott Prevys, D

in Percussion = A. Cirone

{ Cirone)
s lhm;‘:en-nu W, Hussell
The unu.u Ubiqulty = 3. Pretys

Pcmmlon Quartet o, 2 in A minor =
H.A, Brand (Srasora)

Poggy Refchnuth, Percussion 4=-5-78

Concertino for Xylophons and Orches=
tra = To Mayuzumi (hun)

Plve Pleces for hxvunion and Plano -
s Frock (Southern)

Concert  5°19-78

Sonata for hx'llbl and Plano = P,
Tanner

Faculty Iiocihl 5-21-78
Scott Predys, Fercussion

Fas de Deux = A. Russell (FF)

Scherzo for Marimba and Plano = M.
Plaxzynsks. {folakie Wydanunictud
Muryczne)

eHIO
[Bovling Creen Siate University
Evening of Percussion 5-1-78

Chinols = /s

(roley)
Ballsde = J, Gtablle (tm)
Fantasy on pmu sodprints = A.

Hovaness (Peters)
Metal'n Hootl £ O'Bﬂ.uy (Schirmer)
Yellow After the Rain = M. Peters

Marintato = T. Brown {Kendor)
Sormtina = Telesann/McMillan
(Pro-Art;
C Jan Bluu = D. Ellington (Manu.}
Straight No Chaser = T. Monk (Manu.)
Three Movements for Two Snare Druns =~
©. Vhaley (Pro-Art)

Senior Recital 56-78 Jerry Saith,
Percusaion

Sonata for 'n-;uA - .x. Beck (Bo-ton)
Sulte for Marisbe = A. Flssinger
cuuln
tuality = M. Varner Ehml L)
n-uuuon F. Creston Schlx-nr;
Drumatec II = J, Delecluse (LeDuc,
M. — Liszt/Edward,
(Rubank;
Alone = Te an (Knﬂox)
Summer Gcene = Ta Brown {Kendor)

Marinbte Enseable 5-24-75 Yendell
Jones, Director

The Shadow of Your Sallte - Yandel/
Shinstine (S & 5)
The )(i.rrlut)et Figaro ~ Mozaxt/Musser

Andante = Tachaikowsky/Musser
1n Conrets ton (Hatcn)
« arr, Ha
S:-mny xc(;‘.ha in B minor = Schubert/

Xnumuo ﬂ Hatch (Hatch)
% Du(:c- - 5 Trepak = Tschaikowaky/
Godspell Fedley = Swartr/Centile (Manu.)

Fercusalon Enseable 5-25+78
Wendell Jones, Director

Three Pleces for Fercussion Quartet —

V. Benson (3chirmer:

Toccata = C. Chaver (mu-%

ResFercussion ~ F. Karlin (Cramber
Mos. LI

P. Clanville-Hicks (AMP)
onal Kelee = R. Canz {¥ills)
and Percuss!

ta for
zonn-hlc = Re X (American
»,
Theme ant Variatioms - W, Kraft
[CL]

Sophomore Recital 6~7-78 Crmig
‘Yamek, Percussion

Pantasie-Iapronptu,
Chopla lohdn mn-)

Concertiy Marinbe - P. Cree=

Sc.h!.x'ln'

luy%nuou Diabolique = K. Tegama

‘The Carnival of Venice, Opus 78 =
Bricctaldl (Ludwig)

Sorata for Tixpanl = J, Beck
(Boston)

mm:’ Kight Song) = J. Stabile

Tlight of the Busblebes
nr:-katf/mcx.(num)

Sophomore Hecital 6-7-78
Jane Botkin, Percussion

Friend Korsan = J.S. Pratt
(lclvin nlls)
Pantanie-Inpronptu, Opus 66 « Chopln/
Sifert (Selwin Kille)
Soata for Timpani - J. Beck (Bos~

ton)
Etude #II - M. P-u-n (Pohn)
I'n -:u.uuy

Ragtine
Mdlu\/colh (Owl)
Concmuo to: Xyloghone and Orche:
tea = T Mayueuat (C.F, P-hu)
Villian Tell Overture = Rosainl/
Hatch (Hatch)

Senlor Recltal 5-4-78 Anthony
Pesta, Fercvasion

Chinols ~ /t

(roley)

Intrigues for Flute and Fercus~
sion = D.K. Carofa (n.-..z
Sorata for Timpanl = J. Beck (Bos~

ton!

ight of the duablebes ~ Rimeky-
Kaxubw/lhhur {Ladwig)
Reverie = Detussy/Festa {Schirmer)
hah-v on Jnyuou Woodprints =
- Hovashess {Peters,

Evening of Percussionists 5578

Cuoernevaca = T, Brown (Xendor)

A La Manlers De #3 = J. Delecluse
(LeDuc)

Duo for Percussion and Plano - B.
Mltan (VIN)

Yarinbe Bossa Nova = T. Brown
(Xendor)
Matal’n Wood = J. G'Reflly

)

Concertino for Xylophone ~ T. May=
ugum! ters,

Fentad = Barns/Feldstein (Belwin

¥ills,
Rhapeodic Fantasie = Lisst/uick

(gu)
Etude for latin American Instruments =
W. Schinetine (Crestive)
You?v Aneg the Rain « ¥. Feters
Pef

Morris Dance = ¥, Kraft (WIM)

Konw But the Lonely Heart - Tachai=
Xovaky/Chappedl (wIK)

Cake Walk for Kettles = V. Schinstine
Southern)

Sapital University

Senlor Recltal 4-22-78 William
Alywin Jackson, Fercuseion

Introduction and ¥altz = M, Peters
(Fu

Tynpanorum Misices = D. Jenni
(Auoe ted,

and Dancer = W. Jackson (Manu.)

Lhexlin College

Senlor Recital 2-20-78 David
Wiles, Percussion
t 8¢ =D, Wlles (*anu,)
Deux Rescrances ~ F. Arwa {lancine)
Elegy = J. Rosen (MR}
Groups 1 = N, Simons
Fresssr,

'mu = M, Kiki (oneaku)

urces III = D. Burge (Broude)
Fasulty Recital 3-20-78 Michasl
Rosen, Fexcussion

Meditation Preludes = W. Duckworth

(Manu.)

Intercurrence = D. Xessner (Manu.)
Time = M. Miki (Ongaku)
Match = M. Kagel (Universal)

The Malmo Percusalon Eneesble
4=20-78 Bent Lylloff, Director
Huquu o. Eu:k (rhm-. )
thlmnnu B. Lyllort (!hn\l.)
Response I = A Nordhein (Manu.)
A Concert 4-22-78

seole sifflenent des vents porteurs
de Y'anour = G, Treablay (Manu.)

Twentieth Century String Muslc 5-1-78
Variations !ox- Viola and Drume ~ ¥.
Bolgrass
Sei Duo per vxouno e Fercussionl =
L. Dubrovay (£dito Musica
Budapest)

Senior Recital 5-25-78
Ric Davidson, Fercussion

Trio « H. Brun (Manu.)
Keditation - K. Hashagen (Peters)
Conversations = A, Miyoshl (Manu.)

Shlo State Unfversity
GCraduate Recital #4-26-78
William Luts and Paul Mathews,

Marinba Suite = P. Sifler (WIV)
Etude Op. 6, ¥o. 10. 0Op. 6, Ko. 8,

. 11, Ne, & = C.0, Museer
(SM o h)
Etule No. 15 for Timpaal - J. Dele-
cluse (Leduc,

Sonats No. 1 for Multiple Percussion -

J.L. Moore (Ludwig
Kovenents for Marimve ~ T,

‘Tanaka (Ongaku

Fantasy for Tispeni and Plano ~
E.B, Wusbold (MFF)

Saratande from Inglish Suita - W.

Xraft (Avard
EM;; No. 25 = D. Frisdmn (Ber—
e,
Wavs Kotlon = B. Xolenhof (Kendor)

Graduate Recital 5-4-78 Mark
Douglas Stillings, Percuselon

Choral = Kom Susser Tod = Bach/
Moore {Kendor,

Corrents II = ¥. Xraft (Chappell)

Sopata IV in C Major = Bech (Manu.)

Fantasy = Scherso for Tinpeni and
Pano = F. oak (1?)

Friend Kormen = J1.S. Pratt

Graduate Recital 5-9-78 Janes
R. Rupp, Percussion

Zyklue ¥o. 9 = K. Stockhausen
Boonin,

Faxch VIII - E. Carter (A%scc.)

Crystal Silence = C. Corsa (Manu.)}

On Green Dolphin Street = arr. B.
Larson )

Graduate Recital 5-21-78
Stezben Wayne Dodgs, Percusslen

Onaccospanied Snare Drum Selo
#1 = M. Colgrase (Schirmer)
Connecticut Helftine = Trad. (Ludwlg)
Sonatine for Merisbe = P, Sifler
( nia)

Freoch Suite < W, Kyaft (WIM)
Contenplation = M. Houllif (Permus)
Your Pleces for Timpmal = J, Ber—

sano )
Kancy, Rclipes, Matriets - S. Dodge
(ram,)

Fercuseion Insemble 5-22-78
Janes L. Moore, Director

Overture for Percwssion - J. Beck
Kendor,

-64-

Moduiation for Drum Quintet = K.
nount (Mllncre)

Theme
c.m- o/Tatgenhorst & Jenny

Rikid Don 't Lose that Mumber ~ Becker &
m.q;"s:wxn (tanu.) o
t Around = G, & P. Jackso
kyler (Manu,) " 54
An Honors Recital 5=30-78
Two Movements for Marisbe = T,
Tarakn (Presser)
Summer Merinbe/Vibe Casp 7-5-78
Linda Pimentel & Sylvia Pimentel,
Mariablsts
Converstajons for Vibraphone and
= Mo Houldff (Permue)

Marizbe
Ethos for Six Mallet Marimte Solo =
Jo Jenny

Farinde Rondo = P, Sifler (Manu.)
Conversations for Merisbe and Plano =

Faculty Recital 7-10-78
Toccata in D Minor = Bach/Moore

(Xendor;
Estrellita = M. Founce/Jolliff
(J’ niff)
can Dencés = G. Stout
(swue )
Etude in X Major = C.C. Musser
(studio &

Parle ~ C. larrick (Permus)

Concerto for Mariste = R. Kuzka
(loh\tnubz .

Rondo mn String Quartet ia ¢

Mjor = qudx\/ {Jeanne)

Summertine = mmquon (mau.)

Polks from Golden Age ~ Scho~
takovich/Peters (FDS)

Nola = F. Arndt/Moore (Manu.}

Ohlo Vniversity

Percussion Ensenble 10-18-77
Guy A. Remonko, Director

Syaghony for Percussion = J. Sere=
briexr (Peer,

The ¥orning of the World = ¥. Maloof
{Berkles)

Frelude et Dense = J. Castersde
(LeDuc)

.Tunlo: Recital 11377
Mark Cavso;

n, Percussion
Etude, Opus &, No. & = C.0. Musser
Stodlo &)
English Sulte ~ ¥. kraft )

and
tra = R. Xurka (Velntraub)

Unlversity Wind Ensesble 5-16-78
Ronald P, Socciarelli, Gonductor

Concerto for Parcussion Bm-bl. and
¥ind Enseudle = K. Huss (Assoc.)
Senlor Percussion Recita) 4-9-78 ’

Arthur Jarvinen, Fercussion

Eight Pleces for Pour Timpenl =
Lo Carter

No. 9 Zyklue = K. Stockhausen {Unl-
versal

Pouz: B-nunn for Solo Vibem=
sutn:x- (30; Sew)

fercusalon Paxformance lab 3-6-78

Freach Suits = W, Kzaft (WIN)
Senata = T, Mtfield (Peters
Ballet Music = Sohubert (Mamu.)
Pavene - Ravel (Mamu.)

Yision Pugitive - Prodofiev (Mmu.)

Jasz Conoert 4-18-78
Guy A. Rewsnko, Director

!owzn Farathon = G. Burton/Remonko
Munu,
cnptd.n Fexvel ~ C, Cores/Xunesh

Fercusaion Kneeadle 4~25-78
Guy A. Remonko, Director

Rondo = K, Stanltz (Manu.)

Tigue = P. Falnt (Acourn)

Japaness er-u-lanl = A. Cirome
(Cirone;

Three Dance Fovemsatas = W, Ruseell
(T, Preseer)

Sextet l‘;x' Percusalen = Z, Carme
ure)

Seaior Recital 5-29-78
Daryl Xumesh, Percusalon

llmt Pleces for H?‘. Tismni =
Al

» Carter
c»emlna for Yidraphone amd Mano =
Ss Pink (Varlag Wreds)
Caabit = W. Duckworth (Medls)
Senor Mouse ~ C. Ceree (Manu.)
om:mw.;wcum-c.
Corea (Memu.

Gradunte Recital 5—)1-78
Bruoe V. Gerken,

twal Metien fer Vibewharp
Sele =~ S. de Castyse (Peresl)

Eaglish Suite - ¥, Xraft (Awent)

Eight Pleces fer Feur Tinpaal - E.
Carter (ANP

Concerto pour Batterle et Metit
Orchestrs = D. Milmand (Uni-

Conoartine fer Mariaba aml Orches=
tra = P. Crestea (Sohirmer)

Qttaxbein Collage

Tarcusalon Enseatle 3-5-76

Jack Jenryr,

Sabre Daace ~ Xhachaturian/Mocre
(Rerave)

hmh ta hﬂ-m (uMn xm.)
Peraus,

Sulte for Teabowrive and Percussion
Tneenble ~ s. Elias (Opue)
Gaingborough = T, Gangsr (Southers)

Senlor Recital 4-23-78
‘Thosas McLelish, Percussion

Siaiversity of Akron

Paculty Recltal 4-9-78
larry Snider, Fercussion

Tvo Movements for Marimbe = T.

(Ongaku;
Time Flelda = W, Duckworth (Vedia)
Thres Foens for Five Brake Drume =

5. Saith (
Sulte for Solo Vibcaphone = A.

Lapek (¥indsor)
Sonatim for Timpanl Mano
(Boosey and Hawkes)

Sources III = D, Duzge (Tetra,

Percuselon Ensenble 6-1-78
larry Saider, Direc

Afrioen Welcoms Plece = M. Udow
(U, of Mlanl Mia, Fub,)

a hispering = ¥, {Sadth)
‘Three Episodes = J. O'Aeilly (Schirmer)
Gainaborough = T, { )

Ootet for Xeyboard Percussion = K.
Snosck (MFP)

OKLAHOMA
Saparon Unlversity

Fercusalon Ensenble l‘k25-7&
Janes Lasbert, Direc

Calnsborough ~ T. Cauger {Southern)

(Marintes Unltd,)
Cverturs for rout Violins = Telesmann/
ok {Studio &)
Spenish mu:. = Gransdos/Fink {Stu~
Al

Mple lﬁll’ Rag = 5. Joplin/Lanbert
(Manu,)

Southuesien Stte Unlversity

FPercussion Ensewble 2-11-78
Rogez Jaalscn, Director

Overture For Percussion Ensestle =
J. Beck (K ndor)
Semuu = Fo TUll (Boony & Hawkes)
A La Xanigo = M. Peters (KsM)
Sounds of the City = H. Prentice

sonds
seable = J. O'Reilly {Schirmer)
‘Thres Dence Movements = W. fiussell

[§
Antifhon = Mo Conbe (3MC)

Junior Kecital 2-21-78
Tia Bramdt, Fercussien

Trres Dances forr Solo Spare Drum = W,
Benson (Chappell)

Invention #8 = Iwb/loulﬂ gnuhnk)

Freach Sulte = ¥, Xraft

Sonata for Timpani = J. Beck (Boeton)

Depurtaental Recltal 3-29-78
Ploadilly Circus = .M, Burman
(Willis)

Fercusaion Enaendle and Hallet En-
n-uu k-)l-78 Rogar Janison,

Overture for Ponnuhn Enaeable -
3« Bock (Bow

Baypert Sketoh = J. Spears (Baxa-
heuse;

Thres Episcdes fer Percussion En-
sonble 0'Reilly (Schirmer)

Agmaa Dol = Heore
(Porawe;

Le Seatler de 1x Riviers = M.
Mazvin, Jr. (Berkles)

Evening = Numperdiack/Moore
Pornve,

A Blast of Class = Seh!n-u.u (sm)

‘Trie fexr Percusslea = W. Donesn (F2)

‘Three Denoe mh V. Russel)

Preeser)
E1 Mces de 1a Canpteva = T. Davis
(Creatlve)

Deprimental Recital 4-12-78
Duet. for Tve Threea - R. Jexivom (Manu.)

uselon Ensentle and
lmnu 4-18-78 Ro‘ox- Jnhen,
Director

ounm fox Muualon Ensexble ~
Ioek )

Panfare =

Let's Give n.-- nun - F. McBeth

Thres Dusces for Sole Snare Deum =
V. Beneon ( prell)

El Reces de 1a Canptews = T. Davis
{Creative;

(
Antiphon = N. Combe (SMC)
Departmental Recital 4~19-78
Cradle Song = axy. Joliff (Rubank)
Tinpani and Smare Duet #1 - C.
Xetch (Manu.)



Seven Golo Dences = G. Frock (5MC)

Senier Recital 4e25-78
James T. Infante, Fercussion

Toccats and Fugue in D Minor - Bach/
Moore (Kendor)
muoh B, Christen

Sonata No. B8 = Beethoven/Jollife

Rubank)

Senatina for Timpani and Plano -
A+ Toherepnin (Boosey and
Karkes)

Depmrisental Recital 5373

Rital - J. Dotson (5K}
lo-?s:-llo. 1, Op % - B, Schumenn

Fox
Double Plues = C, Poole {Adler)
Tha_Univacaliy of Oklahoma

Percussion Enseable U4-20-78
Richard C. Gipson, Director

Symphony for Six = R. Russsll
(Pri

Jo MoKens! WF)

Triptych = A. Cirone clxm}

Uhwru = T.C. Frasewr (Kendor,

Galnaborough = T. Gauger (Sou~
thern)

FENSYLVANIA
Slaxias 3iate Collace

Ncevasion Eaaendle 5-1-78
Lawrense J. Wells, Direstec

Punfare, for Deuble Percussion Trio -
GCe Freok (Southern)
Coreasnlal, 103 = P, Creaton
Sohiruer,

Introduction and Merch = G, Whaley
(Kendor)
Twgwe, for Nrcussion Quartset = A.

Cireas (Cirens
Taree Dusts, #1, Allegre s¥iritose -

Nayia (Iatersational)
Lumhuu - A. Clrens (Cirems)
nup.- ¥, M. Conba (amm-n;
Jasa Yarianta - J. Beek (Bostes,
Indiamm. af

Meater's Recital I1h-78
Taxry ioa

ﬁlmfrm G, Stewt

Ustitled Piece No. IV = N, Bruce
Medla’

Mealc of the Doy = 3. Meloabef

Chaga De Saulsde = C. Burtea {(Manu,)
'Iﬂh.f‘* Ssle Tixpanist = S, Nvaten

Frisse = 7, Patier {Paters)

Twe Danees for Marishe = C.
Steut (Stwdlo 4)

Master's Recital A-A-78

Xodert Saldec, iom

Nariita Neo, 3 for Yielln Sele -
Bosh ona)

Suite = P, Sifler
{Brightater)
for Ewphenivm and Perewsaion -

Orehestor
¥, Tharishen (Sote & Beak)
Senler Mmlu loeltd 1178
Chris J. Pester Faipple
Ballade (for vlhm) r

IM(I.. A;l Dintdn Do Inipple
un;-u

4. Daste (Mamu.)
Semata ¥e, 1 = A. Clireas (Clrene)
Thres Flaces for

owsslen = D, Inipple (Mena.)
he Rosital Plese - l. Caha (Cahn)
mw 1578
Gaxy Olnatesd,

(h-n)
Sealer Reeital 5-3-78
Tarry Stepler, Pesevscion

Thres Inprossions for Keyboard =
D, mnh (mau.)
for Twim sad Pareusslea = L,
Ih)hr (li-.)
n-.ut J.l!. mat (n-u- n)
c.m arisde aat
[N (Idm)

Juler Reeital 5-11-78
Tinethy Eanmond, Persusalon

Nrtita fer Sele Merovasion = V.
(Cadan,

o, - P, [§ ;
Seags = R.J. Killec (WrP]
uite for -8,

Concerto for Percussion and Wind
Enseuble ~ K. Husa (AMP)

SOUTH CAROLIMA

Exoan University

Faculty Recital 9-20-77
John Se Beckford, Pexcussion

Preluds I = W, Penn (See Sav)
Prelude in C hJor Bach/Tavis

Ibv‘nonu for Maxiate =~ T.
Ongmku)
Diversion for Tve = D, Erb
Mexion’
Sources III = D. Burge (Tetra)
Fercuseion Eassatles 3-26-78
John S. Beckfexd, Director
Inuz(uethn and Allegro = Schory

Bonson
Xitao Jonde = Surimasn (AXP)
Suoz. for )hnnuun = axr, Jeckferd
Manu,
Haroha Cwabia = Tillajeugh (Pasw-
house)
Greensleeves = axr. Davis (Creative)
A Taste of Drahne = aI7. Davis
{Creative)
Percussion Eneendles 5-13-75
Joha S. Beckford, Direc
Suite fer hrnuhn {Panfare) =
Xraft (Selvin Nills)
Prelude and Allegre = Valz (Beurne)

lus Neroussien = Tillis (Creative)
Xomet = Nekensio (WFP)

3-2-78
David We Vbuut, Divester

‘mzw)mhm M. Celgrase (WP}
Danee Mevenenis = W. Russell

Percvssica 5478

David W, Yineont, ;irochr

mmntm—uu-c. Metecs

Revecte ~ Dedusey/Schisatine (Schin-

Spectrmm = D. ¥ i ¥inceat}

Iylepheals = J. Creen {Memu.)

Untitled Flose #3 i ’ xner = B,
MoeTeheads (|

Ussquare Danes = D. Brubeck (Yimceat)

Sexthecy Klssisssxy Callace

Convert Jand )-25-78
Mishasl Conde, Perewselon

Semata for Marisba = Tammer (MM,

Cels,
Yaxch and Pelemaise for Timpaat -
Tawseh (Mviers)

Salvaraltv’ef Teanessan at Coat~
£~

m.lo: Players N-13-77
Vu-hth- Tor Fowr Dewns and
Yieln -

Xochipiill = T Carer (m1ls)

Perovssion Easesdls 11-17-77

Dan C, Spaliling, Direster

Seherse and Cadenss ~ Delancy
(Peters)

rm:(.:s-m.--x. Rler

Zoohipilll = Chaves (Hllhz

Cresnslesves - T.L. Davis (Creative)

Quariet for Maper Jags = L. Spivaek
(1axg)

Senler Resital 1-25-78

William Crefts, Mecevssion

Etule op. 11, v, ¥ =~ Museec
(Studie &

Rtuls o) 6, 3e. 9 = Wusser (Sta-

Treash Suite ~ Iraft (WIN)
Chinels = Ireister

M'tumlvlnﬂ B, Jona/

Tane (Mane.)
Sivecsity of Teamesses at Knasville
Perovosion Rusesbla 11-22-77
7. Nishasl Comds, Direstec
Axtizhon -~ 7.K. Conda (Kouder)
Agwas Dol - Tosre

(Pocmus)
Thres Mayak Teaples = A. Jehmaon
(M. )

Sacrificlal Dance = J.M. Ray (Manu,)
Stax Vazs Vetley - Villism (num.)
can Dances = anu. )
Bosulno Scou We Iuvut-bdp
(Berkles;

Vake Up = ¥. Leavitt-Delp (Berklee)

Fercussion Enseatle and Marinbe
Chosr 3678 F. Michasd Conbe,
Director

Bayport Sketch = J. Spesrs (Barn-
house)

The M1l - Aaff-Jeanns (Mart.)
Prelude IXIT from The ¥ell:
Clavier

Manu,
Canticle ¥o. 3 = L. Kexrison (MFP)
WY ~T,C, Fraseur (Xendor)
mw?. Mia Cara = 0. laseus-Peters
Golliwog's Cake-delk ~ Debueay/Yincent

n,.g’&”n'tl uine/Jessne (Mawi.)

Fughetta Rook = T.b. Davis (Berm-
heuse)
TEXAS

Baxar Uodvecedty
Percussion Enseatle 2-16-78
larry Vanlandinghaw, Directox
Pleoes of Weed - Nefch (Memz,)
P
Alohenles - Welssteck (h.m.;
Encounter YI = Xraft (Besten,
Seasation = land (Menu.)
Eaxy Wismer - Joplin (Memu.)
Reindeer = Lanb (Mamu.)
Pagans = Soott (Memu.)
Percuseien Quartet 3-29-78

Maltiples = K. Sohwaris (M.X,
Col

Dowsle :\)ndu = L. Harrisea (WFP)
Tuse = X, (wr?)
Reta - 2. Ca [§ )

mms?um-n.m
Ou the Nesdpile = K. Brever (Mum.)

Stuloat Recital ¥-20-78

3rad Nawkine, Percussien
Preluie - Bach (nun.)

lw Ploces for Pour -

. Carter (Asseciated,
Anlouh III = K. Sugiuwa (Jap.

nm-xuu- C. Stelner (Ses Sax)
Twe Mexican Danees = G. Steut (Stw~
dio b}

Stuleat Recital 4~30-78
Rick Redineon, Yariske

2, Kelble (Stulle A)
for Harine

= Js Basta
(Dasta)
Fiddler on the Reef = axr. Yaughn &
Rekingen (Mame,)

Jaxth Twms Siate Usiversity
Musters Reeltal 6-15-77
Cary Cese, Pecowsaion

mxn-A.w(Ov-h)
Teur Pleses for Timpeni = Jo Ber-
pn(m)
. lavarof {;
Canvit ~ H.M(m)

Neroussien Buseadls 11-8-77
m.n-au- (Natoh)

Catashenies - L. voh.z {u. of Ktiaxt)
Tamates Lullady = Contle Glant/Senie=
troma {Mamu.)
mn.(".‘mu. Yools - F.L. layne
Yox au Suite - T. Davis ’(;ﬁ'.ut.ln)
-8,
Lea Dicess Astelas = G, Reed (M.M,

Sexier Resltal 3-5-78
Irad Yagner, Neroussion

Teesata for Mariste amd Perousslon

m-u.-n.nm(m.cm.
Tllegidle Canons fer Claxime

TFerousslen - '.m(cdw)
Conserte for Perocussiea

-n.num )

Comvertine for Tingunl with Brass ami

Perowealen = M. Colgrsss (WP)

Nrweaslen Busesdls A-1-78
Sweris of Neda~ling - Petars (Frenk's)

fron Xing Avthur = R. ¥ake~
mu:'l:ﬁ.:(“:m:zx-v
Febyeiin-g (Femu.)

Recital #=13-78 Cary Case, Per=

cusslon *

‘They All Have Flewn A GoRe
Belden (Mame.) e

Nereussisa Ensesile 4-16-78

L/ fer Pour = A, cnu. {(Cirens)

Octover Fewntain = A. Nevhanses
{Peters)

O

=L,
SOnlti = F. Tul} &
entiom 711 Goos < 1o e o
SIIM n=A cim {Clrene)
Brothers =

Three (r?)
hiaten F5 e A Roidon et
Rt AR o e

lalversity af Tems st Lmtla

Cueat Aztist 9-21-77
Lolgh Stevens, Merinba

Suite for Marimde = A, Fisslngee
(Frank’s)

FPrelulea for Maxisba, Kee. 1, 5 and
» = R, Nelbe (Stulis #)
houh:la-m G Stewt (St

Lor Marinba = M. Mkt (Med.
Jap. Coeny.)

Persvsslon Enseshle 9-22-78
Ceocge Freek, Direster
Faafere for Dewble Tris = G» Freek

Tercwsaion . Celgmen (WFF)
ma-r.nuha(m)
Ragtine Medley = C, Welfurth, asre

[T S
Rites = J. Mekeasle (Mmaw.)
Nerovesion Enseshle 10-13-77
Geerge Freek, Dixecter
Afxises Veleoss Pless ~ N, Ulew

(Ve of Misnd)
Inveations s a Metive ~ M, Cel~

Nles - l.(e,:'-u (mrz‘
l. mm-/u.-n () N

Jumler Recital 11-11-~77
Steven Jay Kaxris,

Catashottor = To Nolner A" m.u)-a)
sodn-lodhl 32728
Brwee X, Radsk, Perouwsslion

Dunses feor Tyapai ~ G, Fresk
(m)
for Toy Drwas and Plane -
S.X. Reunlng (WP)
Cradvate Resital M-24-78
Treat

s Lane = Del ()

Ive Tixpal K =J. 0tt

{Clands )

Tarisde, = Saizt-Seons (Sehirwer)
Sele for Smre Drwm axd -

3. Dedeeluse. (Lidva)
Mbb.nlmz!!.li;hh‘-c-
Consertine Marinba = P, Creeten

(Schirmer)

1a Fille awx Cheveaux do Lin =
bou-q/h»d- (Barahouse)

Chac nae 1n D Niner ~ Bash (Iater—
uu.u—!)

1 for Flute and lon =
D, lasbert (W)
Converts for Marisha ~ Jo Basta (Mean.)

Concert 378 Rickanri Brews, Per~
ousalon & Leoasxd Raver, Owgna

Requisd, for organ ind Perownelon -*
P. Coepar (Cheater)
mthnlu for Nunder Thres = K,
Sohwarts (Mume.)



Requienm, for organ and Mercussion =

Fercusslon Enulbh }-19-78
Richard Brown,

Episcdes for Fercussion = J.
o’n.m (Schirmer)”
Ritao Jondo = €, Surioach {Assoc-
iated

Quintet tor Bercusslon = A. Lepak

{adx
A Jolat Effort = K. Holen (Menu.)
can Velcone Plece = X. Udow

Scherzo from Tchalkovaky th Sy«
phony = arr. G. Peters (Pn.n.k'-)
Swords of nxu-u:g G, Pe

mxn. am.n.u M. Givbe/Burton

{Berklee

hmviuuou with Dancers - R.
lavends, R. Hobson, P. Lindsey
(v, )

= T.A. Brown )

.Yunhr)!tclhl 3-15-78
Fritchard, Fercussion

Gavottas = A, Seu-m.u (Sehlrl‘:)
Sorata for Thxu.\

Boator
Rondo, In thn Gypaie's Style « Haydn
Schirser]
Trench Sulte = ¥, Xraft (Vestern In-
ternational)
Tuntasy on Japuness ¥oodprints = A,
Hovhaness {Peters)

Percusaion Enseable 4-19-78
Richard Brown, Director

Eocors 10 Jase - Firth (rhcm:)
Entertainer = Jopli: ‘Menu, )}
Yake Up ~ u.vm./ndp (loddn)
1ady Is a Tran «rs/Brown
Many.
A Joint Effort = Holden (Manu.)
he Shepherd Sulte = Gottschalk

(tanu,
Bass Ball ~ ) Leavitt/Delp (Berkles)
Yeaterday = Boatles/Spinelll (Mamu.)
One Xots Samba = arr, Gallardo
(Manu.)
Misty = Carner/Gallardo (Manu.)
Sixple Saxbe = T. Brown (Southern)

Graduate Recital 4-20-78
nilip & Richard lavenda,
Conposition

enevith a tese = Ro Lavenda

Rensscence — P. Lindsey (hnu.z
Two Each Kis Owa = R, Lavenda (Manu.)

Junior Recital #-26-78
Cayle Carcla, Viols

Yariatioas fer Pour Drume asd Viola =
¥. Colgrass (WE)

UTAH
Nebax State Collace
#ind Enaeabls 2-23-78
Lynesr C, Saith, Director

Concertino for Marixda - P. Creston
{Schirmr)

Paculty Necital 3-23-78
Deuglas J. Wolf, Fercusalon

Ftude in C YaJor, opus 6, ¥o. 10 ~
C.0, Mamser (Stullo &)
for Merinba = P, Cresion
{Schirser)
Mexican Denoe = G. sum. (SM. u)
e
urin Chinols - ¥, Ereisler/
Green (Poley)

Seator Recltal u-zs-n
Charlss A, Stanley,

Prelude wmc.nsuuinc
Major = Southern;

Btule 49 - Ddoelu-o (LeDuo)

Conoaxtino - Peters,

A la Maniere Do Delecluss (LeDuo)

Thoughts for Flute and Yibraphone =
X. DeFonte {MFF)

Siaple = J. Butler & C. Stanley
(Manu.)

Percussion Ensenble 5-22-78
Dovglas J. Wolf, Director

Overture for Percussion Enseable -
J. Beck (Kendor)

Fanfare for Percussion - A. Hein
(Fp)
Corps on Parade ~ J.5. Pratt
(8elwin Mi21s)

Vlolin Duet, Opus 38, Ko. 8 = F.

308 (Schirmer,

souu.xco.x-.n. noo:. (uxxn )

Concertino = T, Mayur:

French Suite = ¥. mﬁ. (wxn)

Introduction and Allegro = D.
Schory (Creative)

Stompin” 'mz'u the Rys = T.L. Davis
Creative

A Tagte of Brahas = 7.L. Davis
{(Creative)

YIRGINIA
Yirsiniy llth

A Merisbe Extravaganza 3-14-78
Susser Mood = J. Dutton {Percusslon
Arts
Log Cabin Blues = G.H. Green/Eyles
i\,

Woodwork = 3, Bach l’snu.;

Konzert - Telemann (Manu.

‘Two Conteaporaxy Scenes = S.
Leonard (Leoraxd)

Sinfonis - Bach/McIntyre (Menu.)}

La Be; (5w iu J. Des Prez/Vincent

Chorale: "-lwhct aug” = Bach/vincent
{vincent)
Duo Minlature = F. Tanner (Hﬂ’)
Pus\n P::\ © Hinor = Bach/Moore

us,
Piece for Mariste = R, staut (lh.nu.)
Selections from “Carmen” - Biset/

Moasex

Aubade from “Romeo and Jullet® -
Prokoviev/Chauvette (Manu,)

Flight of the Bumbtle Bes = R
Korsakov/Musser (Forster)

Gresnelesves ~ Trad./Petars }l‘hnu.)

Golivog's Cakewalk = Debussy/Mean

A Ilhhporh( Wo Duckworth gsdth)

Valtser = (ranu.

Ritual Fire Dance = M. de Falla (Fanu,)

Solo Percussionist 4-8-78
Percuselon

Karen Ervin,
Tine = M. Jiki (¢
Sozata in G minor = Bech (Peters)
=D, x (Manu,)
Music for -G,

Yanu,
Enceuaters ¥I = W. Xratt (¥IN)
2ercuseion Ensesble %-18-78
‘Thones A. Jomes, Director
Percussioa Suite - A. Russell (m)
"“7 fo) r Persussien ~ L.
'nm- Pleces for Percusslon Quartet =
W, Boasen (Schirmer)
Cavette froa the Freach Sulte = Bach
(Southera;
Cycls for Percussion - S. Leenand

(Loomard)
Inventions ok & Motive - N. Colgrass
(r2)

Percussien Xaneextle k-21-78
Demeld Biok, Directer

Cezemonial, 0;. 103 ~ P, Creston
(Sonirner,

Minlatwe Suite ~ W.L. Cahn (Cahn)

Tive Dreax Sequences = W. Ress

The Levy-Stout Duo  4-24-78
Robert levy, Trumpet & Gordon
Stout, Mariste

Sulte = A, Wilder (Mam

Cerenonies ~ A, Blank (Co- Alliance)
Fexican Dances - G, Steut fs:.uu z
Duor Dence-Song =~ G. Stout (Studio &)

Yiminia Folvtegule Jnstitute snt
Fate Univexsity

Percussion Bmolbl. 2-20-78
John Floyd, Directe;

Nonet = J.M, McXenzie (MFP)
October Mountain = A.

(Peters)

Africen Sketches = J.K. Willisag
(Lutuig)

‘Three Aslatic Pances - G, Frock
(Southern)

‘Three Pieces for Fercuasion Quextet =
W. Benson (; )

Toccats for Percussion Instruments -
C. Chavez (deln mu.)

Encore in Jatz ~ V. Pirth (Fischer)

Kew River huq Synphony Orchestra
C«;ncm 2-26=78 John Floyd, Percus=
sion

Concarto for Percussion and Saall Or
chestra = D, Milhaud (Universal)

Guest Artist Clinic and Recital

4-9-78 Karen Ervin, Percussion

Tine = M, Miki (Ongaku)

Sonata in G Minor ~ Bach

Maht msic - G. Stelner (lang)

Intercurrence = D. Kessher (lang;

Four Preludes ~ ¥W. Fenn (Susu

Music of the Spheres - L. Solomon
MFE)

Encounters X - V. Xraft (EAN)

Faeulty Recital 4-17-78
Floyd, Fercussion

Freludes for Vitraharp Solo =
de Gastyne (Fereol)
Inspirations Diabolique for Per-—
elluion Solo = R. Tugawa (WIM)
Selections Eight Pieces for
Pour Th)lnl = E. Carter (ANP,
Fanels for Mariate = v. Carson {Manu.)
Drawings: Sot )lo for B-flat « S,

Sonate for T ThM = 3. Beck (Prank’s)

Fercusalen Euseable 5-7-78 L]
5-9-78 John rloyd,

Vachet Auf = Bach/¥imceat (Yinceat)
Jaze Yarizmts - J. Beck (Fraak

Ao (Percusaion Axis)
Bermariin - J, dos
(visceat)

Leomard)

¥ ) J. 0'Rellly (Sohlrmer)
mm.m:-uo-d' ( g
o

Fercusalon Ensendle k-12-78
Bea F. Miller, Director

oﬂ.:im)m - T.L. Davis (Crea~

3

Sarabande = J.P, nuonlmm (ramm.)

Percuseion Quintet - G, Coleman
(lnutl Inun-uud)

Fopular Tune (Memu.)

October Nountain = A. Kovhaness
(Peters)

Davis (Cn:tl )
Brothers = K. Colgrass (wr?)

WISCOMSIN

of = Milwukes

Percussion Fnseable asd Nerixba Ea-
semble 54-78 Terry Sxith, Directer
Fomentum ~ W. Xraft (Southern)
Percussion Music for Three Flayers -~
G. Styang (Presser)
= C. Erbech (Baremreiter—
Yozlag
Undexdog Rag ~ K. Richards (C, Ra-
docehia,

Frohliche Muik: IIT. Schnell = K.

Brautigam (Breltkopf & Xartels)
Plece for Taps -T.
s (Yanu.)

‘Three Irothers «
lalversity of Visconsin - River Falls
Student Recltal 5-9-78

Toa ¥ehls, Percussion

mﬂdx of You Down at Jiavo's =

Manu,
lxp-rh.nt #2'= T, Nehls (Manu,)
Visual Isage = 3, Molenhof (Lesdor)
Cadence = T, NKehls (Manu
Cingersnap = J. Pratt (B:lldn M)lh)

Formie,
Tocatia for Marimba & Fercuselom
lnlolhh =R x.uy (Anex,

Tvo k—ny S.t Solos = T, Kehls (Mau.)
1In Traneit = T. Nehls (Mami.)
Iand of Make Delisve ~ C. Manglone/

¥ehls (Manu.)
4359 for Kine to Fivex's - T. Nehls
Manu.
suuuu'm- 7. ¥ehls (Mamu.)
Korthern Alr =

T, Nehls (Mamni.)
Realniscing = T. Mehls (Manc.)

P«xwulonht 9-20-78
0Olsen, Percussion
Foto Nerpstuo from Kight Meces for
Four Tympani = K. Carter (Asec~
clated,
Xing of Deamark = M. Peldman (Petecs)
noerto fer Yarisba, Op. 2% =R,
Xurks (mmzéo
NERTO X

Jatar Awecioan Univeceity

Percuselen Ensenble S-4-78

Allea X, lanhax, Directer

Beypert Sketch = J. Spears (Barm-
house’

nu‘g;unmm-l.mt

Plece fer Feroussisa = M, Feters
(Moters)

hrunlu T.A. Brewn (Sewthern)

Mexcha del Tember - S. Fiak (Sim-

ook,
Fosevelc Fantasy = R.L. Banera—
schaldt ()
Jess Variasts ~ J. Beck (Bosten)
CANADA

ACAL Valversity

ipd Bagenble 1-21-78
lohn Glbeon, Director

Concerto for Percussiea sad Wimd
=X (axe)

Konder,

Africax Sketches = J.X. Willians
(Ludwig)

The Cat = O, Clatk (0. Claxk)

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

AN OFFICIAL PUBLICATION OF
THE PERCUSSIVE ARTS SOCIETY

A REQUEST

Articles and matenal for all of the columns in PERCUSSIVE
NOTES are welcome and needed, We hope that you will share
your ideas with your fellow PAS members through these
publications, PLEASE WHEN SUBMITTING MUSICAL EXAM-

PLES IN HAND MANUSCRIPT - MAKE THEM NEAT AND
LEGIBLE SO THAT THEY CAN BE REPRODUCED AS

RECEIVED.

IN PERCUSSIVE NOTES

LLE

PERCUSSIVE ARTS

SOCHETY

ADVERTISEMENT SPACE IS AVAILABLE

PLAN NOW TO ATTEND

PASIC 78

1978 PERCUSSIVE ARTS SOCIETY
INTERNATIONAL CONVENTION

OCTOBER 28-30, 1978

AT ARIZONA STATE UNIVERSITY

TEMPE, ARIZONA

MERVIN BRITTON, HOST

The new, enlarged 1978 Edition of the PERCUSSIVE ARTS SOCIETY SOLO &
ENSEMBLE LITERATURE GUIDE FOR PERCUSSION is now available for
purchase. This booklet is the most complete listing of percussion literature available
anywhere. Price - $3.50 each. Order from: Percussive Arts Society, 130 Carol Drive,

Terre Haute, Indiana 47805.
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406 S, Armistead Ave,, Hampton Va, 23669, 804-722-8456, Permus Publications . . . , . v v v v'v v v v s v e e 4l
XYLORIMBA FOR SALE — 3 octave Deagan—rosewood bars Premier Percussion-Selmer Co. . . PR T PP . .08
— recently tuned and rebuilt. $350. 215-295-5157 or write 95 ProMarkCorp .. ....... ... .46
Walker Street, Cambridge, Ma, 02138, Jon Krosnick. Remo,Ine, . ......ovvvvvvnieiiinen T
RobeyRecords . v . o v v v s o v v v e e e . b7
PRODUCTS Rogers Drums-CBS Musical Instruments . ... ... . .843b

MUSIC TEE SHIRTS — Select from 38 instruments & designs — 5. & 5. School of Music . . . . . e s

including Drum set, Timpani, Xylophone/Marimba, Fife & Wineoe Musio Publications & & @ttt ttrtrrre ey
Drum. Excellent quality, A unique gift, Only $6, Postpaid, ~  Jfindsor Music tublicabions . . seeee e . 19,22
Money-back guarantee, Male, female & youth styles & sizes. Z::I::l ir?o’?Drun?n I(S)gop (o) 5 + NN e e e e 6'?
Available in 6 colors. For order form send to: Melody Lines, Avedis Zildjian Company . . . . . . . N ‘IBC

Box 273 P, Villanova, Pa 19085,

5092, Super Discounts! 409,

Remo & Evans drum Slingerland, Ludwig,
FF heads, Pro Mark & Regal Pearl, Sonor, Premier, FF
Tip drum sticks. Fibes drum sets.

. 40% OFF Zildjian Cymbals
\‘ Q Send for ’78 catalog ($2.50) for great savings on: Deagan,

Musser, Vic Firth, Hinger, LP, Synare, Syn drums, etc., plus
M § hardware, thrones, metronomes, cases. covers.

FREE monthly product & price bulletin.
Send $1.00 for educational catalog.

sJ2\ FREE CATALOGS WITH INITIAL ORDERS!

mm S P.O. Box 2481A, North Canton, OH 44720

VISA & MASTERCHARGE Accepted OR CALL: 1 (216) 499-1198

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 mus{c industry for
their support of Percussive Arts society, Inc. and hope they will continue to consider PAS as @
worthwhile and stimulating force in the percussion world.

MANUFACTURERS/PATRONS

J. C. Deagan, Inc.
Ludwig Drum Co.
Musser Division of Ludwig
M. M. Paiste & Sohn K.G.
Avedis Zildjian Co.

Premier Percussion
Remo, Inc.

Rogers Drums
Singerland Drum 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 Balter Maliets, Chicago, IL

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

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, IL
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

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., Ml
“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, 1L

| I l
PUBLISHERS

Alifred 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.

-68-

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
Paul-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



Great cymbals are made,
not manufactured.

The ane thing thal mass pro-
duction cannot produce is
greatness, Thet's wity no eyim-
bal with the Zldjian name on @
will ever be stamped out of
sheet mictal

Like the fildjian cymbabs
played by 17th Centuny musi-
cigns, the Zildgan eymibal vou
play is formed by hand from
aur secret aloy, This meetal is
rrveltedd, rolled, and tempered
¢ arsans who have ai aver

“w

b |

age of 20 vears’ axperence,
Youid o | have 1o be &
ekl rmakoer Lo bhear the
greainess that is the end prod
pct of this prodess. Your rmusi-
Clan 5 ¢ar Wil l:"ﬂﬁi".' ponCenAe 1L
T beeggim wiith, yous will
notice that the Zildjan oymibal
has estracrdinany cutting
power, while all other cymbals
fall elf prematursly, The dil-
ferenes i m the alloy farmula
arad special metal-lorging
technigues we use,

You will also nolice that
while the mass-produced
cyimbals exhibii dgorous unk-
farmity, the Zilditan oymbals
‘::-:l'!_|r:- the imclustriakst 5
stamdards in favar of the
artisl’s, Each Zildjian cymbal
speaks with &n ndvidual
woice. This means you ane
able to choose & sound that is
suitable to pour personal laste
and style of playing.

Yot wll rct b thee Firsy

musician o play your Zlidjian
cyrmibal, All fidiians ane played
and evalunted ]1}' our staff ol
seven drummers before they
are allowed to leave our aging
vauilts.

= wilhieEn Yo e 1]
cymbal, take yvour time, and
choese carefully

VWhen vou by a {_f:_j“ )
Zidjlan, you're naol b

nirPbirh

just gelleng an TIDJIAM ©O
et rarT L W >

You e buying arl

Mgl LRadfan Ererm pamy Ly rites] Makers Sance ) Lod et Dt Moreell, Mo TN 008
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Trusi ithe lcader
LATIN PERCUSSION

::ﬁj';r{j] ['_"]irlij 'S :-:::f:. YOWS

Trust the lcader

LATIN PERCUSSION




