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Paiste off, 
breadth of 
each one w: 
charaeteri: 
the qualit~ 
llne inclu, 
Symphonic 
and Sound~ 

SOUND C R E A T A u ~  ~ A ~  ~ A ~ , ~  

Sound Creation is an entirely 
new collection of quality 
cymbals with unmatched variety 
in pitch, texture, color and 
feeling. The collection 
includes three ride cymbals. 
The Dark Ride is low, warm and 
full sounding, while the 
high-pitched Bright Ride is 
brilliant, clear and spar- 
kling. The Bell Ride provides 
a full, powerful and pene- 
trating bell sound. 

ARTIST PROFILES 
A 160 page brochure listing 
some 200 Paiste Drummers and 
includes a personal profile 
and drawing of each artist's 
set-up. For your personal 
copy write: Paiste Profiles 
II, Box 4137, Fullerton, 
California 92631. 

ROY BURNS 
Born in Kansas and began key 
phase of his professional 
career when he moved to New 
York. Joined the Woody Hermaz 
band in 1957 and thereafter 
played with major artists in 
live performance, TV appear- 
ances and records. Became 
Rogers Staff artist in 1968. 
A Paiste artist. 

CARL PALHER 
Started playing drums at age 
ii. At 15 left school and 
came to London to play in a 
group. Early in 1970 joined 
with Grog Lake and Keith 
Emerson to form "Emerson, 
Lake & Palmer." 
A Paiste artist. 

JACK DE JOHNETTE 

Born in Chicago and studied 
music since the age of four. 
Started playing Jazz pro- 
fessionally on piano at 14. 
Switched to drums 2 years 
later. Has performed on 
records and in concert with 
some of the greatest Jazz 
artists in the world and now 
leads his own band. 
A Paiste artist. 

PRONOUNCED PIE-STEE 
Paiste cymbals (pronunciation 
above) are made in Switzerland 
by a family which has dedi- 
cated a lifetime of work and 
experience in sound making. 
They are exclusively dis- 
tributed in the USA by 
Rogers Drums. 
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Local, Regional 
National Winners 

For official entry form, see your loc.~l J ~ ~ ~ I F ~  
part[clp~tlng S[Ingerland dealer or write direct. 
Send requests to: Program Manager, Dept. PN131, 
$[[ngedand® Drum Co., 6633 N. Milwaukee 
Ave., Niles, Ilitnols 60648 
Entries must be postmarked 
no I~tcr than Juno 30,1979 
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AMERICA'S OLDEST AND LARGEST 

our- 
EXCLUSIVE PERCUSSION CENTER 

38 ~ NOW IN ITS YEAR AT THE SAME LOCATION 

ANNOUNCES 

S II Pl] I[ cussion Products Line 
MAURIE LISHON 

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

226 South Wabash Aver 

Chicago, Illinois 60604 

312-922-8761 
312-922-1300  

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

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

PERCUSSION ENSEMBLE 
SWORDS OF MODA-LING- G. Peters 

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

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

Exh.)-Moussorgsky 
CHORALE-Resseger 
POLKA from "Golden Age"-Shostakovich 
SCHERZO-Symphony ¢/4-Tchaikovsky 
KANONoPachelbel 
WALTZ (Serenade for Strings)-Tchaikovsky 
FARANDO LE-(L'Arlesienne) -Bizet 

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

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

VITTO TYMP SOLOS (2) 
w/piano accompaniment 

4 MALLET TRADITIONAL KEYBOARD 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 
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QUESTION. 

5e  1 ees 
F ex- a tones 
Stee Erums 

es 
"[ho  Gongs. 

ANSWER. 

AT C IIIROLL SOUF 
COURSEI 

Importers & manufacturers of quality specialty 
instruments and sound effects. 

Send for our FREE catalog today. 

CARROLL SOUND, INC. 351 WEST 41st STREET/NEW YORK, N.Y. 10036/(212) 868-412( 



PRESENTING THE RIGHT SOUND, 
THE RIGHT RESPONSE, 

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

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

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

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

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

Use these series as complete sets, inte- 
grate elements, or add the drum you need to 
what you already have. Anyway you stack 
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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YOUR INVITATION TO PERCUSSION GREATNESS! 
READY FOR FREDDY 

Again we have Patato along with Jullto 
Collazo, Papalto, Nelson Gonzalez, 
Orestes Vllato, Bobby Rodrlguez, AI- 
fredito Rodriguez, Joe Mannozzi and 
.Roberto Rodrlguez. This recording is no 
longer Just a rhythm section, but a full 
band of the "heaviest" cats in the field 
of Salsa - the originators. All tunes are 

r~Inal and there are two selections 
feature the fabulous Bata Drums. 

AUTHORITY 
This album features the tops in Cuban 
percussionists - men who played to- 
gether In Cuba. We've a d d e d  the 
Cuban guitar called tres. it's a great 
example of Cuban improvisational 
music and shows the roots of today's 
Salsa. Features Carlos "Patato" Vaidez, 
Papaito, Julita Collazo, Vlrgillo Marti 
Ne son Gonzalez and Steve Berrlos. 

BUYU 
His debut album as leader, but this Is no 
debut for Jose Mangual. He's been the 
driving rhythmic force behind some of 
the greatest names in music - Machito, 
Charlle Parker, Erroll Garner, This album 
contains 20 of today's leading musi- 
cians featuring the finest rhythm section 
ever assembled. 

MY OWN IMAGE 
The most ambitious Latin album ever 
~ roduced; featuring 27 of the finest 

ew York City studio musicians with the 
best Latin rhythm section ever. 

UNDERSTANDING LATIN RHYTHMS, 
VOL I 

Our first release for which we assem- 
bled such leaders as Carlos "Patato" 
Valdez, Jose Mangual,  Manny 
Oquendo, Bobby Rodrlguez, Milton 
Cardona, Jose Mangual, Jr,, Porflrlo 
Fernandez, is strictly rhythm. Great 
example of the Interplay of the various 
rhythmic components. Presents 
perhaps the greatest Latin rhythm duo 
- Patato and Jose Mangual. Comes 
with illustrated Instruction booklet with 
musical notation. 

UNDERSTANDING-LATIN RHYTHM, 
VOL II, DOWN TO BASICS 

A no frills teaching disc covering eight 
of the most popular rhythms in Latin 
music. It illustrates these rhythms on 
Conga, Bongo, Timbale, Gulro, Tam- 
bora and Cowbell, and its all new illus- 
trated book wlth musical notation offers 
numerous va luable tips that make 
learning easier. Percusslon is accom- 
panled by piano and the beat of the 
metronome. 

I 
I 
i 
i 
i 
I 
i 
i 
i 

DRUM SOLOS. VOL. I 
This is the first In a series devoted to the 
drum solo, This record features working 

rOfesslonals involved in the leading 
Isa bands of New York City. Sides A 

and B are Identical except that Side A Is 
with solos and B is without. Not only does 
the record feature the talents of today's 
Toremost new percussionists Eddie 
Manta vo and Charlle Santiago, but its 
stereo solos in beautiful hlgh fldeIHy 
make leamlng much easier. 

i JUST RELEASED I 
DRUM SOLOS, VOL. 2 & VOL. 3 

Volumes 2 and 3 of the DRUM SOLOS 
sedes take the concept of Volume I to a 
new dimension. These albums are no- 
holds-barred drumming 
albums with an 
accent on vlduosity. 

~ l i t y  i n  L a t i n  e 
Rec0~dmg/Publfsh,ng j 

~ g i U U g g g g g n n i n  g g n g g  n g n u n R i m  m R  m g n g n  U g i l ~ a i n  ~ 

l ORDER FORM Lat in  P e r c u s s i o n V e n t u r e s ,  Inc. l 
Please send the following records: p o  s o x  8 8  * D E P T  P A -  P A L I S A D E S  P A R K .  N J • 0 ? 6 5 0  i 

Qty. Description I 
Please send the albums as indicated at left, 

__. LPV337 Understanding Latin Rhythms, Vol. I. $7.98 Add $1.00 for handling. Send Check or M.D. for II 
LPV422 Understanding Latin Rhythms, Vol II. $7.98 full amount. N.J. residents add 5% sales tax. n 
LPV445 Drum Solos, Vol. I ................. $7.98 
LPV450 Drum Solos, Vol. 2 ................. $7.98 i 
LPV451 Drum Solos, Vol. 3 . . . . . . . . . . . . . . . . .  $7.98 N a m e  l 
LPV419 R e a d y  For F r e d d y  . . . . . . . . . . . . . . . . .  $6.98 
LPV393 Authority . . . . . . . . . . . . . . . . . . . . . . . . .  $6.98 Address i 

T433 Buyu . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $6.98 C i ty  Sta te  Z ip II 
T489 M y  O w n  I m a g e  . . . . . . . . . . . . . . . . . . .  $7.98 II 

~ - - -  a =  ~ m , ~ =  H i  I ~ i =~= m i ~  m = i  n n i i n = m  i i  m m  n I i n ~ i m ~ ~ m n ~ n M ~ ~ i n ~ 
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LUDWIG ANNOUNCES THE EIGHTH INTERNATIONAL 
PERCUSSION SYMPOSIUM. A faculty of  leading percussion 
artists and educators will conduct  a full week of  instruction at  
each of  the EASTERN AND ~rESTERN DIVISIONAL INTER- 
NATIONAL PERCUSSION SYMPOSIUMS. Two locations and 
dates have been selected to accomodate  all percussionists and 
educators. The Western Division will be held at  North  Texas 
State University in Denton,  Texas, July 8-14, 1979. The Eastern 
Division will be held at  Mansfield State College in Mansfield, 
Pennsylvania, July 29 through August 4, 1979. 

Specialist tracks of instruction will be offered in Rock,  Jazz, 
and Commercial Outfi t  Drumming, Marimba and Vibe Mallet 
Percussion, Corps Style Marching Percussion, Total  Percussion 
and a General Percussion - Pedagogy Track for music educators 
and non-percussionists. 

Beginning and advanced levels of  instruction will be available 
in specialists tracks with transferable credit  to other  institutions. 

For  complete  details and application, write to:  Karl Dust- 
man, Educational  Director, Ludwig Industries, 1728 N. Damen 
Avenue, Chicago, Illinois 60647. 

The OHIO STATE UNIVERSITY, School of  Music 8th 
Annual Marimba & Vibe Camp, July 8-13, 1979 is one of  the 
few camps devoted exclusively to the s tudy of  all aspects of  the 
bar percussion instruments. This summers program will focus on 
the s tudy of both  the classical/contemporary MARIMBA and 
the modern technique of  the VIBES. Staff  members are Dr. 
James L. Moore, Camp Director,  Head of  Percussion Studies at  
the Ohio State University and Director of the University 
Percussion and Marimba Ensembles. Linda Lorren P i m e n t e l -  
Artist  marimba/percussion performer,  teacher, and clinician. 
Jack D. Jenny - -  Percussionist/Composer and Bill Molenhof - -  
Special guest vibe clinician, one of  the countries leading vibe per- 
formers, teachers, and composers.  Activities include: Ensemble 
Playing, Master classes-Technique and Solo Literature,  Improvi- 
sation & Sight Reading Development,  Lecture Demonstrat ions 
on Instrument  Building and Mallet Wrapping, Private Lessons at 
No Addit ional  Charge, and Regular Evening Programs by 
Facul ty  and Guest Artists. The week will climax with a solo and 
small ensemble recital, and a concert  by the LARGEST 
MALLET ENSEMBLE IN THE MIDWEST! 

COMPREHENSIVE PERCUSSION WORKSHOP, Anthony  J. 
Cirone - -  Director. Facul ty  - -  Joe Sinai, Charles Dowd, Rober t  
Erlebach, Mary Ellen Donald. 1979 dates - -  July 2nd to July 
6th (One week break)*, July 16th to August 3rd. *No 
instruction during the week of  July  7th to 15th. Some of  the 
faculty will be teaching at the Ludwig Symposium at North 
Texas State University). Place - -  California Music Center, 
College of  Notre Dame, Ralston Avenue, Belmont, CA 94002, 
College Credit available. For  further information call or write: 
Tony Cirone - -  P.O. Box 612, Menlo Park, CA 94025 - -  (415) 
323-6216. 

SOUTHWESTERN OKLAHOMA STATE UNIVERSITY, De- 
par tment  of  Music, presents 1979 Marching Percussion Camp, 
Roger Jamison Director of  Percussion and Guest Clinician, Will 
Rapp,  Percussion instructor at Millersville State College, Millers- 
ville, Pennsylvania and Premier Clinician, July 22 - 26, 1979. 

Clinic sessions are designed for both  the individual s tudent  
and total  percussion section. This is a unique oppor tuni ty  for 
five days of  concentrated exposure to marching percussion 
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before  marching band season. Fo r  enrollment  information,  
contact :  Roger Jamison, Director  of  Percussion Area, Depart- 
ment  of  Music, Southwestern Oklahoma State University, 
Weatherford, OK 73096. 

The University of  Arizona College of  Fine Arts  will sponsor a 
two-week l imited enrollment,  high intensi ty PERCUSSION 
WORLD WORKSHOP for high school and early college age 
students from July  8-21, 1979. 

The Percussion World Workshop will be taught by  School of  
Music faculty member  and head of  the percussion area, Gary D. 
Cook. Through semi-private and group instruction participants 
in the workshop will develop increased technical proficiency 
and greater musical understanding of  all the instruments in the 
percussion family. A major por t ion of each day will be devoted 
to percussion ensemble rehearsals and performances by  staff  and 
students.  Other activities will include reading and interpreting 
all styles of  music; recorded and live listening and discussion 
sessions; mallet, stick and instrument designing, making and 
maintenance; plus a full schedule of  recreational activities. 

College credit  from the University of  Arizona can be earned 
in undergraduate percussion studies. Fo r  detai led information 
contact:  Gary D. Cook, College of  Fine Arts,  University of 
Arizona, Tucson, Arizona 85721 or call (602) 626-1301. 

The CREATIVE MUSIC STUDIO in Woodstock,  New York, 
is accepting applications for its two five-week summer sessions. 
The first session, which runs from June 18-July 22, focuses on 
World Music. The Artist ic Director will be Don Cherry and the 
guiding artists will include: CoUin Walcott,  Tri lok Gurtu (India), 
Okay Temiz (Turkey),  Bengt Berger (Sweden), Amadou Jarr 
(Sierra Leone), F o d a y  Suso (The Gambia),  Karl Berger, and 
Ingrid Berger. 

The idea of  this session is to bring our s tudents  into contact  
with the basic rhythms,  melodies and harmonies of  the world 
and to expose them to the universality of  all music. 

The second session, which runs from July 30 - September 2, 
focuses on New Conceptions in Composit ion.  The Artistic 
Director will be Roscoe Mitchell and the guiding artists include: 
Leo Smith, George Lewis, Gerald Oshita, Joseph Jarman, 
Richard Teitelbaum, and Anthony  Braxton. 

The s tudent  orchestra will rehearse and perform premier 
works of  the guiding artists as well as their  own composit ions.  
Other activities will include workshops and intensive seminars 
dealing with all aspects of  composit ion.  

Fo r  information and applications write or call the Creative 
Music Studio at P.O. Box 671, Woodstock,  New York 12498, 
telephone: 914/338-7640. 

ANNOUNCING A PERCUSSION WORKSHOP ..... July  8-15, 
1979 at the EASTERN U.S. MUSIC CAMP....for all PERCUS- 
SIONISTS. Special PERCUSSION ENSEMBLES and Classes 
daily in addit ion to the regular camp organizations. CLINICS 
IN: Jazz Drumming, Rock  Drumming, Multiple Percussion 
Technics, Timpani,  Latin-Afro Rhythms,  Vibes, Marimba, Xylo- 
phone Technics. Write to: Thomas A. Brown, Camp Director,  
10 St. Stephens Lane, Scotia, New York 12302, (tel. 
518-399-3318) 

@ 
PLAN NOW TO ATTEND 

1979 PERCUSSIVE ARTS SOCIETY 
INTERNATIONAL CONVENTION 

OCTOBER 26-28, 1979 



NEWS 
PASIC '79-NEW YORK CITY-  

October 26-28, 1979 
An Invitation and Progress Report 

by Morris "Arnie" Lang, Host 

I t  is hard to believe that six months have already gone by 
since PASIC '78 in Tempe. At Tempe, the Executive Board of 
PAS approved New York City as the site of PASIC '79 and we 
have been working ever since organizing this important event. 

A very busy convention has been planned starting Friday 
morning, October 26th, and continuing through Sunday after- 
noon  October 28th. In addition, there will also be a "pre- 
convention" day on Thursday, October 25 for those that can 
attend - -  bu t  more about  that later. 

This will be the first PAS International Convention held in a 
large metropolitan city and its planning posed some special 
problems along with many advantages not  to be encountered in 
a college community.  The main difficulty was finding space. 
Although Brooklyn College had agreed to sponsor the event, 
many felt that they would like to be centered in Manhattan, to 
be close to the excitement associated with New York: the 
Broadway theaters, Lincoln Center, Carnegie Hall, shops and 
clubs. We were able to obtain space at the Taft Hotel and also 
have arranged to hold some events at the Sheraton Hotel, just a 
few blocks away. 

The "we" that I keep referring to is the convention 
organizing committee formed to make programming decisions 
and help with the many details involved. The members of this 
committee represent a variety of interests. Saul Goodman and 
Paul Price are, of course, well known as performers and 
teachers; David Friedman is a recording artist and clinician; 
David Charles, is a studio musician and clinician specializing in 
the Latin field; Verna Gillis is an ethnomusicologist teaching at 
Brooklyn College; and Fran Tabor is a singer and former editor 
of Music for Percussion. 

One of the first decisions that the committee made was to 
take advantage of the wealth of fine performers and clinicians in 
the New York area. Although we received many interesting and 
exciting proposals from all over the country,  we wanted artists 
from this area that, because of professional commitments,  have 
not  been able to participate in previous conventions and wanted 
to offer their special expertise. Everyone that we have contacted 
has graciously agreed to offer his or her services. And although a 
few more time slots need to be filled, the list of performers 
booked reads Hke a "Who's Who of Percussion" 

"The Symphonic Section" - -  Philadelphia Orchestra 
Alan Abel, Michael Bookspan, Gerald Carlyss, Anthony 
Orlando 

"Broadway Show Drumming" - -  Hank Jaramillo 

"Teaching Methods" - -  Saul Goodman, Milford Graves, Tim 
Richards 

"Tabla" - -  Tim Richards 

"The Opera Style" - -  Abe Marcus 

"Aspects of the Mallet Family" - -  Ladji C a m a r a -  African 
Balafon: Karl Berger-- Vibraphone; Leigh Stevens - -  Marimba 
and Mr. Sumaream - -  Gamelon 

"Contemporary Chamber Music" - -  Gordon Gottlieb 

"The Latin Section" - -  Nick Marrero, Timbale; Eddie 
Montalvo, Conga; Johnny Rodriguez, Jr., Bongo 

"Composers Talk About  Their Music" - -  Irwin "Bud" 
Bazelon, Jacob Druckman 

"The Recording Studio" - -  To be held in major studio 
David Carey, Mallets; Ralph MacDonald, Accessories; Ron 
Zito, Drum Set 

"Tympany"  - -  Richard Hochrcinar 

And among the ensembles to perform are: 

"The International Percussion Ensemble" - -  The members to 
be chosen from tapes submitted by PAS members - -  directed 
by  Andrew Cyrille, Ray DesRoches, and Paul Price. 

"Juilliard School Ensemble" directed by Saul Goodman 

"Brooklyn College Percussion Ensemble" directed by Morris 
Arnold Lang; performing Ginastera's "Cantata para Magica 
America for Soprano and Percussion Orchestra" 

"Tenafly Junior High School Percussion Ensemble" directed 
by  Walter Schneider 

"African Dancers and Drummers - -  directed by Ladji Camara 

"Double Image" - -  Featuring David's Friedman and Samuels 

Although the convention will officially open on Friday 
morning, October 26th, we are planning a "pre-convention day 
of activities on Thursday, October 25th. This day will be limited 
to the first 150 people who register. The schedule looks like 
this: 

Thursday, October 25 

10-12:30 attendance at rehearsal of New York Philharmonic, 
Zubin Mehta, conductor 

12:30-1:30 meet the percussion section of the Philharmonic 
in the Green Room for question/answer session 

The group will then be divided into three sectins, each with 
about 40 people. Registration for one of the three sections is 
required in advance in order to be eligible to attend. 

Section A: excursion to the Metropolitan Museum of Art to 
see the musical instrument collection; guided by Verna Gillis 

Section B: tour of the vast collection of percussion instru- 
ments at Carroll Musical Instruments Co. 

Section C: attend rehearsal of the Juilliard Percussion 
Ensemble with Saul Goodman conducting 

The annual dinner banquet  will be held on Saturday evening, 
October 27th from 6-8 p.m., at the Holiday Inn  on West 57th 
S t r e e t .  S i g f r i e d  F i n k ,  t h e  e m i n e n t  G e r m a n  
percussionist/teacher/composer, has agreed to be the guest 
speaker. The remainder of Saturday evening will be left free to 
enjoy the theaters, concerts and clubs in the city. 

We are still awaiting the availability of some additional 
people and the finalization of the actual schedule, but, as you 
can see from the fabulous program outlined above, the event 
promises to be very exciting. The final schedule, registration 
information, and hotel lists will appear in the fall issue of 
Percussive Notes magazine. 

TIL PASIC ' 7 9 -  
Morris 'Arnie '  Lang, Host 
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PARTICIPATION INFORMATION FOR 
"INTERNATIONAL PERCUSSION ENSEMBLE" 

Outstanding players from college and university percussion 
ensembles are invited to submit tapes for membership consider- 
ation in the "International Percussion Ensemble" that will be 
formed for PASIC '79. 

Students chosen (there will be around 10 players) will meet 
for several days of rehearsal and will perform in a concert which 
will include: 1) traditional western repertoire, 2) something in 
the jazz idiom, and 3) an improvisatory work. 

Applicants should submit a cassette tape of no more than 5 
minutes of music. The tape should represent facility on mallets 
and percussion, plus an improvised segment on any instrument 
other than drum set. 

THE DEADLINE FOR SUBMITTING TAPES HAS BEEN 
EXTENDED TO JULY 15, 1979 from the originally announced 
March 1, 1979 deadline. Tapes cannot be returned. Also 
included should be a brief biography of the applicant. Send to: 
Morris Lang, Chrp. PASIC '79, 208 W. 30th St. - 7th FI., New 
York City, NY 10001. 



Plan Now To Attend 

PERCUSSIVE ARTS SOCIETY 
INTERNATIONAL CONVENTION 

T h e  1 9 7 9  Percuss ive  A r t s  S o c i e t y  I n t e r n a t i o n a l  Con-  
v e n t i o n  will  be  he ld  in  N e w  Y o r k  C i ty  O c t o b e r  26-28, 
1979  w i t h  Morr is  " A r n i e "  L a n g  o f  t he  N e w  Y o r k  
P h i l h a r m o n i c  O r c h e s t r a  as c o n v e n t i o n  Hos t .  Conven-  
t i o n  h e a d q u a r t e r s  will be  a t  t h e  T A F T  H O T E L  - 51s t  
S t r e e t  & 7 t h  Avenue .  

Plan now to attend this event which promises to be bigger 
and better than any previous PAS convention. Watch the 
coming issues of Percussive Notes Magazine for more detail= 
concerning the program and other details. Also note below the 
information concerning hotel reservations. 

1 9 7 9  

DETACH BELOW AND MAIL 

PLACE 
15¢ 

STAMP 
HERE 

ATT: SALES DEPARTMENT 

T 
H O T E L  T A F T  

H O T E L  T A ~ - ' I  ~ 
777 Seventh Avenue at 51 st St. 
New York, N.Y. 10019 

H O T E L  T A F T  
777 Seventh Avenue 

(at 51 st Street) 

New York, N.Y. 10019 
(212) 247-4000 

(800) 223-9844 
Unless your reservation is guar- 
anteed your room may be 
released at 6~00 p~m, Cance la- 
tlons should be received 48 
hours prior to arrival to insure 
refund of deposit, 

FOLD 

PERCUSSIVE ARTS SOCIETY --  Oct .  26--28/_1979 
(NAME OF GROUP) (DATE) 

Single rooms 

Double / Twins 

Triples 

Quads 

t . m Please reserve ~ room(s). Indicate your roo breakdown below by category. 

Arrival 
- ~  ~ A.M. 

Hour P.M. 

J I Departure 

NAME(S) 

Approximate Time 

ADDRESS 

CITY STATE 
t Rooms subiect to applicable taxes. 
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Report of PAS 

Research Committee 

Dr. Harrison Powley. Chairman 

Several important  projects have been begun by  this commit tee.  Across the page an 

information-seeking form has been printed. We are at tempting to  revise and update  the 

Percussion Research Bulletin. We urge all members  of  the  Society who have published or 

who have completed percussion related theses or who are currently working on 

percussion related projects to complete  this form (and additional copies as needed) and 

return it to me at the address listed below and on the form. The data will be published 

b y  the Society and will be updated  in the Percussionist yearly. For  those involved in 

percussion-related research, this listing will help to eliminate duplication of  efforts as well 

as inform and hopeful ly  bring together  interested scholars. The commit tee  is also 

completing an index to the Percussionist vols. 1,15; Percussive Notes  will receive similar 

t reatment  at the end of  vol. 20. 

At  the recent  PASIC meetings in Tempe several papers on historical and performance 

problems were presented. These types of  presentations will be continued at future 

conventions. Please send me your  ideas and comments  concerning these activities. If  you  

want to read a paper or present a research oriented lecture/demonstrat ion at future 

PASIC meetings, please send me an abstract of  your  proposed topic. When appropriate 

these papers will be published in the Percussionist or Percussive Notes.  

Send inquiries and index forms to:  

Dr. Harrison Powley 

E-221 HFAC 

Brigham Young University 

Provo, UT 84601 
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PERCUSSIVE ARTS SOCIETY 
Index of Theses, Dissertations, Papers, 

and 
Works in Progress on Percussion 

O~4t~4tO 

Directions for Preparing Forms 

Completed Topics 
Fill out all spaces as completely as possible. 

New Topics 
Persons submitting uncompleted thesis or dissertation topics need fill out items 1, 2, 3, and 4 (excepting 
Year Granted). 

For non-student projects fill out items 1, 2, and 3. 

[ 1. NAME: 
I LAir NAME 

[ 2. ADDRESS: 

FIRST MIDDLE 

3. TITLE: 

CITY STATE ZIP I 
I 

and 
[ subtitle 

[ (Include 
English 

[ ~ranslatinn 
[ if in language other than English) 

[ 4. 
[ Degree 

I 5. No. of vols.. 
I nl. 
I Mus. Ex. 

Appendices 
I Indices 
I 
I 6. 

Source of Abstract 
I 
[ 7. PUBLISHER: 

Discipline University Year Granted 

Prefatory pp. 
Plates 
Transcriptions 
Discography 
Mode of R e p r o .  

Pp. of text 
Tables 
List of Works 
Bibliography 
Facsimiles 

Name 

8. Period or Dates Encompassed: 

9. INDEX WORDS: 

Place Date 

Make additional copies of this form for each item submitted. Marl completed forms to Dr. Harrison Powley, 
Chairman PAS Research Committee, E-221 HFAC, Brigham Young University, Provo, UT 84602. 
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Editor's Note- -  
You are encouraged to write "Letters to ti~e Editor" for 
inclusion in the "'PERCUSSION DISCUSSION" column o f  this 
magazine. Articles and other material in this magazine reflect 
the opinion o f  the writers and do not  necessarily reflect the 
opinion o f  the Percussive Arts  Society.  With the many differing 
concepts, techniques, etc. prevelent  in percussion teaching and 
performance today, we strongly urge that you  write and let  us 
know your  responses to the material published in this magazine. 
Le t  us hear from you!  

NATUREANDSECOND-NATURE 

I am writing this as a further discussion of the issues raised 
by Phillip Coffman in his article "Articulation in the Percussion 
and String Families: a Similitude" (Percussive Notes, Vol. 17, 
No. 2, Winter 1979, pp. 32-33). 

I t  is common (and scientific) knowledge that there is a 
tendency in instrumentalists for certain limbs (feet, hands, 
fingers) or certain movements (key, stick, valve, etc.) to exhibit 
a natural dexterity. Coffman points out  some of the variables 
that affect such proclivity in technique. It  is true that the 
musician must recognize this natural state of affairs and 
capitalize on it in his practicing and performances, thus to a 
certain extent there is a place for articulation techniques based 
on such "natural" dexterity. 

However, I think that the duty of every serious musician is to 
go beyond this "naturalness" and at tempt to develop all limbs 
or movements to a second-nature state of proficiency. The 
musician who can handle what were previously awkward or 
"unnatural"  articulations (e.g., up-bows on the beat; leading 
with the weak hand) in a comfortable manner  has greater 
freedom to respond to a given musical situation. 

For example, in the case of percussionists, the ability to lead 
with the weak hand would have applications in multiple 
percussion work where certain set-ups require that the left hand 
(of a right-handed player) "lead" a particular melodic or 
rhythmic figure. Also, the area of polyrhythms requires that 
both hands have a simultaneous "lead" capability. 

Granted much is natural in the application of our appendages 
to musical performance. But much more can be learned. 

Jerry Carrieo 
651 N. W. 42nd Court, Apt. 205 

Pompano Beach, FL 33064 

ON STICKING IDENTIFICATION 

In  response to your statement printed in Percussive Notes, 
Volume 17; Number 2; Winter 1979 issue, dealing with the 
Russian System of drumming used by most European percus- 
sionists, submitted by Francois Dupin, PAS Chapter Chair- 
person, Paris, France, I say this: To Dupin's  question "Why, 
therefore, do Americans use "L"  and " R "  to indicate stick- 
ings?" (as opposed to the Russian System using (e for L) and (o 
for R) I reply that (1) The brainwaves received from the 
association of the letters "L"  & "R"  seen by the eyes, can be 
proved to be faster than the mere sight of a closed or open 
circle, which substantially affects the precision of a perform- 
ance. (2) As you are aware, the American way or system of 
identifying sticking patterns has been around for such a long 
period of time that the conversion to the "Russian System" 
would be a dflema to the percussion world in the U.S. (3) 
WHAT IS NOT efficient about "L"  & "R"  sticking; when every 
pure-blooded American knows that the spelling of LEFT & 
RIGHT do not  contain a closed or an open circle!! (4) You said 
the Russian System makes reading easy; quite true, for a 
European,!! but for an American, the accepted system of "L"  & 
"R"  will suffice, and it is my own judgement that this system 
will prevail with the high degree of success that it has had 
throughout history ! 

If you would like to go a little more into this subject, I 
would appreciate it, but  as it stands, I stand firm. 

Percussively Yours, 
Dennis Johnson 

Pas Member 003336 

PERCUSSIONE 4 

Editor's Note:  Disaster struck Pereussione 4 last December 
24th. Fire wiped out  their complete collection o f  instruments 
(U.S. value $37,000.). They were one o f  Italy's contemporary 
percussion groups. Anyone  wishing to help is urged to contact 
P.A.S. 

In January 1974, four young Italian musicians - -  Guido 
Facchin, Giuseppe Marotta, Silvano Penzo and Lino R o s s i -  
three of them members of the La Feniee Opera house in Venice, 
decided that they would try to develop a taste and interest in 
contemporary musical works for percussion instruments, un- 
known or hardly known in Italy, and founded PERCUSSIONE 
4. 

They received no official support beyond the free use of 
space in the disaffected church of Santa Catarina, where they 
could rehearse and keep their - - then few-- instruments. 

Their initial repertory covered both "classics" such as 
Bartok, Milhaud, Chavez, Varese and contemporary composers: 
Cage, Marttinen, Feldmann, della Vecchia, Hazon, Donatoni, 
and works by two of their members: Facchin and Marotta. 

Rather unexpectedly, but  certainly due to the quality of the 
performances, acceptance and success grew rapidly and within 
the very first year of activity they gave repeated concerts all 
over Italy, performing alone or invited to take part in seminars 
or festivals of contemporary music. 

During the following years, they used their fees to enlarge 
and diversify their musical instruments, buying new ones from 
Europe, the Americas N. and S. and the Orient. 

Disaster struck on Christmas Eve 1977, when a fire started 
during the night in the wooden ceiling of the church; with 
amazing speed the whole vaulted ceiling was ablaze and crashed, 
burying and destroying all of their percussion instruments and 
other works of art. 

Since then, PERCUSSIONE 4 has remained silent. The large 
collection of instruments had cost some 30 million lire (about 
$37,000 actual replacement value) and the musicians were left 
with their salaries at the Fenice to support their families. 

No Italian official support has been forthcoming and so far 
only some 5 million life have been collected by a few friends 
and used to order the most basic instruments. 

As one of their friends, I feel that their very sad situation 
should be made known and do trust that active solidarity will be 
shown to them in terms of money, instruments or scores. 

Jean Paul Delmas 
655 Park Avenue, N.Y.C. 10021 

from Dec. 18 :3366  S. Marco, Venice 
Guido Facchin lives at: Cannaregio 6306, Ycnezia 

@ 
ADVERTISEMENT SPACE IS AVAILABLE 

IN PERCUSSIVE NOTES 

Write for rate card which contains details: Editor, 
PERCUSSIVE NOTES, P.O. BoX 02095, Columbus, Ohio 43202. 
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SIGFRIED FINK TO ADDRESS PASIC "79 

Siegfried Fink, the eminent German percussionist/teacher/ 
composer will present the feature address at the PASIC '79 
banquet  on October 27th, 1979 in New York City. 

UPDATE: 
"Committee for the Elimination of T-Handle Rods on 
all Percussion Equipment" 

By William J. Schinstine 

Several correspondents have written concerning this issue 
which was first mentioned in the last issue of Percussive Notes. 
T. R. Blouse of San Antonio,  Texas writes that he followed my 
instructions and received an answer from Win. F. Ludwig which 
reads as follows: 

"We can supply all of our bass drums with key tension rods 
instead of T-handle rods. "...He also states, "most of our 
timpani already come standard with key tension rods." 

Another writer stated that his objection is that Ludwig key 
tension rods on timpani require a very expensive key which is 
easily lost. This writer wishes all key tension rods be of the 
same size so an ordinary drum key would work. 

Thomas J. Conrad of Kitchener, Ontario, Canada writes that 
he agrees with our position on T-Handle rods. His experience is 
that several bass drum T-Handle rods have been bent  in 
transporting his drums. He also states, "I  am currently consider- 
ing changing the rods on my drums over to the key rods. I feel 
this would facilitate greater control in tuning my bass drum 
since T-Handles get turned at right angles to the hoop and 
would be a greater hazzard than they already are." He also 
mentioned that his father, a music educator, switched all of the 
school timpani to key rods and keeps the key in his office so 
that the drums do not  become untuned accidentally. 

It was recently announced hy the,S.lingerland Drum 
Co. that they have ceased manufactuRhg T-Handle rods 
for all timpani and are replacing them with key rods. 
Replacements for existing models may be purchased 
through all Slingerland Dealers. Our Congratulations. 

..... ,r,~ I,,Eg. - 

~.,, -~ ~ ~w~.~ ~ 

ANOTHER REASON TO ATTEND PASIC 
STEVENS DEBUT 

Concert marimbist Leigh Howard Stevens will perform his New 
York City debut recital in New York's famed Town Hall on 
Saturday, October 27, 1979 during the Percussive Art= SocieI~ 
International Convention. There are no conflicting convention 
events as the planning committee has designated Saturday 
evening as unscheduled free time. On the program is the world 
premiere of Raymond Helble's most virtuostie and exciting solo 
marimba work: Toccata Fantasy. Watch for next issue of 
Percussive Notes for ticket information. 

Perhaps the most unusual response came from a student who 
insisted we were all wrong to start this committee. He related 
the following story as proof that we are on the wrong track. 

It seems in his band one morning, they have timpani with 
T-Handle rods on their timpani, most students were already in 
attendance. At the last minute before rehearsal began a sweet 
young lady arrived late. Her attire was one of those so called 
wrap-a-round skirts. In her haste to get to her chair on time she 
inadvertedly caught the skirt on one of our friends, the 
T-Handle rods and zip.., the whole thing dropped to the floor! 

Well, good or bad, let me hear from you on your experiences 
and feelings about the T-Handle rod controversy. I'll try to keep 
you up to date if you will only let me know your feelings. 

William J. Schinstine 
c]o S & S School of Music 

N. Kehn & Buchert Rd. 
Pottstown, Pa. 19464 

CORRECTIONS 

In the Winter '79 issue of PERCUSSIVE NOTES (Vol. 17, 
~/2) under the listing of compositions receiving votes in the 5th 
Annual Percussion Composition Contest the following correc- 
tion should be made: 
"Three Pieces for Keyboard Percussion Soloist and Percussion 
Ensemble" -- Daniel Knipple, 1728 W. Philadelphia St., York, 
PA 17404 
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Percus on 
Ensem les 
for 3 or more players 

Wilfried Hiller 
CATALOG III for 3 percussionists 

(72 C000S) . . . . . . . . . . . . . . .  5.75 
CATALOG IV for 4 percussionists 

(72 C002S) . . . . . . . . . . . . . . .  5.75 
CATALOG V for 5 percussionists 

(72 C0006) . . . . . . . . . . . . . . .  5.00 
Osvaldo Lacerda 

3 BRAZILIAN MINIATURES fo r4  to 19 
percussionists (72 C0016) . . . .  8.50 

Heinrich Konietzny 
TRIADE for Xylophone, Vibraphone, 

Marimba & Cymbals (72 C0007) 4.25 
Tiberiu Olah 

SPACE AND RHYTHM -- etudes for 
3 percussionists (71 C0036) .. 17.50 

Maurice Ohana 
CHOREOGRAPHIC STUDIES for 

4 percussionists (71 A6078) .. 10.50 
CHOREOGRAPHIC STUDIES for 

6 percussionists (71 A6534) .. 8.50 
Hermann Regner 

6 EASY PERCUSSION TRIOS 
(72 C0020) . . . . . . . . . . . . . . .  4.75 

Rudolf Schingerlin 
5 STUDIES FOR PERCUSSION TRIO 

(72 c0021)  . . . . . . . . . . . . . . .  4.7s 

Prices subject to change without notice. 

Write to Dept. PER for o free copy o f  the new SCHOTT PERCUSSION CA TALOG. 

EUROPEAN AMERICAN MUSIC DISTRIBUTORS CORPORATION 
195 AIIwood Road Clifton, New Jersey 07012 
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MIKE BALTER MALLE1 
. . .  a stroke to perfection ® 

Baiter Mallets feature 100% rattan handles, the prefer- 
ence of most professionals. Any sound, shape, hardness, 
or feel is available to please the most discriminating 
percussionist. With Baiter Mallets you are assured of top 
quality, uniform winding, perfect weight and balance, 
along with custom workmanship. 

What they're saying about MIKE BALTER MALLETS 

"~o -~a~'~ ° - ,~e° '~  ..,~9, t " ~ .  

~e e$ ~ e ~  ~ "  
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"Well made mallets w i th  a 
wide range of  sound are 
essential to  percussionist. 
M ike  Baiter has come 
through w i th  the choices 
needed," 

Vic Feldman 
Hol lywood 
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" A  great variety o f  color is 
essential in today's music. 
Baiter mallets expand the 
possibilities fo r  keyboard 
percussion.'" 

Marv Dahlgren 
Minnesotat Orchestra 
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Univ. of  Miami 

%: % /,~ 

o o "~ - ~  "e,. o~;. ,h.  
~ :  ~ , ~  ~;o o, ~ a / . . "  w/e_'*.. :% ~ / ~ ¢  

/./o~//~,o.-, % o~.,: 0o~'% 

OF 

;'ull l; I°l~laucl a -  

I ° e r c u ~ l l l  ~ ~ . "'~,]rCI e 
r n a i n , ~ i O n / ~ l c l  the ~=r_OCtuet 

an¢~ Celn t~ ~. I f  .. werlou 

t~Vel I ~=~iOn ..~.r rn , i i  " ~ a l l h .  
-- "~rVocl ,,'VOrlcl eel tier= 

~Yrnl~hony 

MIKE BALTER MALLETS P.O. BOX 531 NORTHBROOK, ILL. 60062 
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plus c-ases: tlar~lwareiihrones: metronomes, cov~rs'a'n'd~m'uch more. 

F - 1  

FREE monthly product & price bulletin. 
Send $1.00 for educational catalog. 

FREE CATALOGS WITH INITIAL ORDERS! 
Mail Orders, Inquiries To: 

DRUM SHOP 
~ OR CALL: 1 ( 2 1 6 ) 4 9 9 " 1 1 9 8  

Dealer Inquiries Welcome. 

VISA & MASTERCHARGE Accepted"Drum Distribution Throughout the World" 

GRAND FANTASY IN C MAJO~R ('RL H~i,bl,~) 
As performed by Leigh Howard S t~vel~s ~ 

YOUNG (trans. by Leigh Howazd Steven,s) " : : ! ~ 0  ',~: I 

ANDANTE AND ALLEGRO (Gorclo• S,tou~c) ; : ,  :i ::11 
formal-imba&p,iano , • " ~" ' "~0~" : "  I 
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C A D E N Z A  NO.  1 for timpani 
(by David Ameele) . . . . . . . . . . . . . . . . . . .  $1 .50 

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

S U I T E  FOR M A R I M B A  unaccompan ied  
(by David Ameele) . . . . . . . . . . . . . . . . . . . .  3 .50 

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

SEE YOUR MUSIC DEALER 
OR ORDER DIRECT (add 50¢ 

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

AVAILABLE IN  SEPTEMBER '79 :  
Percussion Ensembles by 
Albagli, Floyd, & Howden, 

plus new solo literature 
for snare drum, timpani, 

and marimba. 

!:3 PUBLICATiOn/ 
L ,  5,~¢ Haywaid AvE. 
A Roch(/tif, n v 1~609 



since 1967 / 

2 3 4 5 6 7 8 

AS ILLUSTRATED ABOVE: All beaters 9 inches long. 

COLOR BAND BEATER FACE DIAMETER WEIGHT 
1. White 1/4 i nch  2 " 3 ~  
2. G r e y  5 /16  inch 26 gm 
3. Yellow 3/8 inch 36 Em 
4. Brown 3/8 inch 30 gm 
5.  G r e e n  7 / 1 6  i n c h  40 ~a 
6 .  Red 7/16 inch 32 ~a 
7.  Blue  1/2 i n c h  45 gM 

8. "DOUBLE HEADER" TYPE BEATER: A b e a t e r  face on 
b o t h  e n d s  Of t h e  rod  makes  a "2  i n  I "  b e a t e r .  
W hi l e  a n y  c o m b i n a t i o n  i s  p o s s i b l e ,  t h e  f o l l o w -  
~ are the . a t  p o p l a r  used: ( , )  whito-Orey, 

White-Yellow, ( c )  White-Green, (d) Grey- 
Green, (e) Yellow-Green and (f) Yellow-Blue. 
Color code bands are ADJACENT to beater faces. 

RETAIL PRICES: $3.25 each; $6.OO/pair, # 1-7. 
DOUBLE HEADER PRICES: $5.00 each; $9.00/pair.. 

..... TRIANGLE MOTES ..... 

HOW IS THE SYOESSEL TRIANGLE BEATER DIFFERENT? 

In one w o r d - - d e s i g n .  Its cen te r  of gravity, or 
point of balance, is toward the playing end. 
Conventional beater8 have the balance point in 
the middle of the beater (or slightly closer to 
the hand, as with the "eyehook" type beaters). 

HOW DOBS THAT MAKE THEM BETTER? 

The "sweet spot" is bigger. In golf, the "sweet 
spot" is that p l a c e  where the clubhead b e s t  hits 
the ball. While all triangle heaters have this 
c h a r a c t e r i s t i c ,  t h i s  "sweet spot" i s  far larger 
in the Stoessel triangle beater. By concentrating 
the mass at the working end, you gain two things: 
(I) h i g h e r  ntick efficiency, and (2) far less 
beater noise. You work less and you hear more of 
your triangle, less of the beater that hits it. 

ARE THEY TESTED UNDER PROFESSIONAL DEMAND? 

You bet! Most professionals have Stoeaael pro- 
ducts. It was tO the profess~is that these 
b e a t e r s  f i r s t  w e n t ,  we re  t r i e d ,  and w e r e  b o u g h t .  
IMPORTANT NOTE: Some e a r l i e r  production b e a t e r s  
were sold between 1970 and 1976 that did not hold 
up under playing. Anyone who still has these 
beaters can exchange them for new ones. No charge 
o t h e r  t h a n  p o s t a g e .  

STO L 

Other fine products, 
RUBBER TUBTNG f o r  b e a t e r  h a n d l e s ,  u s e d  by  p l a y e r s  
who want larger grips. Made of black neoprene 
rubber tubing, 1/8 inch inside diameter by 1/4 
inch outside diameter, 7 inches long and made t o  
s l i p  on s n u g l y .  I n s t r u c t i o n s  e n c l o s e d .  

$ 0 . 7 0  each; 2 /$1 .25 ;  10/$5.00;  1 4 / $ 6 . 8 0 .  

CROTALES (ANTIQUE CYMBALS): I n v e s t m e n t  c a s t  b r o n z e  
and i n d i v i d u a l l y  t u n e d .  Can be  o r d e r e d  i n d i v i d -  
u a l l y ~  i n  p a i r s ,  o r  m o u n t e d .  S p e c i f y  p i t c h e s .  

$15.00 e a c h ;  2 / 2 7 . 0 0 .  C h r o m a t i c  o c t a v e  s e t  
w i t h o u t  m o u n t i n g ,  $ 1 3 0 . 0 0 .  M o u n t i n g s  v a r y  i n  
p r i c e  a c c o r d i n g  t o  s p e c i f i c a t i o n s .  

--and THE tambourine jingle 
GENUINE GERMAN SILVER AND BRONZE: ghese  j i n g l e s  
a r e  made o f  a l l o y s  u s e d  i n  t a m b o u r i n e s  made i n  t h e  
3Ors and a r e  n o t  t o  be  c o n f u s e d  w i t h  t h e  common 
s t e e l  j i n g l e s  u s e d  i n  a l l  c o m m e r c i a l  t a m b o u r i n e s  
t o d a y .  ~he c o p p e r  a l l o y s  c r e a t e  s o u n d s  f a r  more 
brilliant and penetrating. Yhe Gems, silver j i n -  
g l e s  have a higher pitch than the bronze, but both 
types have brilliant overtones which make a won- 
derful sound. 

$15.00 per SET of 36 

HAND SHAPED JINGLES (GERMAN SILVER AND BRONZE): 
Hand shaped ~ingles of the same alloys provide 
further distinctive sounds for an even b~oader 
spectrum of brilliance. Each jingle is hand 
made and no two are exactly alikso 

$20.00 per SEZ of 36 

J. E. Stoessel 
410 Grant Street 
Lemont, Illinois 6 0 4 3 9  

Any further questions may be directed to the above address. Phone inqiairies are best 
made in the early evening, around 6:00 to 8:00, Central time. (312) 257-2846 

(Detach  at  d o t t e d  l ine)  - Mail t o  above address  
SPEED LETTER: 

I would like to be placed on your mailing list for future products. 
I do not know where to buy your products. Please help me. 
I have some specific questions: (include them) 

Name 
Address 

City State Zip 
My phone number AC 
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f ~ ~  compiled by 
~ ' ~  Don R. Baker 

ILLINOIS CHAPTER 
The ILLINOIS DAY OF PERCUSSION was held on Saturday, 
December 16, 1978 at the DePaul University campus. Five 
distinguished performers gave clinics in their respective areas; Ed 
Shaughnessy, Vic Firth, Sam Denov, Gordon Stout and Bill 
Molenhof. Also featured were Chevre, a latin percussion group 
from Chicago; Baylor University Percussion Ensemble, Larry 
Vanlandingham, director; and guest speaker, Neal Fluegel. 
Registration fees were collected at $2.50 for P.A.S. members 
and $4.00 for non-P.A.S, members. A very mixed audience was 
on hand with students, performers, educators and manufac- 
turers in attendance. 

The latest Illinois Newsletter contained two articles on 
"Peter Erskine," by Bill Olive and "The Gamelan," by Sue 
Carter-DeVale. Nominations for new officers are presently in 
the process of being determined. 

INDIANA CHAPTER 

The new officers of the INDIANA CHAPTER include: Erwin C. 
Mueller, Pres.; Paul Barns, Vice-Prcs. Peggy Shaffer~ Sec.; and 
Cynthia Soames, Treas. and Newsletter Editor. The chapter has 
published two issues of the State Newletter "Pas N' Around,"  
and co-sponsored a clinic Jan. 21, 1979 at Ball State University 
with marimba artist Gordon Stout. James A. Coffin, Sales 
Manager of Premier, presented a drum set clinic March 4, 1979 
at the Peru Music Center in Peru, Indiana. The chapter plans an 
outstanding "Day of Percussion," Saturday, May 19, 1979 at 
Ball State University, with Leigh Howard Stevens presenting a 
clinic and concert. The "Day of Percussion" will include 
additional clinics by drum set, snare drum, timpani, and 
marching percussion specialists and appearances by junior high, 
high school, and university percussion and marimba ensembles. 

KANSAS CHAPTER 

The KANSAS CHAPTER has been reorganized due to a totally 
new Executive Board. Members of the board include Jay A. 
Wanamaker, Pres.; Mary Ailor, Sec.; and John Rugolo, Treas. 
The Kansas Chapter Newsletter is in distribution and has been 
sent to Kansas P.A.S. members, Kansas colleges, and 6A, 5A, 4A 
high schools. The state chapter was represented at a booth at 
the Kansas Music Educator's State Convention held on February 
23-24, 1979. (See picture.) Also included in the revitalization 
are plans for a Kansas "Day of Percussion" to be held at the 
University of Kansas in early October. 

MICHIGAN CHAPTER 

The FESTIVAL OF PERCUSSION was held on January 20, 
1979 at the University of Michigan with four hours of 
percussion music. The university percussion ensembles from 
Michigan, Eastern Michigan, Michigan State, Central Michigan, 
Western Michigan, Wayne State, and the Interlochen Arts 
Academy all participated. The state newsletter was concerned 
about  everyone maintaining membership for financial balance of 
payments. Not only must the newsletter be paid for, approxi- 
mately $300.00 a year, bu t  there needs to be a constant  influx 
of articles, write-ups, features, and events. 

NEW YORK CHAPTER 

The NEW YORK DAY OF PERCUSSION was held on Sunday, 
March 25, 1979 at the College of Saint Rose at Albany, N.Y. 
with David Bittner as Chairman. Clinics were given by Bill 
Molenhof and Cloyd Duff. The Grand Concert included 
percussion ensemble performances by; Manhattan School of 
Music, Paul Price, conductor;  Schenectady Community  College, 
Tom Brown, conductor;  SUNY at Albany, Richard Albagli, 
conductor;  and College of St. Rose, David Bittner, conductor. 

Like as Michigan, Pres. John Beck is concerned about lack of 
attendance at the state events and the lack of submitted 
materials for the state newsletter. He also is making 1979 a year 
of involvement. At the chapter meeting the treasurer's report 
was read and there was a discussion about the Day of Percussion 
along with concerns over the NYSSMA manual and revised solo 
sheets. An amendment  committee was appointed to prepare an 
amendment  to the bylaws to insure the continuity of the 
president's office. 

OHIO CHAPTER 

The OHIO DAY OF PERCUSSION was on March 31, 1979 at 
Miami University. The featured guest speaker was Dr. Walter 
Mays, past P.A.S. composition winner, and Dr. Charles Spohn, 
Dean of Miami University School of Fine Arts. Associate 
Principal Percussionist with the Pittsburgh Symphony, Gerald 
Unger was the special guest clinician. Percussion ensembles from 
Southern and Central Ohio also performed during the day: 
Capital University, Bob Breithaupt, director; Otterbein College, 
Jack Jenny, director; Ohio State University, James Moore, 
director; Ohio University, Guy Remonko, director, and Cincin- 
nati Conservatory, Blackearth Ensemble directors, and Miami 
University Bill Albin, director. In February, the OMEA Conven- 
t ion featured Roy Burns as clinician on the topic of "Jazz 
Percussion." George Kitely's, Baldwin-Wallace Percussion En- 
semble performed numerous works at the convention at an early 
8:30 a.m. session. 

OKLAHOMA CHAPTER 

The OK-PAS has a new and creative flyer which advartizes the 
philosophy, governing body and sponsored events and publica- 
tions of the state chapter. The Fourth Annual  OK-PAS 
Percussion Festival was held at Southwestern Oklahoma State 
University on March 23 and 24. Composer, arranger, and 
performer Bobby Christian gave a clinic on Friday along with a 
performance with the SWOSU Percussion Ensemble and Jazz 
Ensemble. On Saturday, vibe soloist, Tom Brown gave a clinic 
and was also featured later that afternoon with the SWOSU 
Percussion Ensemble. University ensembles performed from 
SWOSU, University of Oklahoma, Cameron University, Phillips 
University, Oral Roberts University, University of Tulsa and 
University of Texas. 

lfansa$ P.A.& Chapter officer~ Jay -4. W a w - , , b ~  (left~ ~s. 
and John Rugoto (right), Treas. Bobby Christian 
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TEXAS CHAPTER 

The TEXAS P.A.S. with Pres., Paul P. Brazauskas; Vice-Pres., 
Dick Berkley; and Sec.-Treas., Linda McDavitt; is taking on new 
ideas from other states in their effort to promote a greater 
membership and activities in the state. Pres. Brazauskas would 
also like more involvement of members by having them submit 
programs and recital/clinic dates. Texas was very proud to have 
Dr. Robert  Schietroma, Mr. George Frock and the UT group, 
and five members in the Marimba Orchestra active at the 
P.A.S.I.C. 

The business meeting of the state P.A.S. was held in 
February at the TMEA in Forth  Worth. Rusty Wells presented a 
clinic titled "An Analytical Study of Mallet Usage in Contem- 
porary Wind Ensemble Literature" as part of the TMEA: Also, 
the UT-Arlington Percussion Ensemble put  on a Marching 
Percussion clinic as part of the state meeting. Dr. Schietroma 
and North Texas State University will host the Western Division 
of the 8th International Percussion Symposium from July 8 
through the 14, this coming summer. 

VIRGINIA AND DISTRICT OF COLUMBIA CHAPTER 

The VIRGINIA-D.C. CHAPTER sponsored its fifth annual 
Percussion Performance Forum on February 17, 1979, at 
Robinson Secondary School, Fairfax, Va. The forum consisted 
of percussion solo and ensemble performances. Randy Eyles, 
coordinated this activity for the state's percussionists. No judges, 
ratings or competitions were involved. On March 30, 1979, the 
outstanding Canadian-American percussion ensemble, "Nexus," 
presented a concert at Virginia Commonwealth University in 
Richmond. 

The chapter has been invited to conduct clinics and a 
question-and-answer session at the Virginia Music Educators 
Convention this coming fall. A panel of professionals to answer 
questions from educators is planned as well as clinics on various 
facets of percussion performances. 
The IDAHO CHAPTER presented its first Idaho Day of 
Percussion featuring marimba virtuoso Leigh Howard Stevens in 
a clinic and performance. The Day also included performances 
by the Boise State University Percussion Ensemble directed by 
Dr. John Baldwin and the Idaho State University Percussion 
group. State President Chuck Spuches has announced that 
December 1, 1979 - -  the second Idaho Day - -  will be held at 
Idaho State. Plans include clinics and performances for percus- 
sionists, music educators and the public. 

P.A.S. CHAPTER ACTIVITY REPORT 

by Karen Ervin, Coordinator of Chapters 

Number o f  members approximate. 78-79 activities may be 
either projected or already accomplished. I f  Chapter does not  
appear, it is because no membership count  and activity was 
reported. For a complete listing o f  names and addresses o f  all 
Chapter Chairpersons, see PERCUSSIVE NOTES, Vol. 17, No. 
2, Winter I979, p. 20. 

A L A B A M A  
60 members 
77]78 4 clinics, for band directors, students, etc. 
78]79 - Day of Percussion 

ARIZONA 
77-78 - 85 members, 2 issues of Newsletter, Day of Percussion 

as part of Prelims for Western States competition, with 
guest clinician 

78-79 - 119 members, same activities as above 

ARKANSAS 
77-78 - 34 members, PAS clinic for Band and Orch meeting 
78-79 - 38 members, 3 issues of newsletter, Marching percus- 

sion clinic for band directors 

CALIFORNIA 
475 members 
77-78 - 2 issues of Newsletter, 4 PAS clinics at State conven- 

tions, 5 marching Perc. clinic]workshops, Western 
States Comp. 

78-79- 4 issues of Newsletter, 2 Clinics at State conventions, 
continuation of Marching Perc. clinics, Western States 
Competition 

CANADA 
245 members 
77-78-  1 issue Newsletter, Percussion weekend with guest 

clinicians, etc. 
78-79 - Percussion Week, Guest clinicians, one week of percus- 

sion activity 

COLORADO 
85 members 
78-79 - Day of Percussion, Chapter trip to PASIC '78 

CONNECTICUT 
77-78 - 74 members, Tri-State Day of Pete. 
78-79 - 80 members, 2 issues of Newsletter, "All New England 

Day of Percussion 
FLORIDA 
105 members 
77-78-  2 issues of Newsletter, 3 clinics for high school 

students, composition contest 
78-79 - 125 members, Newsletter, Day of Pere. 2 clinics 

HAWAII 
14 members 

IDAHO 
25 members 
77-78 - 1 issue of Newsletter 
78-79 - Day of Percussion 

ILLINOIS 
77-78 - 568 members, 2 issues of Newsletter, Day of Percus- 

sion, Uncontest  (high school), Percussion Symposium 
78-79-  575 members, 2 issues of Newsletter, Day of Percus- 

sion (clinicians, etc.), Uncontest  

IOWA 
150 members 
77-78 - 1 issue of Newsletter, Meeting 
78-79-  2 issues of Newsletter, Day of Percussion, Panel 

discussion at All-State, Meeting 

KANSAS 
78-79 - 1 issue of newsletter 

KENTUCKY 
77-78-  47 members, clinics for high school students, Day of 

Percussion, 
78-79 - 48 members, Day of percussion, 

MASSACHUSETTS 
115 members 
77-78 - All New England Day of Percussion, meeting, clinics at 

universities 
78-79- All New England Day of Percussion, revision of 

All-State Audit ion procedures 

MICHIGAN 
182 members 

77-78-  4 issues of Newsletter, clinics at Universities, Day of 
Percussion 

78-79 - 4 issues of Newsletter, Day of Percussion, Compilation 
of Percussion instructor directory, Regional meetings. 

MINNESOTA 
77-78 - 50 members, 4 issues of Newsletter, 
78-79 - 54 members, 4 issues of Newsletter 

MISSOURI 
100 members 
78-79-  Newsletter, Day of Percussion, Un-contest, Display at 

State Convention 

NEW HAMPSHIRE (see Maine) 
NEW JERSEY 
77-78 - 117 members, 1 issue of Newsletter, Day of Percussion 

(Percussion Bash) 
78-79 - 138 members, 1 issue of Newsletter, Day of Percussion, 

Drum-set competit ion 

NEW MEXICO 
41 members 
78-79 - 1 issue of Newsletter, Day of Percussion 
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NEW YORK 
365 members 
77-78- 3 issues of Newsletter, Day of Percussion, meeting, 

establishment of rules for state music organization, 
pamphlet describing NY School percussion depts. 

78-79 - Newsletter, Day of Percussion, other activities above 

NORTH CAROLINA 
85 members 
77-78 - 2 issues of Newsletter, clinics for State Music conven- 

tion, high school clinics, Day of Percussion, meeting 

NORTH DAKOTA 
(see South Dakota, chapters were combined unti l  Fall, 1978) 

OHIO 
77-78 - 303 members, Newsletter 
78-79- 323 members, 4 issues of Newsletter, Day of Percus- 

sion, Clinics at state Music Conventions 

OKLAHOMA 
90 members 
77-78 - 2 issues of Newsletter, Clinics at State music conven- 

tions, Day of Percussion, adjudication service, Cassette 
recording of All-State audition material, suggested list 
of solo-ensemble literature 

OREGON 
78-79 - Meeting planned 

PENNSYLVANIA 
290 members 
77-78 - Day of Percussion 
78-79 - 3 issues Newsletter, Day of Pete., Chapter Meeting 
SOUTH CAROLINA 
40 members 
77-78 1 issue Newsletter, Clinic at State Music convention 

SOUTH DAKOTA 
60 members (combined N. and S. Dakota) 
Information below refers to combined Dakota Chapter 
77-78 - 2 issues of Newsletter, Display at State music conven- 

tion, Day of Percussion 

TENNESSEE 
125 members 
78-79 - 4 issues of Newsletter, Day of Percussion 

TEXAS 
300 members 
77-78- 2 issues of Newsletter, clinic at State Music Conven- 

tion, Display at State Music Convention, 
3 issues of Newsletter, Clinics at State Music organiza- 
tion, Booth at Bandmaster's Assoc. 

78-79 - 

UTAH 
77-78 - 

78-79 - 

18 members, Prelims for Western States Perc. FEstival, 
with clinicians 
25 members, Prelims for Western States Festival, clinic 
for State Music Convention, Display 

VIRGINIA 
77-78 - 3 issues of Newsletter, Performance Forum with guest 

clinicians, teacher directory 
78-79- 3 issues of Newsletter, Performance Forum (Un- 

contest) 

WASHINGTON 
65 members 
77-78 - Newsletter, clinics, Prelims for Western States Percus- 

sion Festival with clinicians 

WEST VIRGINIA 
77-78-  20 members, clinics for band directors, high school 

students 
78-79 - 23 members, Day of Percussion, Clinic for high school 

students 

WISCONSIN 
77-78 - 140 members, 5 issues of Newsletter, clinics for music 

educators, Day of Percussion - workshops, etc. during 
State Music Convention, Scholarship program, record 
and tape library available to music educators 

78-79-  165 members, 4 issues of Newsletter, Day of Percus- 
sion Clinics, Workshops as above, Display at State 
Music Convention 

TOWSON STATE UNIVERSITY PERCUSSION ENSEMBLE, 
Dale Rauschenberg, Director 

THE UNIVERSITY OF ARIZONA PERCUSSION ENSEMBLE, 
Gary D. Cook, Director. 

THE UNIVERSITY OF NORTH CAROLINA (GREENSBORO) 
PERCUSSION ENSEMBLE -- Don R. Baker, Director. 

THE UNIVERSITY OF TULSA, PERCUSSION ENSEMBLE, 
Cliff Whitelegg, Director 
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edited by  Dr. John Baldwin, 
Boise State University 

National Public Radio's "Jazz Alive!" program highlights its fall 
season with a special tribute to jazz legend LIONEL HAMPTON 
in celebration of his 50th anniversary as an entertainer. Hamp 
started playing serious music on the vibraphone when the 
instrument was used only in circuses and vaudeville. In the 
broadcast, interviews with the virtuoso himself, fellow musicians 
and a nostalgic review of his recording mile-stones were 
spotlighted. Vibraphonist, drummer, and pianist, Lionel Hamp- 
ton at 69 still evokes the wild enthusiasm of audiences and the 
esteem of fellow artists everywhere. 

CHARLES OWEN, University of Michigan, and BARRY JEKO- 
WSKY, San Francisco Symphony,  form the Percussion and 
Timpani faculty at the Aspen Music School for the summer of 
1979. 

Ever wonder how you look to the performer at a sell-out 
concert? This unusual picture by West Virginia University 
photographers Dave Creel and Vic Haines should give you an 
idea. Capacity crowds of 1,420 attended two performances of 
the Percussion Ensemble at the WVU Creative Arts Center. 
The WEST VIRGINIA UNIVERSITY Percussion Ensemble, 
directed by Philip Faini, is WVU's most popular performing 
group. Performances regularly are to standing-room only 
crowds. 

GEORGE CRUMB, whose compositions have won him a 
Pulitzer Prize and international acclaim, appeared March 8-9, 
1979 at West Virginia University. Crumb presented two concerts 
of his works, lectured and met  informally with faculty and 
students. 

According to Christopher Wilkinson of the WVU division of 
music, Crumb's "individualistic" music is characterized by its 
innovative use of "instruments to create novel sounds." One 
composition, for instance, incorporates the sound of a reverb- 
erated gong lowered into a tumb of water. Another uses temple 
blocks, sleigh bells, metal thunder sheet, crotales (small sus- 
pended cymbals), a musical jug, an African thumb piano and 
two slide whistles. 
"These things will seem less bizarre and more approriate when 
you see them," observed Dr. Wilkinson, amistant professor of 
music. "The use of the gong works well. Crumb doesn't  create 
noise for noise's sake, but  for its symbolic effect and in context 
with his ideas and work." 

MICHAEL UDOW (right) served as guest conductor for a 
concert of his music by the University of Wisconsin-River Falls 
Percussion Ensemble on January 12, 1979. Highlights of the 
program were "Bob Music" with TERRY SMITH (left) as 
soloist, and the world premier performance of "Timbrack 
Quartet," composed in 1978. Also on the program were "Four  
Movements for Percussion Quartet," "Two Transparent Struc- 
tures for Percussion Quintet," and "African Welcome Piece." 
This concert was the final event in a 3-day residency by Nancy 
and Michael Udow at River Falls. They also presented a duo 
concert for percussion and dance, and two workshops for 
musicians and dancers. 
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The Northern Blinois University Steel Band directed by G. 
ALLAN O'CONNER presented a concert and workshop at the 
University of Wisconsin-River Falls last fall. Their program 
included small band calypso music, traditional African drum- 
ming from the Ewe tribe of central Ghana, pop music for steel 
band, tamboo-bamboo band music from the West Indies, and 
large band calypso music. CLIFF ALEXIS, a highly respected 
steel drum performer and manufacturer who now resides in St. 
Paul, Minnesota, was also on hand to hear the concert. 



"ANTHONY ORLANDO in Concert" is becoming a familiar 
phrase in Philadelphia. Mr. Orlando has performed chamber 
percussion works with the Pennsylvania Orchestra, Penn Con- 
temporary Players, and the Rutgers Chamber Ensemble. Many 
solo recital appearances have included the premieres of works 
written expressly for him. His primary occupation is Percus- 
sionist with the Philadelphia Orchestra, along with MICHAEL 
BOOKSPAN AND ALAN ABEL. Mr. Orlando has also been 
Principal Percussionist at the Robin Hool Dell Summer Con- 
certs. He holds a Bachelor of Music Degree from the Philadel- 
phia Musical Academy. He is a faculty member at the 
Philadelphia College of the Performing Arts and the New School 
of Music in Philadelphia. 

The National Association of College Wind and Percussion 
Instructors (NACWPI) is proud to announce the commissioning 
of KAREL HUSA to write a chamber work for percussion. This 
composition, a quartet involving the percussion batterie, will be 
premiered at the MENC Biennial In-Service Conference in 
Miami, Florida, April 9-13, 1980. 

BRUCE LEHMAN, an Indiana State University junior from 
Elkart, is the national college winner in percussion performance 
in the Collegiate Artists Competition sponsored by the Music 
Teachers National Association. 
He received a $600 cash award at the group's national auditions 
in Seattle where he competed with other state and divisional 
winners. Lehman is the fourth ISU percussion student  in five 
years to win the national competition. He is a music perform- 
ance major, a student of Neal Fluegel, a percussionist in the ISU 
Wind Ensemble Symphony Orchestra, and also performs with 
the Terre Haute Symphony. 

LEIGH HOWARD STEVENS appeared in a clinic and concert 
on the campus of the University of South Alabama where Dr. 
John J. Papastefan is the percussion instructor. The clinic and 
concert were jointly sponsored by the USA Department of 
Music and Ludwig Industries. Leigh received enthusiastic res- 
ponse at both events including a standing ovation at the evening 
concert. 

JIM PETERCSAK has been appointed to the Olympic Coordin- 
ating Committee to provide music for the Crane School of 
Music involvement in the 1980 Olympics. Crane School of 
Music will be the official band, orchestra and chorus for the 
1980 U.S. Winter Olympics. 

The First International Competition for Woodwinds, Brass and 
Percussion, sponsored by the AMERICAN WIND SYMPHONY 
ORCHESTRA, Pittsburgh, Pennsylvania, is being planned for 
1980. Eligible instruments are flute, piccolo, oboe, English horn, 
clarinet, bass clarinet, bassoon, contrabassoon, French horn, 
trumpet, trombone, tuba, timpani, keyboard percussion, and 
membrance percussion. First prize will be $3,500.00 Second 
prize will be $2,500.00 and third, $1,500.00. All awards include 
a performance with the AWSO. Live preliminary auditions will 
begin June 23, 1980 and final awards presented July 20. 
Further information and applications may be obtained from 
AWSO, Box 1824, Pittsburgh, PA 15230. Virginia Steiger is 
coordinator of the competition. 

Early in March, the UNIVERSITY OF WISCONSIN-MILWAU- 
KEE School of Fine Arts Department of Music presented an 
international conference entitled "Time in Music, Rhythm, and 
Percussion: East and West," Musicians, music theorists, ethno- 
musicologists, African and Asian performers, composers, new 
music percussionists and jazz artists lectured, demonstrated, 
performed, and participated in panel discussions on time, 
rhythm and percussion in world music. 

MODERN DRUMMER MAGAZINE has moved its operation to 
new facilities in Clifton, New Jersey. According to editor and 
publisher Ronald Spagnardi, " the move was necessary to 
properly accomodate the publication's continual and rapid 
growth." Modern Drummer's new address is: 1000 Clifton 
Avenue, Clifton, New Jersey 07013. 

Peter Erskine and David Samuels perform at The Ohio State 
University. Drummer PETER ERSKINE (left) and vibist 
DAVID SAMUELS (right) were featured performer/clinicians at 
the annual Ohio State University School of Music/Coyle Music 
Centers Percussion Day this past January 13th. Samuels 
presented a session on vibe techniques and improvisation, and 
Erskine discussed and demonstrated his approach to perform- 
ance on the drum set. The two artists were joined by the 
rhythm section that formerly was with Maynard Ferguson's 
Band for some numbers followed by a reading of some 
outstanding charts by the award winning Ohio State University 
J a z z  Ensemble. 
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WALTER THOMAS, steel drum virtuoso from Granada recently 
performed and discussed steel drumming at the University of 
Texas - E1 Paso. 



F R A N K  MARGIDA, gradaute s tudent  at  Akron University, 
recently won the MAJE Outstanding Drum Set Soloist Award- 
Combo at  the Elmhurst  College Jazz Festival. Frank is a s tudent  
of  LARRY SNIDER. 

MARY AILOR, University of  Kansas sophomore,  was selected 
to perform with the American Wind Symphony  Orchestra under  
the direction of  Rober t  Boudreau for the 1979 summer season. 
She was also selected to perform Mayuzumi 's  "Concer to  for 
Xylophone and Orchestra" with the University Symphony 
Orchestra on their  Concerto Program. She is also the Secretary 
of the Kansas PAS Chapter. Mary is a s tudent  of  JAY 
WANAMAKER. 

BRIAN TRUSLER,  a University of  Akron freshman, will be 
performing at  the "Fami ly  Enter ta inment  Capital of  the World" 
this summer. Following audit ions held throughout  the United 
States, a Disneyland talent  team selected Brian as the set 
drummer for the Jazz Lab Band and percussionist in the 
All-American College Marching Band. Both groups will perform 
at Disneyland in Anaheim, California, from mid-June through 
August this year. Brian is a s tudent  of  LARRY SNIDER, and is 
a member of  the University Marching Band, Symphony  Band, 
and Percussion Ensemble. 

The Boise State University Percussion Ensemble, under the 
direction of  DR. JOHN BALDWIN, has been selected as one of  
ten small chamber ensembles from Idaho to take part  in " Idaho  
In Concert ." This is a six-part chamber music performance series 
funded by KAID (Boise's educational TV station),  the Idaho 
State Commission on the Arts,  and Mountain Bell. 

WARREN SMITH, professional percussionist and performer,  
presented a clinic at  the Crane School of  Music and was in 
residence on March 5. Mr. Smith has been percussionist with 
Tony Williams, recently with Sam Rivers and is presently the 
percussionist on the broadway show, "Dancing" and was one of  
the original percussionists for West Side Story.  

On March 12 and 13, JOHN BECK, t impanist  of  the Rochester  
Philharmonic Orchestra and head of  percussion at  Eastman 
School of  Music presented a clinic and was in residence at the 
Crane School of  Music. Mr. Beck's topics included the t impani  
and classical tradit ional percussion playing. 

MICHAEL VARNER was the  featured guest clinician at  the 
1979 Utah Percussion Festival in February.  Clinics, concerts,  
competit ions,  and a banquet  were all included. DOUGLAS J. 
WOLF, Percussion Instructor  at  Weber State College, was the 
host  and coordinator .  

CHRISTOPHER NORTON, student  of  LARRY SNIDER at the 
University of  Akron in Ohio, has been announced as an award 
winner of  the SOHIO Young Peoples Concerto Competi t ion.  
Chris will play the Concertino for Marimba by Creston with the 
Cleveland Civic Orchestra, Edwin London,  conductor.  He will 
also perform the Concertino with the Akron Youth Symphony 
under the direction of  Paul Biss. 

WILLIAM J. SCHINSTINE was guest clinician at  the University 
of  West Virginia Day of  Percussion on March 25th. A large 
gathering of  area percussionists and band directors met  in the 
WVU Creative Arts Center in Morgantown to hear him outline 
the Schinstine & Hoey percussion method  of  development  of  
percussion techniques. 

The clinic was concluded by a concert  of  the WVU PercuNion 
Ensemble under the direction of  Phil Faini.  Included was the 
local premere of  Schinstine's PAS Award winning ~onata No. 4 
for Timpani and Percussion Ensemble with Donald K. Gilbert  as 
solist. Gilbert,  a former s tudent  of  Schinstine, i~ presently 
director of  percussion studies at  West Liber ty  State College. 

DONALD K. GILBERT 

"Percussive Notes Magazine gets be t te r  with each issue. My 
congratulations to you and the staff  for such qual i ty ."  

John Soroka,  Ptinc. Perc. A~oc .  Prine. Timp. 
Pittsburgh Symphony Orchestra 

The Drummer: Man 
GORDON B. PETERS 
principal percussionist, 
Chicago Symphony Orchestra 

first president of The 
Percussive Arts Society 
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reference 
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"The Cosmology of  Easy Listening," a work by  STEPHEN L. 
MOSKO of  Green Valley, California, was the unanimous 
selection of  the judges to receive the first prize in the 
composit ion competi t ion for a work for the Blackearth Percus- 
sion Group sponsored by  the College-Conservatory of  Music, 
University of  Cincinnati, where the Blackearth is ensemble-in- 
residence. Mosko will receive a a $500 cash award. The work 
will be published by the Theodore Presser Company and the 
premiere of  the composit ion is scheduled for the fall of  1979. 

The Music Department  of  the College o f  The Arts at  Alabama 
State University presented a percussion clinic and concert  last 
January which featured LEIGH HOWARD STEVENS. VAN 
TONY FREE, director of  Percussion at  Alabama State Univer- 
sity, coordinated the event. 

ON THE MOVE 

edited by  Dr. John Baldwin 
Boise State University 

Last November, DAVID W. WILES presented an evening of  
percussion music as part  of  the Midland (Michigan) Symphony  
Orchestra Society Recital  Series. Included in his program were 
several original works, an arrangement o f  a Bach cello suite, 
Tanaka's "Two Movements for Marimba," and a premier of  a 
percussion and tape work by Wiles. 

GORDON PETERS, Percussionist with the Chicago Symphony  
and Adminis t ra tor  for the Civic Orchestra of  Chicago, recently 
conducted the Chicago premiers of  Messiaen's "The  Ascension" 
and Ruggle's "Organum." 

ABASCUS PERCUSSION GROUP began its residency at  State 
University o f  New York at  Stony Brook in 1976, and since then 
has part icipated in an integral way in the life of  the university. 
Activities have ranged from concerts in coffee houses and 
student  dormitories to formal concerts on campus, and the 
conducting and coaching of  percussion ensembles and chamber 
groups, working very closely with percussion instructor RAY- 
MOND DES ROCHES. They may be contacted for information 
concerning various workshops on different levels: Workshop for 
Elementary schools, classes with learning disabilities, in assem- 
bly or classroom; Junior high school workshop;  and High school 
seminar and clinic and/or  concert.  

Orchesis, the West Virginia University modern dance group 
directed by  Mary K. Wiedebusch, and Percussion 70, directed by  
PHIL FAINI,  combined for a concert  last January as part  of  the 
second semester musical activities at  WVU. 

The San Jose State University Percussion Ensemble and the 
Gamelan Degung presented a joint  concert  last December, 
featuring ANTHONY J. CIRONE as solo percussionist. 

GEORGE GABER, Professor of  Percussion at  Indiana Univer- 
sity, has recent ly joined forces with other  musicians to present 
workshops and concerts. He collaborated with Frank Gillis for 
" F r o m  the Cakewalk to Bossa Nova--Rhythms in Jazz and 
Popluar Music: A Musical Dinner Falkfest ."  And he joined 
cellist Janos Starker for the world premier of  David Baker 's 
"Singers of  Songs, Weavers of  Dreams" in Carnegie Hall. 

HORACE ARNOLD presented a drum set and jazz rhy thm 
section clinic at  Crane School of  Music last December. 

LIONEL HAMPTON and his Band presented two concerts at  
the Tri ton College Student  Center in River Grove, Illinois, in 
December. 

MARIO GAETANO, JR. recently completed the Master o f  
Music degree in Percussion at East Carolina University, Green- 
ville, North  Carolina, where he studied with HAROLD JONES 
and was awarded the ECU Young Art is t  Award.  Mr. Gaetano is 
awaiting the release of  a number of  percussion composit ions 
from Music for Percussion and Paul Price Publications. He is 
currently teaching privately and residing at  RD #13, Clifton 
Park, New York, 12065. 

Several guest conductors were presented in a recent percussion 
ensemble program at the  University of  Illinois: JA.MES 
HARRIS, FREDERICK FAIRCHILD,  ROBERT BENFORD, 
BYRON HEDGEPETH, and K. ALLAN BROWN. TOM SIWE is 
the director of  the Percussion Ensemble. 

PATRICK HAYES recently moved from Mayville, Wisconsin, to 
Chicago to assume the posi t ion of  Sales Manager for Mc- 
Cormick's  Enterprises, Inc. He brings 18 years of  experience in 
band/orchestra  instrument retail  sales to  the McCormick's staff 
and customers. 

SCOTT M. DOUGLAS has recently been appointed Percussion 
Instructor  at  West Georgia College. Other appointments  have 
included Principal Percussion with the Savannah Symphony and 
Percussionist/Timpanist  with the Spoleto Festival in I taly.  Mr. 
Douglas is also PAS Chairman for the Georgia Chapter. 

THOMAS BROWNLEE has been named Educational  Director of  
Marching Bands of  America. He graduated from Central 
Michigan University, where he was Drum Major of  the "March- 
ing Chips." In addi t ion to his regular duties of  coordinating the 
workshops and clinics for MBA's National and Regional events, 
Mr. Brownlee will also be responsible for organizing and 
establishing MBA's new Directors '  Seminars Program. 

EDDIE DAVIDSON, s tudent  of  Alan Dawson and experienced 
performer and recording artist, has been added to the faculty at 
the University of  Tennessee-Knoxville. Eddie will assist F. 
Michael Combas with the percussion program focusing primarily 
in the area of  drum set. 

JAY A. WANAMAKER was recently appointed State Chairman 
of the Kansas Chapter of  PAS. He is a graduate assistant at the 
University of  Kansas, currently completing a Master's Degree in 
Percussion. He is the author  of  a snare drum solo--Chop 
Buster--published by  Potsdam Publications, Corps Style Ca- 
dences for the Marching Percussion Ensemble (edited by  Jim 
Petercsak) published by  Award Music Co., and co-author of  
Championship Auxil iary Units published by  Alfred Publications. 
Mr. Wanamaker is a faculty member  of  the Midwestern Music 
and Ar t  Camp, a member  of  the New York Federat ion of  
Contest Judges, and an instructor of  the American Drill Team 
Percussion Camps. 

Modern Drummer Magazine has announced the appointment  
of  MRS. JEANNE MAZZA to the posit ion of  Advertising 
Director. Mrs. Mazz has been affiliated with the publication 
since its inception three years ago. Previously she held the 
posit ion of  Assistant Advertising Sales Manager. 
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TRUDY D. MUEGEL, former faculty member  of  the College- 
Conservatory of  the University of  Cincinnati, Northern Ken- 
tucky University, and the College of  Mr. St. Joseph has recently 
joined the Modesto Symphony Orchestra in Modesto,  Califor- 
nia, as Principal Percussionist. She is also employed by  
California State College, Stanislans in Turlock California, and is 
t impanist  of  the Turlock College-Community Symphony.  

IN MEMORIUM 

The Premier Drum Company announced that  MR. EDDIE 
HAYNES has left  the company to take up a new appointment  
with the Avedis Zildjian Company as their  Marketing and 
Promotions Manager. Mr. Haynes was Promotions Manager with 
Premier for 5 years. 

WILLIAM J. SCHINSTINE is serving his first year  as percussion 
instructor at Immaculata  College, Immaculata,  PA 19345. 
Young Ladies wishing to enroll should contact  the director of  
admissions. Men can also s tudy with Mr. Schinstine for college 
credit  by  enrolling in the evening division of  the college. 

RON GALL has been named general manager in charge of  
operations for Lat in Percussion, Inc. Gall comes to the company 
with ten years of  service in the music industry coupled with an 
expertise acquired as a professional musician. Upon graduation 
from Rutgers University with a degree in music history,  Gall 
became a free lance musician in New York City with extensive 
experience in studio work and television work, as well as night 
club dates and concerts. He joined "Dan Armstrong Guitars" in 
1970 as manager in charge of  retail  operations and wholesale 
string sales. And in 1972 managed a Manhattan retail  music 
store. In 1973, he joined "U.S. Musical Merchandise Corpora- 
t ion",  in New York City as purchasing agent where he became a 
familar name to many dealers. 

RAY WEINER well-known among band directors in the 
Mid-West as a marching percussion specialist has replaced Kevin 
Harlan in Educational  Sales on the staff of  the Percussion 
Center in For t  Wayne, Indiana. A former member  of  the 
Bayonne Bridgemen and the National Champion ( '75) Madison 
Scouts Drum and Bugle Corps, Ray brings a wealth of  
experience and information to THE PERCUSSION CENTER, 
INC. He has developed the percussion section of the Haworth 
High School Marching Band, (Kokomo,  Ind.) into consistent 
winners, including the national percussion tit le at  the 1978 
Marching Bands of  America National Championships. Ray is 
presently an instructor/arranger for the 1978 DCI Finalist  
Guardsmen Drum and Bugle Corps. 

Ray will be working with the area schools to bring the level 
of  Percussion performance to new levels of  excellence and will 
also be in charge of  new product  development.  The Harlan 
tambourine and other  products  will continue to be available 
through this firm. 

A REQUEST 

Articles and material  for all of  the columns in PERCUSSIVE 
NOTES are welcome and needed. We hope that you will share 
your  ideas with your  fellow PAS members through these 
publications. 

Send material to:  
PERCUSSIVE NOTES MAGAZINE 

P.O. Box 02095 
Columbus, Ohio 43202 

AVEDIS ZILDJIAN 1889-1979 

World-renowned cymbal  maker, Avedis Zlldjian, suc- 
cumbed February  8, 1979 at age 90, marking " the  end of an 
era in percussion." 

William F. Ludwig, Jr., President of  the Ludwig Drum Co. of  
Chicago, in eulogizing Mr. Zildjian, said "His contributions and 
those o f  other  industry contemporaries such as Joseph Rogers, 
St., H. H. Slingerland, Sr., Fred  Gretsch, Ulysses G. Leedy and 
his own father, William F. Ludwig, helped to launch the music 
industry in America. "The  death of  Avedis Zildjian," he said, 
"marks  the end o f  an era in percussion because he was the last 
of  the original founders of  the percussion manufacturing 
business." 

Mr. Ludwig explained that  prior to his time, the cymbal  was 
thought  of  chiefly as a marching instrument,  which greatly 
restricted its use. Mr. Zildjian made cymbals larger, thinner and 
more musical consequently,  they could be adapted to  the 
popular  music of  the day. As a result, the cymbal  became an 
integral par t  of  a drummer 's  set-up. 

He worked very closely with the drummers of the thirties 
and forties, including such personalities as: Chick Webb, Gene 
Krupa, Dave Tough, Jo Jones, Zut ty  Singleton, Cozy Cole, 
George Wettling, Ray Bauduc, Buddy Rich and other  highly 
respected drummers of  the day. Through experimentation,  
Zildjian was able to give the drummers what  they were looking 
for. 

Mr. Zildjian came to the U.S. from Istanbul in 1908, at  19, 
after realizing he was not  the heir apparent  to the secret formula 
for making cymbals. In 1927, however, he was informed by his 
uncle, Aram, that  he was to  inherit  the family business. 

Avedis Zildjian was a vital man, who remained active in the 
daily operat ion of  the business right up until his death.  He 
maintained a rigorous schedule as chairman of  the board,  as well 
as personally overseeing the regular preparat ion of  the secret 
metal  alloy used in producing every Zildjian cymbal.  

To the percussion world, Avedis Zildjian leaves a legacy of 
unsurpassed quali ty and excellence, emanating from a cymbal- 
making mystique that  will continue to be immortal ized by  the 
millions of  professional and amateur  percussionists worldwide 
who have come to respect a quality cymbal.  

Avedis Zildjian in the late 30s shown outside the original 
Zildjian factory in Quincy, MA. 
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Siegfried Fink gave a course for percussionists from October 
30th. to November 6th. 1978 at the CENTRE D'ESTUDIS 
MUSICALS DE BARCELONA and he will give another course 
from September 10th. to 15th. 1979. 

MALMO (DENMARK) PERCUSSION ENSEMBLE directed by 
Bent Lylioff performed this past fall 2 concerts at The 
Warsaw Autumn Festival for new music. One concert program 
was: Miloslaw Kabelac "8 Invenzioni" (Chezoslovakia), 
Zbigniew Rudzinski "Campanella" (Polen), Adam Slawinski 
"Ballade" (Polen). On September 24th Lylloff was soloist with 
The Warsaw Philharmonic Orchestra in the Greek composer 
Nikos Mamangakis' "Anarchia" (for percussion and orchestra 
conducted by Tadeuz Strugala. 

Marta Ptaszynska recently returned to the U.S. from Poland. 
Several performances of her compositions in Europe included 
"Siderals" for 2 percussion quintets which was performed on 
the ISCM Festival - World Music Days 1978 in Heisinki, Finland 
on May 14. The same concert was repeated on October 23, 
1978 in Stockholm, Sweden. "Cadenza" for flute and percus- 
sion was performed by the Warsaw Philharmonic on October 26, 
78 in Warsaw, Poland. 

i 
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OLE PEDERSEN, Kgl. kapelmusicus, Bellisvej 37, 2970 Hors- 
holm, Danmark, recently sent applications and payment  for 
PAS membership for 18 students and himself. Pictured is his 
junior group, 11 children aged 10-15 years. 

KEN LAING is the President of the New South Wales branch of 
the Percussion Society of Australia and the Editor of the 
'Australian Drummer/Percussionist' magazine which is the of- 
fical Magazine of the Percussion Soceity of Australia. 

A new organization, their first magazine was published in 
March 1979. Items of interest include: 28th August 1978-a 
Drum Clinic by Danny Pucillo who was touring Australia at the 
time with Robert  Goulet (Danny is from L.A.) and on Saturday 
25th November 1978 Michael Stephens who was touring with 
Shirley MacLaine also did a clinic. 

Both of these clinics were very successful and both players 
were very well received by their respective audiences. (photo of 
Michael Stephens was taken during the clinic at the N.S.W. 
Conservatorium of Music) Both of these clinics were sponsored 
by the Percussion Society of Australia. 

The Percussion Society of Australia is interested to hear from 
any Drummer/Percussionist who will be touring Australia at any 
time in the future and if they are notified in advance of anyone 
interested in presenting a clinic they would be very happy to 
organize same. Contact: Ken Laing, 7 Anselm Street, South 
Strathfield N.S.W. 2136. 

David Friedman Ed Thigpen Heinz yon Moisey 

The school board of the city of Berlin and the Neukoelln Music 
School with the help of Ludwig Industries and Palste, Switzer- 
land recently organized a very successful second German 
Percussion Symposium. Ludwig clinicians David Friedman and 
Ed Thigpen as well as Wolfgang Heye (Percussion in the school 

music program), Heinz von Moisy (Percussion Ensemble), Gyula 
Racz (Total Percussion), and Andrea Schneider - Hagel (Ma- 
rimba) participated. The Third German Percussion Symposium 
will take place in 1980. 
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GEORGE GABER: MASTER PERCUSSIONIST/ 
PROFESSOR OF MUSIC 

A Response, with a half century of 
performing and teaching to: 

AN INTERVIEW BY DR. D. RICHARD SMITH 
Assistant Director International Education 

and Research - -  Purdue University 

Edited by Cynthia Soames and Gary Olmstead 
for the Percussive Arts Society 

GEORGE GABER, Professor o f  Music, is chairman of  the 
Percussion Department at the Indiana University School o f  
Music. George Gaber has distinguished himself in the music 
world as performer, teacher, lecturer and composer. His 
diversified background has enabled him to bring a wealth o f  
knowledge to the art of  percussion. 

Born in New York City, he received his education there 
including at the Manhattan and Juiiliard Schools of Music. He 
studied percussion privately with David Gusikoff, Karl Glasaman 
and Joe Castka. He started professionally with dance bands, 
Latin groups, the Official World's Fair Band in New York and 
toured with the Ballet Russe orchestra. He was chosen by 
Leopold Stokowski to play with the All American Youth 
Orchestra for their South American Tour. Fritz Reiner engaged 
him as timpanist with the Pittsburgh Symphony Orchestra 
where he spent several years. After returning to New York, 
George Gaber's diverse professional experiences included the 
N.B.C., A.B.C. and C.B.S. orchestras. For  20 years his work 
there included symphony,  jazz, modern dance groups, opera, 
T.V., recordings and film and conductors and composers Gian 
Carlo Menotti, Duke Ellington, Lukas Foas, Paul Whiteman, 
Noah Greenberg, Erich Leinsdorf, Otto Klemperer and Heitor 
Villa Lobos. He workecL closely with and premiered several 
works with Darius Milhaud, Igor Stravinsky, Paul Hindemith 
and Bela Bartok. He played with the Los Angeles, Israel 
Philharmonic, Baltimore, Minnesota and New York orhestras 
under the batons of Leonard Bernsl~ein, ~t~bin Mehta, Stanislaw 
Scrowacewski, Sergiu Comissiona and Walter Susskind. 

Professor Gaber has played, taught and lectured at the Aspen 
Music Festival, Banff Festival and the Ludwig Symposiums. In 
1969 he served as UNESCO advisor and participant for the 
Empress of Iran in the acclaimed festival "Percussion of the 
World". Presently on sabbatical leave from Indiana University, 
Professor Gaber has included research, lecturing and conducting 
in Costa Rica and at this point  in t ime is in Israel as a guest 
performer with the Jerusalem Symphony Orchestra and lecturer 
at the Rubin Academy of Music. He has also established the 
Jerusalem Percussion ensemble. 

SMITH: We're talking to George Gaber, Professor of Music at 
the Indiana University School of Music and one of the world's 
distinguished percussionists. Going back a generation or two, 
where did the Gaber family come from? 
GABER: The Gaber family came from the Eastern part of 
Aus t r i a . . . an  area subject to the cultural, spiritual and ethnic 
influences, of the Ottoman Empire. This influenced a lot  of the 
values in my extended fami ly . . . i t s  philosophy, its poetry, its 
feeling for music. With the imminence of the First World War, a 
considerable number of people, including my father and 
mother, brother and sisters who were musically educated, 
migrated to New York and settled there. 
SMITH: How old were you at the time? 
GABER: I wasn' t  born yet when they came to America. My 
father, had abandoned his Austrian military service. He found 
work in the N.Y. garment center because his kid brother was a 
manufacturer of clothing. My uncle moved on and wanted our 
family to move to Chicago. My mother put  her foot down and 
said, "We've traveled this great distance from Europe and I 'm 
not  moving one more foot." So my dad did the best he could 
and raised the family in the melting pot of New York City. 

SMITH: Was this in upper Manhattan? 
GABER: No, this was Manhattan - -  lower East Side. Lots of 
literature was written about the immigrants, at the turn of the 
century. Our neighborhoods were ethnically r ich. . . I ta l ian ,  
Russian, Romanian,  Greek, Armenian, and Polish. Growing up 
in this milieu, I had experienced Italian street parades, Italian 
fiestas, funerals, weddings, Polish picnics in the parks, Turkish 
foods, Jewish rituals, Greek dances etc, etc. 
SMITH: If you can remember the apartment or house you lived 
in in your early years . . .wha t  was it  like? Did you have musical 
instruments there? 
GABER: Well, this area is quite well known to t h o ~  who have 
some knowledge of New York City. It  was called Delancey 
Street and we lived on Forsythe Street. There were people 
sleeping in the front room, in the first bedroom near the 
bathroom, and in the rear bedrooms. Distant relatives would 
make their way to this country and we'd put  them up for a 
spell. There wasn' t  much heat in that apa r tmen t . . .my  mother 
would light the stove on which she did her cooking and baking; 
that would help keep the apartment warm. 

The first musical instrument they brought into the homm 
that I recall as a child was a piano. I t  had to be lifted by hoist, 
block and tackle from the street up the outside of the building. 
They removed the window sash and maneuvered the piano into 
the front room. I remember one of my sisters decorating the 
piano with a bust of Beethoven. . . she taught piano lessons. . .  
my brother played violin and he played in theaters around New 
York. He introduced us to many talented musician=. 
SMITH: Now you sound as though you did come from a 
wealthy family, if you had a musical instrument in the living 
room and an older brother who must have taken private lef~ons 
on the violin. 

GABER: My father certainly wasn't  a big bread winner, but  my 
mother scrimped and saved to see that the children got music 
lessons. We had a home rich in cultural commitment.  We 
enjoyed poetry, theater and music. Our parents aspiration was 
to see that their children developed into worthy profeMionals. 
SMITH: Did either your mother or father play an instrument? 
GABER: No. My mother was a great moving force in insisting 
that her children were well educated. My introduction to music 
was with piano and violin lessons. 
SMITH: After beginning on piano and violin, how did you 
become interested in percussion? 
GABER: I couldn ' t  honestly say, bu t  I recall, perhaps at three - -  
four - -  or five years of age, beginning to bang on pots, pans, 
kettles, and dough mixing boards, and what have you. 
SMITH: How socially acceptable was this in a family where the 
piano and violin were considered great instruments and maybe 
drums were considered a little less than great? 
GABER: Well, the idea of drumming wasn't considered at that 
point. My sisters were impressed with the fact that I had a good 
sense of rhythm. I adapted to changes of tempo and they 
realized I had a natural sense of rhythm. I remember they used 
to change tempos just to test me. They'd go from waltz to 
tango, to fox trot, to a march, etc. and I 'd fall in readily. I 
remember a man brought a snare drum from the theater where 
my brother played . . . .  the Capital Theatre, and I fell in love 
with it. On my seventh birthday, my father came home with a 
snare drum as a present for me. 
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SMITH: Any idea what kind it was? 
GABER: Oh yes, I still have it to this day! 
SMITH: You do? Who made it? 
GABER: I don ' t  know who made it, but  it had a t in shell, with 
wooden hoops and lugs which tightened with something that 
looks like a skate key. 
SMITH: Do you have any recollection of what they cost back 
then? 
GABER: Oh, I imagine 2 dollars. 
SMITH: Did you take lessons on the drum? 
GABER: No, I just played along from hand to hand as best I 
could. All through the years, I never took a lesson, but  I kept 
insisting I 'd  like to get more familiar with drumming. 
SMITH: Were you taking any piano or violin lessons? 
GABER: Yes I was, all that time. I had natural fingers and a 
good bow arm and they thought I 'd  turn into a violinist. But I 
kept "bugging" my family about  drum lessons and finally my 
father "threw in the towel" when I was thirteen and said, 
"Okay, you can take drum lessons!!!!" I was fortunate, for my 
brother prevailed upon a very famous New York drummer to 
give me lessons. 
SMITH: Who was that? 
GABER: David Gusikoff, one of the most eminent snare 
drummers that we've ever had in America. I remember the first 
book I worked out of was the old Bower Imperial Method. I 
learned how to make a roll, paradiddles, flares, and drags, etc., 
etc., etc. I started whizzing through that book and we went on 
to another book, the Clark Method. My teacher was percussion- 
ist with the NBC Orchestra, under Toscanini. Karl Glassman, 
who had been playing t impani with the New York Symphony 
and N.B.C., gave me timpani lessons. 
SMITH: In those days, what were the brands of instruments 
people tried to acquire? Any big names in instruments back 
then? 
GABER: Well, Ludwig was a big name already because Ludwig 
was established in the twenties. Another man who was a fine 
percussionist and had some of the greatest ideas at that time in 
innovating percussion equipment  in America was George Lecdy. 
He introduced the floating head drum. 
SMITH: Tell us, what do you mean by floating head? 
GABER: Instead of the head being pulled down with a counter 
hoop restricted to the diameter of the shell, the head was larger 
than the shell and the counterhoop was even larger which meant  
that there was a distance between the shell and the counter- 
hoop. Thus there was an element of the drum head that did not  
touch the shell. It  gave the drums more of a buoyancy, more of 
a clarity, and more of a "breathing" kind of quality. Rex Brands 
were the finest t impani heads at that time t o o . . . i n  the twenties 
and thirties. 
SMITH: Where did you go from there? 
GABER: I studied with Castka when he was at the Music Hall. I 
worked with Billy Gladstone, Castka and Gusikoff, and I can 
hardly hear a snare drum roll today without using them as a 
standard, north star, or reference point  of the artistic virtuosity 
possible on snare drum. Let me use an example: A snare 
drummer in today's symphony orchestra, concert band or 
studio work, is called upon to play some very precious, 
exquisite rhythm work sporadically, occasionally; . . . .  it 's 
tough to keep in shape to play with that kind of sensitivity. 
There's some fine work going on in symphony orchestras with 
the snare d r u m . . . b u t  when one did the theater years ago, one 
would do four or five shows a day and if you did Ravel's Bolero 
four or five times a day, chances are after a movie's run of seven 
weeks, you 'd  never know it better. They 'd do things like Prince 
Igor or Scheherazade and to see Gladstone or Gusikoff play 
these seven stroke rolls in Scheherazade, single handed in the 
left hand or right hand; mix it three and four, or four and three, 
or hand-to-hand without the slightest effort! It  was a mind 
boggling experience and the drummers would fill up the first ten 
or eleven rows of a theater just to watch this. Gladstone and 
Gusikoff would do things on the snare drum, the complexity of 
what later was to be transferred to the complexities of the jazz 
set like Kxupa developed. Later on, Morello, Bellson, Manne and 
others displayed percussion artistry that came to us via the 
immigrants from Europe and crystallized in a place like 
America. This heritage helped give the focus to the kind of 
percussion ability which I felt influenced my g rowth . . . t ha t  
kind of env i ronment . . . tha t  kind of history. One would have 
had to experience seeing what was possible on the cymbals in 
the hands of Gus Helmecke. ~-.the bass drum or with the 
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cymbals . . .dynamic differences or dynamic counterpoint  or a 
dynamic complexity and rhythmic complexity left hand and 
right hand. As I say . . . .  hearing the mallet work of Castka and 
Sam Herman or Harry Breue r . . . I  can go on and on. Some did 
their work in radio, some in TV, some in jingles, transcriptions, 
and recordings; some in symphony orchestras, some in theater 
pits. There was wonderful drumming going on in Broadway 
shows, on Carnegie Hall stage, theaters, networks, in fact some 
of the greatest drumming is on sound tracks of films long 
forgotten and by players, long forgotten. 
SMITH: Were there any great studios or workshops or teachers 
in the "Old Country,"  in a sense, that people look back at? 
GABER: No, the great influence of percussion that came, as we 
know it today, came mainly from the military in Europe. 
SMITH: When you started studying t impani with Glassman, 
what kind of instruments did you use, and has the studying or 
teaching of t impani changed from those days unti l  today? 
GABER: The basics don ' t  change. Knowledge is indispensible 
when it comes to forming a sound, adjusting a drum, developing 
accurate pitch. All the mechanics, such as pedals and cables, lugs 
and felt had been improvements. Those appertunanccs I 'd call 
peripheral to t impani playing. Important  is that kind of sound 
one draws out  of a vibrating membrane, whether it be skin or 
plastic. The essence is felt in study and practice on hand screw 
drums. I started my timpani study by tuning everything on hand 
screw drums. The discipline of having arrived at intonat ion with 
that kind of a technique, I feel, was absolutely indispensable to 
my personal career. The experience and the knowledge of 
working with a coarse pitch threaded handle, a fine pitch 
threaded handle, and number  of washers between handle and 
counterhoop, number  of lubricants one used . . . .  that kind of 
familiarity gives the insight to the development of tone 
p roduc t ion . . . o r  what one gets in sound. The next  indispensable 
element, is to know what your hands and fingers are do ing . . .  
Being aware of it, can you do something about it? 
SMITH: So what you're saying i s . . . i t  isn't  the instrument, even 
the stick? 
GABER: So I say . . .p roducing  a sound and pitch is what one 
hears and producing a sound and what is articulated is in one's 
hand and mind, of course. 
SMITH: Who, of your  colleagues, were the great timpanists and 
percussionists in the forties and fifties? 
GABER: Oh, there's no question that Saul Goodman was an 
artist of his time, a great leader, a great influence. Oscar Schwar 
in Philadelphia had great influence on us from the standpoint of 
sound and his pupil, Cloyd Duff. The timpanist in the 
Metropolitan Opera years ago. . .George Brown . . . d id  some 
remarkable things. Artists of that quality come perhaps, by the 
century. Like I spoke of Gnsikoff, Gladstone, and Helmecke . . .  
they were those exceptions; like in the jazz world, having 
Bellson, Morello, Dawson, etc. They're really except ions . . . in  
artistic achievement and influence. 

There are various elements that go into what is considered 
success. There are luck factors, circumstances, oppor tuni t ies . . . I  
think opportuni ty  is a very important thing. In  my own 
lifetime, I 've seen tremendous talents without image who, with 
the opportuni ty of having had a vehicle to express them- 
selves. . .would have been fantastically great percussionists. 
SMITH: A name you mentioned,  one that  has come up a 
number of times in other interviews I've conducted, is Oscar 
Schwar. Apparently his work predates a lot of modern recording 
techniques. What was great about that man's  t impani work? 
GABER: Schwar brought to percussion a full dimensional sound 
drawn from the kettle drum. Not being preoccupied necessarily 
by articulation, a brittle shallow approach, b u t . . . o n  the 
contrary, a full rich, organ-like kind of sound. You felt the 
depth of the sound, the depth hnd  the pitch. It was a fully 
enriched sound. 
SMITH: Does the shaft of the stick make any difference? 
Whether it 's wood, metal, fiberglass, or any other substance? 
Which is "best"? 
GABER: There is no "best ," a metal shaft in the hands of one 
player might produce the desired effect that would be artistic- 
ally exquisite, in the hand of another, the wood stick would be 
better, in another the rattan. If you add it all up, you will 
choose a player that, subjectively, in one's taste and judgement, 
is a superior and excellent player. Students look at the obvious 
physical properties that will give them the magic in their 
performances. We're talking about the difference between good 
and excellent. The magic of the performance has something to 



do with the man's  mind, the technique he has in his hands, and 
the stick he uses . . . tha t ' s  a l l . . . n o  more, no less. There are many 
paths. *• .like in rel igion• . . I  think every student, every perfor- 
mer, every l i s tener . . .must  in the end result, find what is 
compatible and what is harmonious with their own physiolog- 
ical, spiritual, and mental  makeup. I try to impress on my 
students to focus on one's musical broadening. If one wants to 
specialize when one'e thirty or thirty-five years of age. . .well ,  
that 's fine. There are certain sets of circumstances that bring 
you to the things you want to do. The experiences with band 
music, Latin-American, symphony, jazz and various ethnic 
musics can only enhance one's musical education. The addi- 
tional experience of witnessing the artistic standards of say 
Podemski on cymbals, Candido on congas, or Rich on jazz set, 
serves to reinforce the high standards we aspire to. These men 
are specially gifted. I t  cannot be studied or practiced. It  is their 
special gift to possess such mental, muscular and aural concepts. 

To wrap this up, I 'd  say it 's perspective and one's own 
subjective judgement and what one feels that one must bring to 
one's ski l ls . . .or  in teres ts . . ,  or commi tmen t s . . . o r  what com- 
pels one. This is a really unknown special quality that each 
person, no matter what media, whether it be writing, compos- 
ing, performing, has and brings to it and has an individual i ty . . .  
there is a g i f t . . . there  is t a len t . . . the re  is something emanating 
that is unusual. It  can be an Indian drummer, a timpanist in the 
modern symphony orchestra, or a tambourine player from 
Brazi l . . .you ' l l  feel it, the charisma is t he re . . . t he  magic. The 
manipulation of the wrist, the kind of stick one arrives at by 
aesthetic decision, the value judgements, the sound production 
•..they are the unique qualities that separate one player from 
another. This develops what we sometimes refer to as "style". 
Now, style is something I guess that could be analyzed aurally in 
the playing. . .commensurate  with the kind of music one plays, 
composer style, and that kind of interpretation. And then 
there's physical style that is visible, you see it in a performance 
• . . how much lift to the stick, how much forward thrust and 
impact to the stick, the arm movement, the general choreog- 
raphy of the performer. One may have ten students in a 
situation absorbing the same body of knowledge, hut  it 's 
interesting that one out  of the ten will take that body of 
knowledge, sift it, reject some, absorb some, and have a certain 
innate ability. That one individual student will take that 
experience and thrust it forward on a vehicle of his or her 
choice, and come up with something very moving and very 
wondrous of what we respond to in a great artistic performance. 
I a~so feel t ha t . . . a s  I said ear l ier , . .with some tambourine 
players, etc. and players of instrhmants not  in our mainstream 
thinking, generally. So this is the quality of the magic of talent 
and ability. When you speak about people like Goodman, 
people like Schwar, it isn' t  just the main focus of fine t impani 
playing.. , . they have, whatever quality they have . . . t o  adapt. I 
saw Goodman take the "funkiest," the most disastrous looking 
drums and make marvelous sounds out  of them. So it's not  
always just a question of the instrument and the tools, it's what 
a performer does. I saw him take some timpani, and for an 
additional drum took a bass drum and tuned it a certain way, 
and used it in a low register as part of the timpani match. This is 
what I call unusual quality adaptability. Taking the same pair of 
sticks and getting different sounds. That is a talent and I don ' t  
think it can be taught. When Podemski played cymbals in the 
Philadelphia Symphony, that was an experience to behold. It  
was remarkable. It 's also not  my intent ion to omit any of the 
great artists that I've heard in the percussion world. I feel sorry 
that I just can' t  make up a complete list. 
SMITH: Do you see any technological breakthroughs that might 
occur in the percussion field? 
GABER: Well, they've really had that in the percussion field. 
We got away from rope, we got away from straps, we got away 
from chains, we got away from irons that bound and didn ' t  let 
the drum breathe and you produce the kinds of sounds today 
you couldn' t  produce then. 
SMITH: Didn ' t  Leonardo DeVinci try to patent a kettle drum 
rolling mechanism? 
GABER: Right! Billy Gladstone had it  at the Capital Theater. 
He was a very inventive person. He invented a certain type of 
lucite baton that was used by conductors in theaters. Performers 
great distances away from the conductor could see the beat with 
this battery charged lucite baton. 
SMITH: I think you showed me a foot operated cymbal 
mechanism. 

GABER. Right. All my foot operated cymbal mechanisms came 
from Europe...to be used in music hall tkeaters for the 
Can-Can and Offenbach kind of music. That foot device is really 
nothing new. It goes back to ancient Roman times. It was used 
by baggers in the streets to beg for alms, two boards slapping 
together. Putting cymbals on was the next step and then cymbal 
pedals changed and the "high hat" was born in the twenties. 

These innovations will always be with us, but whether 
they're seriously used by composers and arrangers...that 
remains to be seen. With kettle drums...they've gone through 
wooden bowls, aluminum bowls, copper bowls, brau bowls, 
fiberglass bowls, bowls that are shallow, bowls that are deep, no 
bowls, bowls of rubber, bowls of plastic, etc. 
SMITH: Is there a "best" bowl shape? 
GABER: Well, I have no unqualifying "yes" for you. I can only 
go from very subjective personal experience, and I have yet to 
hear a sound better than a drum that has less appurtenances on 
it. I've found that the more strictures, the more you surround 
the drum with mechanical devices, the less resonance the drum 
has. 
SMITH: So your point is, the simple old hand tuned, hand 
screwed drum would sound better than the most modern 
Dresden mechanism drum surrounded with tuning gauges and 
rods? 
GABER: It's not any easy thing to agree to that kind of theory 
because there are kettle drums that sound magnificent and 
they're hand screwed...but I'm making just a fine differentia- 
tion...a fine point that, all things being equal, under the best 
possible circumstances, a hand screwed drum with a fn~t class 
calfskin head, on a well insulated pedestal, has tremendous 
longevity in sound and clarity. Those bowls that I thought had 
fine characteristics which would complement the sound of the 
timpani...had hemispheric bowls. 
SMITH: Where do you see percussion going in the next  half 
century? 
GABER: Well, that 's  one think I don ' t  pretend to begin to 
answer. I certainly don ' t  have any gifts along those lines and 
couldn ' t  possible offer any predictions. It 's hard to predict 
which way it will go. We may have the luck of seeing not  six big 
orchestras but  having orchestras of outstanding merit in every 
state in the Union. Yes, I can f e an enlightened public, a public 
that pursues its Arts, its Hun ,nlties, as well as its Sciences . . .  
will have a State Symphony Orchestra to serve the cultural 
needs of every citizen in every state. Like NBC had an orchestra, 
or RKO or MGM in Hollywood had an orchestra, the State will 
have an orchestra. The state will have a staff, a body of artists 
that will perform to educate, inspire, in s y m p h o n y . . . i n  
j azz . . . i n  ba l l e t . . . i n  folk music. Everything or anything that is 
of interest and comes from the cultural soil of that community  
will enhance that circle. That  magical circle which will feed back 
to the communi ty  that which is their value. 

This is what I would envision if the proper ingredients fall 
into place and if this were a wish of mine that  was fulfilled. To 
predict what actually can happen is the most difficult thing in 
the world. How would anyone predict in 1922 that the 
Dixieland Band would have worked its way to Chicago? Then 
the Swing era being born with Goodman and then the Bop era 
with Gillespie, although there were many personalities that 
performed this kind of music. But there were certain styles, like 
clothing s ty les . . . the  hems are up one year, the hems are down 
another year. Rock was in, acid rock was in, and acid rock was 
out. And then there's cool music and then folk and rhythm and 
b lues . . . jus t  goes on and on. How can anyone predict that? 
There's a time they were blasted out of America's concert halls 
with decibels . . .a lmost  unbearable to the human ear to embrace 
or to absorb. And today you see little groups in little clubs that 
are quieter and doing contemporary or popular music. 
If you want to connect that with t impani performance. . there  
are a lot  of great talents around today. I've heard young 
timpanists in so many orchestras that~ have tremendous poten- 
tial. But this potential can never be realized unless there is 
support in the pursuit of excellence and standards must be 
drawn from the great performers, and teachers around us. 

SMITH: Thank you, George Gaber for sharing with our readers 
some of the wealth of information and background that you 
have gathered in your many years in the percussion field. 
GABER: Thank you Dick, it was my pleasure. 
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"CORPS STYLE CLINIC COLUMN" 

CORPS STYLE WARM-UP 
by Jay A. Wanamaker 

A proper warm-up is essential for every musician to achieve 
desirable performances. This is equally true for the members of 
the marching percussion ensemble, whether they are part of  a 
high school or college band, or a drum and bugle corps. A 
proper warm-up session will result in relaxed muscles, technical 
improvement, heightened listening skills, and a boost in the 
morale of each individual within the ensemble. Omitting the 
warm-up may result in muscle strain, fatigue, and an unsatisfac- 
tory performance. 

The warm-up should precede each rehearsal and perform- 
ance, and should be divided into three steps. The first involves 
loosening and limbering the wrist, arm, and shoulder muscles 
through "stick calisthentics," two of which are suggested below. 

Example 1: Place the two sticks tip to tip in one hand, so 
that one stick extends between the thumb and index finger, and 
the other stick extends beyond the palm. Rotate the wrist back 
and forth in the same motion as turning a door knob. This will 
increase the flexibility of the wrist. This procedure shoul@ then 
be followed with the opposite hand. 

t 

Example 2: With the sticks parallel to each other, grip 
opposite ends of both sticks in both hands. While remaining in 
contact with the sticks, rotate the sticks from right to left and 
from left to right, end over end. Do this while tucking the hand 
into the arm pit of the opposite arm. After completing this 
exercise, experiment by using figure eight patterns and other 
patterns of individual preference. 

The next  step of the warm-up should be individual, with the 
percussionists improvising warm-ups suiting their own perfor- 
mance needs. Once the performers feel that their muscles are 
somewhat relaxed, they should proceed with the ensemble 
warm-up. 

During the final step of the warm-up the entire percussion 
section should perform an ensemble warm-up exercise. This 
should incorporate elementary through advanced rhythmic 
figures which should be derived from the ensemble's perfor- 
mance repertoire. While performing the exercise, emphasis 
should be placed on listening as an ensemble to execute 
rhythmic figures in a simultaneous manner. Included with this 
article is an example of a corps style warm-up exercise. This one 
or any others that meet the ensemble's particular needs can be 
used for an effective warm-up. 

But, by  all means warm-up! 
(This is the first in a series o f  "'Corps Style Clinics Columns.) 

The Author 

J A Y  A. WANAMAKER is a graduate o f  the Crane School o f  
Music and is completing a Master's degree at the University o f  
Kansas, where he is a graduate assistant. He is the author o f  a 
snare drum solo. Chop Buster, Potsdam Publications, Corps 
Style Cadences for the Marching Percussion Ensemble, publish- 
ed by Henry Alder's Award Music Co., 1979, and co-author o f  
Championship Auxiliary Units, Alfred Publications, 1979. Mr. 
Wanamaker is a faculty member o f  the Midwestern Music and 
Ar t  Camp, a member o f  the New York Federation o f  Contest 
Judges, an instructor o f  the American Drill Team Percussion 
Camps, and Kansas PAS State Chairman. 

WANAMAKER TO HEAD MARCHING 
PERCUSSION COMMITTEE 

Jay A. Wanamaker was recently appointed to head a new 
Percussive Arts Society committee: The Marching Percussion 
Committee whose goal is to serve the common interests of 
marching percussion ensembles of both marching bands and 
drum and bugle corps. 

Wanamaker is appointing highly regarded marching percus- 
sion specialist's to serve on this committee. They will act as a 
liaison between PAS and marching bands and drum corps. The 
committee is expected to have a booth in the display area at this 

years Drum Corps International Championship, August 15-18, 
in Birmingham, Alabama, and at the Marching Band America 
convention at Whitewater, Wisconsin in June. At each location, 
Jay will be there to support and represent P.A.S. If you have the 
opportuni ty to attend either event, please stop by and say hello 
to him. 

Those wishing additional information on the Marching 
Percussion Committee should write to: Jay A. Wanamaker, 214 
Murphy Hall, University of Kansas, Lawrence, Kansas, 66045. 

Editor's Note 

With this issue, PERCUSSIVE NOTES 
begins expanded coverage o f  Marching 
Percussion. Included will be discussion o f  
trends, techniques, instrumentation, news 
o f  activities, and photos o f  percussion 
sections o f  marching bands and drum 
corps. In keeping with the stated intent 
of  the Percussive Arts Society to provide 
"Total Percussion Coverage", we would 
like to invite you to send material and 
photos about this important area o f  
percussion activity for inclusion in com- 
ing issues. 

Ball State University Marching Band Percussion Section - -  Dr. T. Roger McConnell, Director. 
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THE MARCHING PERCUSSION SECTION 

By Pat Flaherty 

Many percussion instructors and band directors feel unpre- 
pared to instruct a marching percussion section. The job is not  
as complex as it may seem. With some exposure to the drum 
corps movement the job may seem easier. 

To become familiar with the newer trends used in corps style 
marching percussion, one should attend either a performance or 
a rehearsal of a drum corps. A few visits will prove to be both 
enjoyable and educational. Notice the professional appearance 
and sound of the drumline. Also notice the excellent equipment 
used by most major corps. 

I t  is not  difficult to create a drumline that looks and sounds 
professional even though the percussion section in many 
marching bands is not  as large or perhaps as competent  as in a 
drum corps. Consider these main points: 1) staging and 
equipment, 2) professional appearance, and 3) good ensemble 
sound. 

The drumline is usually staged similar to the following 
diagram: 

@ 

@ 

] 
0 

÷ 

Most high school drum lines will not  use t impani or 
rototoms. Tenor drums, high stepper mechanisms, bell lyres, 
and very large tom-tom duos and trios are at this time outdated. 

Good visual appearance is essential to "sell" a drumline. The 
appearance of a disciplined drumline is often a deciding factor 
in contests with two or more lines whose playing is the same. 
While at At tent ion or Parade rest the drumline stands motion- 
less. This appearance prepares the audience for the upcoming 
presentation. After the show begins every motion is executed in 
a precise manner  (almost machine-like). In addition to these few 
basics the instructor may also decide to add visuals with sticks 
and movement of the instruments. The use of patterned stick 
mot ion as visual color adds considerable variety to the drumline 
picture. Any organization of stick movement is a visual. An 
unlimited number  of effects may be obtained with only a little 
effort and imagination. Some instructors will write the visuals 
into the music. I tend to prefer leaving some of the visuals to 
the discretion of the imagination of the performers. Students 
usually arrive at some very attractive and even technical visual 
affects. 

8a$= 

0 0 0  0 0 

oo 
This formation varies throughout the show. The percussion 

section is usually not  spread out  over large areas or split up. 
The most common instruments used in the marching 

percussion section are: 
Snares: (3-12 players) 

many brands available - ten or twelve lug models are 
preferred 

Triple Tom-Toms: (1-4 players) 
drum sizes - -  14", 16", 18" 

Bass Drums: (2-4 players) 
drum sizes--32",  28", 26", 22" 

Timpani: (2-4 players) 
drum sizes-- 29", 26", 26", 23" 

Roto-toms: (1-4 players) 
drum sizes-- 18", 16", 14", 12" 

Cymbals: (2-4 players) 
s i zes -  24", 22", 20", 18" 

These few suggestions are recommended to inexperienced 
instructors of drumlines. In my next  article I will discuss 
primary steps involved in building the drumline playing techni- 
que. 

I invite your  comments and suggestions on this column, and 
welcome your questions dealing with your marching percussion 
sections. 

Pat Flaherty 
1115 N. Cole Road 
Boise, Idaho 83704 

The Author 

P A T  F L A H E R T Y  received his Master o f  Music in Percussion 
from East Carolina in May o f  t979.  He has studied with Harold 
Jones and John Baldwin. He was a member  o f  the Casper 
Troopers Drum and Bugle Corps from Casper, Wyoming and 
teaches Marching Percussion clinics in various parts o f  the 
United States. 
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TEST YOUR PERCUSSION I. O. 
I I 

WIN A ONE YEARS FREE MEMBERSHIP 
IN THE PERCUSSIVE ARTS SOCIETY 

AND 
COPIES OF PAS PUBLICATIONS 

This great Northeastern U.S. summer orchestra institute has for 
many years provided artist training for talented young perfor- 
mers, many o f  whom go on to outstanding performance careers 
in leading symphony orchestras. 

THE QUESTION IS: CAN YOU NAME THE LOCATION, 
YEAR, AND THE NAMES OF THE MEMBERS OF THE 
PERCUSSION SECTION PICTURED (from left to right): 

location: year: 

1) 2) 3) 

4) 5) 

(persons in the picture are not eligible to participate in this I.Q. Quiz) 

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. 

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

Send your answer with return address to: 
PERCUSSIVE NOTES MAGAZINE 
PERCUSSIVE ARTS SOCIETY 

P.O. Box 02095 
Columbus, Ohio 43202 

Congratulations to all you connoisseurs of the exotic in 
"percussion sounds" who returned correct answers for the 
PERCUSSION I.Q. QUIZ in the Winter '79 (Vol. 17, ~t2) Issue 
of PERCUSSIVE NOTES. There actually were several possible 
correct answers to the questions. Some of the most widely given 
correct answers are given below, and as usual the winner and 
runners ups were selected on the basis of the earliest correct 
response received in the mail. 

The questions were: 
WHAT MUSICAL COMPOSITIONS EMPLOY: 
1) A N  AIRPLANE ENGINE- 
Answer - BALLET MECHANIQUE - George Anthiel 
2) A CANNON- 
Answer - OVERTURE 1812 - Peter Tschaikovaky, or WELLING- 

TON'S VICTORY - Ludwig von Beethoven 
3) A HOOVER VACCUM CLEANER- 
Answer - A GRAND GRAND OVERTURE, Op. 75 - Malcom 

Arnold, or CONCERTO FOR HOOVER VACUUM CLEAN- 
ER IN C AND ORCHESTRA - Huffnug's 1st Interplanetary 
Music Festival 

One of our respondents to the I.Q. Quiz provided this detailed 
information: 

"Malcolm Arnold's A Grand Grand Overture in fact this calls 
for 3 Hoovers plus an electric floor polisher, the vacuum 
parts call for 2 uprights in B-fiat and 1 horizontal with 
detachable sucker in C, the floor polisher is in E-fiat.." 

And Francis Routh in Contemporary British Music . 1945-70 
(pub. MacDonald-London) has this to say about  the Malcolm 
Arnold work: 

The style o f  his symphonic and chamber music i f  not always 
subtle or profound, has a direct simplicity, coupled with a 
humorous touch. This finds its niche in such a work as A 
Grand Grand Overture, Op. 57, which started the Hoffnung 
Musical Festival on 13th November 1956 . This was the 
occasion when long-suffering London musicians released 
some o f  the pent-up tension o f  the previous fraught and 
agonized decade, and let down their musical hair in an orgy 
o f  musical jokes--some, it must be admitted, funnier than 
others, and some whose point  could only be detected by the 
connoisseur. Arnold's piece, for three vacuum cleaners, one 
floor polisher, and full orchestra, enshrines the Song o f  the 
Hoover into an orchestral texture; no mean feat, and one 
unsurpassed before or since. 

So, a flying tip of the hat as the cannon sounds and we vacuum 
up the dust to: 
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WINNER 

Dave Vincent, Box 24442, East Tennessee St. Univ, Johnson 
City, TN 37601 

RUNNERS UP 

Phil Shipley, 147 N. Belmont, Wichita, KS 67208 

James Massie Johnson, 3440 Buena Vista Rd., Winston-Salem, 
NC 27106 

John S. Antonio,  9 Turner Ln. Loudonville, NY 12211 

And also returning correct answers: 
Kevln Schmaltz, 419 Pine Brae Dr., Ann Arbor, M148105 

David B. Edwards, 1073 Mecaslin St., NW, Atlanta, GA 80818 

Signature unreadable, 5900 N. Park Av., Philadelphia, PA 
19141. 

Richard Schwarz, 536 W. 111th St., Apt. 85, NYC, NY 10025 

Terry Gunderson, 730 S. Oakcrest ~308, Casper, WY. 82601 

James A. Strain, Box 1841, State University, AR 72467 

Paul Mazzacano, Dept. of Music, Univ. of Wisc.-Oshkosh, 
Oshkosh, WI 54901 
Terry Cornett, 4021 Apollo Dr. SW, Huntsville, AL 35805 

James Woodward, 4004 Kenley, Ft.  Worth, TX 76107. 



THANKS TO OUR FRIENDS 
• . .  for putting R e m o  drum heads 
on top . . .  and on the bottom, t o o . . ,  the 
cho ice  of d r u m m e r s  around the world!  

I : I E M I 3  ° 
We help you sound better~ 

Remo, Inc 12804 Rayrner St, North Hollywood, CA 91605 

Send $2 00 for  set of  6 posters,  9 tl x 12 It, as shown. 

? - -  

REMO and FRIENDS 
Thanks t o t h e s e  superstars for choosing and using 

our percussion p r o d u c t s . . ,  and to the thousands of 
fr iends the wor ld  over who have made Remo the 

most asked-for name in drum heads! 

I = I E M O  o 
We help you sound better! 

Remo, Inc. 12804 Raymer St., North Hollywood, CA 91605 

Send $2 00 for set of six posters, 9" x 12", as shown. 
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AN INTERVIEW WITH 
JIM ROSS/"JERRY JEROME": 

Master Percussionist and Entertainer 

By Van Tony Free 

In the total spectrum o f  percussion there are many giants 
who have served the needs o f  great conductors and audiences. 
Many have lived to see their accomplishments bring about 
changes for the betterment o f  all o f  us and some have not. The 
fact is that many times in their youth they were in constant 
demand for their talents, but now in their latter days they are 
all but forgotten. Thanks to the Percussive Arts 8ociety these 
artists have been given numerous opportunities to preserve and 
share their contributions to society. Example (P.A.S. Hall o f  
Fame, Interviews, etc . . . .  ). 

I have had the priviledge to work with Jim Ross probably the 
oldest active performing percussionist in this country. He has 
performed under the batons o f  notable conductors such as 
Toscanini, Pierre Monteux, Steinberg, Fritz Reiner, and many o f  
the great symphony orchestras such as Pittsburgh, San Fran- 
cisco, Cincinnati and retired as Principal Percussionist o f  the 
Chicago Symphony Orchestra. I t  is only fitting that I ask him to 
share his ideas and experiences with us. 

Van Free: Please tell me something about where you were born 
and how you got started in percussion. 

Jim Ross: I was born in Boston in 1901 and lived there until I 
was about  17 or 18. I got my education there. I went  to 
the New England Conservatory of  Music where I studied 
Piano and general music courses. Also I studied at the 
studio of  the well known drummer in Boston at that  time, 
George Stone. I then went  to New York and played with 
some show bands, and finally got a job at the famous Roxy  
Theater with a l l 0 -p i ece  symphony.  That~ was just before 
talkies started. 

VF:  What other musical organizations did you perform with 
after you left New York? 

JR:  I started my first symphony job in 1927 with the 
Cincinnati Orchestra, Dr. Reiner, conductor.  I remained 
there for 18 years, then left  symphony work for show 
business during World War H. I did a xylophone act for 25 
years thereafter under the name of "Jer ry  Je rome."  While 
in San Francisco I was asked to play with the San 
Francisco Symphony, Pierre Monteux, conductor.  I t  was 
more or less on a temporary basis. Later I was asked to stay 
on as a permanent member - -  however, my wife wanted to 
be near her folks back east, so I declined the offer and 
accepted an invitation from Dr. Reiner to join the 
Pittsburgh Orchestra, where I remained for 10 years under 
Reiner and Steinberg. Dr. Reiner then went to Chicago as 
conductor o f  the Chicago Symphony and again invited me 
to join him where I played for 15 years until I semi-retired. 

VF: What did you do after retirement from the Chicago 
Symphony? 

JR:  I came down to Birmingham, Alabama, and played with 
the symphony because it was less taxing, and I love the 
weather. I 've been here 12 years and real happy. 

VF: How do you compare the difference in quality of  percus- 
sion instruments that you used during the '20s to those of  
today - -  for example, snare drums. 

t/I111 t,I , 
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JR:  Well, of  course - -  as with anything else - -  instruments 
improve. You wouldn ' t  want to drive around in a 1910 
automobile.  The snare drums in those days were more or 
less wood shells, gut snares and skin heads. The vibraphone, 
a comparatively new instrument, adds so much color to the 
orchestra. Then there was the invention of  the chromatic 
chimes. Before that, chimes were hung in one row which 
made it almost impossible to play until someone came up 
with the idea to arrange them like a piano keyboard with a 
damper pedal. 

VF: Tell us about  the act you used to do under the stage name 
"Jer ry  Jerome" .  

JR:  When I was in Cincinnati, World War II started. Since I was 
too old for military service, I decided to do a double 
xylophone act with a young lady who became my future 
wife. She happened to be a student of  mine and an 
excellent player. For  some years we traveled coast to coast. 
Finally she went  on a U.S.O. tour  to the South Pacific and 
I did a single act playing nite clubs and theaters. 

VF:  Was there a club you enjoyed most? 
JR:  It was the Casino in Buffalo, New York, because I 

happened to be on the bill with Sammy Davis, Jr., and got 
to know him quite well. 

VF: Tell us a little more about your xylophone act. 
JR:  It  was a xylophone novelty act. Some of  the novelties 

included burning mallets, bubbles, spinning plates, puppets, 
etc. Of course I did some legitimate playing, too  - -  
something that was appropriate for clubs. I did this act for 
many years, and even after I went back to symphony 
business, I continued the act between symphony seasons. 
Symphony as we know it today consists of  52 weeks, but  
in those days it was 35 weeks or less per year. 

"Jerry Jerome" and little friend 

VF: Who were your  favorite conductors? 
JR:  I liked Steinberg, Ozawa, Pierre Monteux, and I enjoy our 

present conductor,  Amerigo Marino here in Birmingham. 
He's excellent! 

VF:  What sort of  conductor  was Dr. Reiner? 
JR:  He was a fine conductor  with a stingy beat! It  was there~ 

but  you almost had to use a pair of  field glasses to see it. In 
fact, a bass player in the Pittsburgh Symphony had a pair 
of  field glasses pointed at Reiner, looking for the beat. 
Reiner discovered it and, of  course, the bass player got his 
notice - - R e i n e r  didn ' t  think it funny! 

VF: Who are the present members of  the percussion section of  
the Birmingham Symphony? 

JR:  Tim Miller, snare drum - -  Kevin Barrett, cymbals - -  myself 
on mallets - -  Marian Harnach on tympani.  We also have 
another player, Van Tony Free. We call him the "extra  
man,"  but  he is with us so often that he seems like a 
permanent member. He's very capable and in fact, this past 
summer he played the Creston Marimba Concerllno with 
the New Orleans Symphony Pops Orchestra with great 
reviews. 

VF:  What advice would you give to today's aspiring percussion- 
ists? 

JR:  First of  all, get a good teacher - -  one that understands the 
legitimate end. After  that, you must do your homework - -  
practice. A teacher can only do so much. It  is also e~ential  
that  you get playing experience such as high school and 
college bands, civic symphonies, etc. Learn to follow a 
conductor 's  beat; Playing with good taste, it is so impor- 
tant. Although being a good technician is necessary, so is 



being a good musician. Balance your playing--if the score 
calls for soft, don ' t  overdo it - -  remember, the audience 
must hear it too. 

VF: How much showmanship should there be in the percussion 
section? 

JR: Lots. There is only one place in a symphony orchestra 
where you can show off and that 's  in the percussion 
section because of the nature of the instruments. Wood- 
winds, strings and brass can do so only within limits. 
Unlike the gum-chewing dance drummer, the symphony 
percussionists should show off with dignity. When you play 
the cymbals, don ' t  hide them below your knees. Raise them 
so they can be seen. The same with triangle and tambourine. I 
have seen such terrible ways of playing the t r i ang l e - - a s  
though the player was ashamed of it. Be proud of your  
instruments - -  your are in show business ! 

VF: Don ' t  you have a son in Chicago that 's  a percussionist? 
JR: Yes, I have a son named after me and I 'm very proud of 

him. He plays with the Grant Park Symphony,  extra with 
the Chicago Symphony and Civic Opera Orchestra. Also 
does show and dance band playing in and around Chicago. 
Incidentally, he traveled to Europe with the Chicago 
Symphony this past spring. 

VF: Was Frank's  Drum Shop a favorite hang-out for percussion- 
ists in your days in Chicago as it is today? 

JR: Yes, and not  only that, but  it's probably the foremost 
drum shop in the world, complete with teaching studios. 
Maurie Lisbon took over the shop after many years as a 
successful staff drummer on NBC in Chicago. I happened 
to be his first percussion instructor while principal percus- 
sionist of the Chicago Symphony. All the top names in 
percussion visited Frank's Drum Shop at one time or 
another. 

VF: Is it true you are the oldest active symphony percussionist? 
JR: Some people tend to deny their age, but  I 'm proud of it. 

Being born in 1901 puts me in the proverbial "Dirty Old 

Man" category (pardon the expression) but  I feel young. 
Age has not  affected my playing - -  it 's just as good (or bad) 
as it was 50 years ago. I enjoy playing and can h ~ d l y  wait 
to get to a rehearsal or concert. 

VF: Are there any of your former students you 'd  like to 
mention? 

JR: I had quite a few but  have lost track of most of them. 
Eddie Wuebold of the Cincinnati Symphony was a student 
of mine while I was playing with that orchestra. 

VF: Didn ' t  you have a student that made good tambourine 
jingles? 

JR: What is a tambourine without good jingles? --  nothing! A 
former student of mine, John Stoessel, is a metallurght and 
I suggested he make some fine jingles. After much 
experimenting, he came up with some excellent ones 
known as Stoessel Jingles - -  used worldwide. 

VF: Would you like to see more percussion soloists in sym- 
phony halls? 

JR: I certainly would, bu t  it 's a limited field at present. Even 
the widely played Creston Marimba Concertino is done 
mostly at so-called "Pops" or special concerts. I hope the 
time will come when we can get more compositions worthy 
of solo performance at a regular subscription concert - -  it 
will depend on the composers. 

VF: Jim Ross and "Jerry Jerome," thank you for this musical 
discussion with me and the readers of Percussive Notes 
Magazine. 

JR: It  was my pleasure. 

The Interviewer 

VAN TONY FREE, Assistant Professor of  Percuuion at the 
Alabama State University in Montgomery, is also timpanist with 
the Montgomery Community Orchestra, first extra percussionist 
with the Birmingham Symphony, percussion and marimba 
soloist, and member of  the Curriculum Committee of  the 
Percussive Arts Society. 

' F R E D  B E G U N '  
T I M P A N I  M A L L E T S  

Crane  School of Music 
Po t sdam,  New York 

James Moore  

Charles O w e n  

Harold  Jones 

Larry Van l and ingham 

Ohio  State Univers i ty  
Co lumbus ,  Ohio  
Univers i ty  of Michigan 
A n n  Arbor ,  Michigan 
East Caro l ina  Univers i ty  
Greenvil le ,  N. Caro l ina  
Baylor  Univers i ty  
Waco,  Texas 

Only a few fine schools who currently use 
FRED BEGUN MALLETS 

AVAILABLE AT DRUM SHOPS 
THROUGHOUT THE UNITED STATES 

PAT FLAHERTY PERCUSSION PRODUCTS * 1115 No. Cole Rd. • Boise, Idaho 83704 
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REVIEWS 
OF NEW MATERIAL 
As a service to all publishers, composers, and arrangers 
PERCUSSIVE NOTES MAGAZINE regularly reviews new ma- 
terials. Send all material for review consideration to: PERCUS- 
SIVE NOTES MAGAZINE, c/o Editor, P. O. Box 02095, 
Columbus, Ohio 43202. 
Reviews in this issue by: JB--John Beck, DG-Donald Gilbert, 
MH-Murray Houllif, JM-James Moore, GO-Gary Olmstead, 
AP-Al Payson, LP-Linda Pimentel, SP-Scott Prebys, WS-William 
Schinsfine. 

SNARE DRUM SOLOS 
CHOP BUSTER - -  Jay A. Wanamaker - -  Potsdam Publications, 
One Hillcrest, Potsdam, N.Y. 13676 - -  No price given 

A four page snare drum solo in the contemporary rudimental 
style. This is an advanced solo utilizing visual and aural effects 
such as stick clicks, stick shots, dead strokes, and back sticking. 
The notat ion is extremely clear hand manuscript. Special 
stickings are clearly marked. It  is a challenging solo to perform 
at contests, auditions and recitals. Complete performance 
instructions are included. (WS) 

SNARE DRUM BOOKS 
PATTERNS (Vol. I & II) by Gary Chaffee - -  pub. by GC Music, 
30 Laval St., Hyde Park, Ma. 02136. - -  No price listed. 

In volume I (85 pages) 73 pages are devoted to advanced 
exercises in irregular rhythmic groupings (5 against 2, 4 against 
3, etc.). The subject is treated thoroughly (one might even say 
exhaustively). I t  is puzzling to this reviewer why the other 12 
pages contain a "potpourri"  of other unrelated subjects (a 
discussion of stick grip and types of strokes, exercises in 
dynamic changes, and one page devoted to finger control). 

Volume H (103 pages) is basically a series of exercises for the 
drumset, in which the author explores different stickings to 
achieve differences in phrasing and articulation. There are 
exercises for alternate strokes, double strokes, and various 
combinations of the two. 

In  addition, Mr. Chaffee employs four different kinds of 
strokes: full stroke (F), in which the tip of the stick starts and 
ends in a high position; down stroke (D), where the tip of the 
stick starts in a high position and ends in a low position; tap 
stroke (T), where the tip of the stick begins and ends in a low 
position; up stroke (U), with the stick starting in a low position 
and ending high. The "ful l"  and "down"  strokes are to be used 
for playing accents, while the "up"  and " tap"  strokes are to be 
used for unaccented notes. Thus, 

÷ ~.~. ~. ~.-.,.~ ~, ~, ~ -.,. ~ ~ ~.~. - 
L L t / .  L L I .  L. t A L C .  
D T T " t ~  F D ' I ' U  D U p I :  

There is also a section devoted to polyrhythms using various 
sticking patterns, which is very difficult rhythmically. The 
manuscript quality of the two volumes is fair (AP) 

PAUL MOORE'S Percussion Method Book One - -  Ludwig Music 
Publishing Co. - -  557-67 East 140th St., Cleveland, Ohio 44110 

- -  50 p. $4.95. 
Paul Moore's book deserves some careful at tention from 

teachers. His background and credits are considerable. The 
basic tenet of this method is that students should be started 
with 16th notes and rests followed by 8ths then quarters. This 
approach is not  new and has been espoused by others. Moore 
also introduces keyboard percussion by the l l t h  lesson. In this 
he chooses to begin with 8th notes which generally move in 
skips rather than the usual scalewise exercises. By the 15th 
lesson the keyboard exercises can be used to accompany a 
similar drum part. By lesson 18 recognizable tunes are included 
similar to those found in most elementary texts. 

Also included are illustrations of crash cymbals and bass 
drum techniques. These, unfortunately, are of inferior artistic 
quality and are of minimal help. 

In the area of roll instruction the author has obviously 
choosen not  to use the established notation for a bounce 
stroke ~ , and instead used the slash ~ which 
may become a problem in later instruction when attempting to 
explain the differences between a multiple bounce and a double 
stroke. 

F o r  all of the author's concern for the understanding of 
subdivisions of the beat, he seems to have little concern for 
differing meters. The book goes through lesson 18 before 
leaving 2/4 for 3/4 meter. The book eventually covers the usual 
2/4, 3/4, 4/4, f~ and 6 / 8 .  

The introduction of the tiara in rather simplistic terms is 
another disappointment. Much has been written and published 
in this area for many years that are not  reflected in this text. 

There is a cassette tape with piano accompaniments both 
with and without the drum part for s tudent  use. This should be 
used to enhance the book and material therein. 

I t  is unfortunate that this author, who seems to have so 
much to offer, has not  availed himself of all of the significant 
previous writtings on the subject of elementary percussion 
methods. This could have been a great book instead of just a 
good one. (WS) 

DRUM SET SOLOS 

DRUM SET UNLIMITED - -  Ken Vogel; published by Mel Bay 
Publications; Pacific, Missouri 63069 - -  $2.50. 

Drum Set Unlimited is a compilation of nine solos in 
different musical styles. Each solo utilizes the standard drum set 
and varies in difficulty from easy to difficult. In addition to 
various styles in 4/4 (rock + swing), there are two solos written 
in 7/4 and 11/8. Each solo is preceded by an explanation of the 
style and includes a discussion of form, interpretation, and 
sticking. 

This is a text which would be useful in applying previously 
learned material in the form of a solo. I t  is more performance 
oriented rather than developmental. The solos are challenging 
but  not  difficult for the average drum set student. Each solo 
requires independence of limbs as well as mobili ty around the 
set and would be a good addition to the basic repertoire of the 
young percussionist studying drum set. (SP) 

DRUM SET BOOKS 

THE FUNK DRUMMING IDEA SERIES by Chet Doboe, (book 
1); published by Chet Doboe, 51 Searing St., Hempstead, NY 
11550; 1978 

The Funk  Drumming Workbook is the first of a series of 
books which serves as a supplement to The Funk  Drumming 
Workbook. The theme of the book is "Right Hand Groove 
Color with Left Hand and Feet".  The right hand will always 
play quarter notes on the bell of the ride cymbal. The left hand 
will embellish the groove by playing on the snare, toms, or 
hi-hat. The bass and hi-hat feet also interplay with the right 
hand. 

As is true of The Funk  Drumming Workbook, the use of 
notat ion to include tasteful musical subtleties and nuances is 
extensive and comprehensive. The jobbing drummer will prob- 
ably increase his vocabulary of ideas as the book contains 128 
different examples of I bar funk beats. (SB) 

THE ROCK DRUMMING WORKBOOK --  Chef Doboe - -  
published by Chet Doboe, 51 Searing St., Hempstead, NY, 
11550; 1978. - -  $3.00. 

The Rock Drumming Workbook is an organized system for 
developing a vocabulary of rock patterns. This text stresses 
organization of ideas. Although there are only 48 rhythms in 
the book, there are a number  of routines given that can expand 
the rhythms to a total of 1,152"ideas. However, the "how many 
ideas can you play" philosophy is not  evident in this book. 
There is much at tention given to creativity and the system of 
routines is well organized and draws upon the creative potential 
of the musician. Each routir~e is thoroughly explained and 
allows each drummer to develop many of the musical nuances 
which are often heard but  not  mentioned in texts. This text is 
recommended for the advanced drum set player. (SP) 

BAR PERCUSSION SOLOS 

MUSIC OF THE SPHERES - -  Larry Solomon - Music for 
Percussion, Inc., New York - -  $5.00. 

This beautiful and complex work for solo marimba is 
dedicated to Karen Ervin and was performed by her on her 
album A MARIMBA RECITAL. The composition contains four 
movements: Luminous Worlds, Pulsars, Cepheids, and The 
Starlight Corridor. The composition was made possible by a 
grant from the National Endowment  for the Arts, Washington, 
D.C. 
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LUMINOUS WORLDS contains the most varied use of roll 
textures this writer has ever seen called for in score. These roll 
textures, representing star pulsations, are aurally most affective. 
Because most of the rolls are rhythmically precisely notated, the 
performer must have not  only good technical control of various 
roll combinations, but  also the mathematical manipulative 
abilities that are required of, say, pianists in the advanced works 
of composers like Albeniz. 

Two scores for PULSARS is included: a proportional 
notation score, which looks familiarly like those we play daily, 
and a graphic one, which more accurately pictures for us the 
relationships of each tone employed and its dynamic intensity. 

CEPHEIDS seems to be made up of tone clusters, with the 
tones being played in fast succession rather than as a block 
chord. The composer employs the tones in an order that is not  
chromatic and further distorts by adding frequent octave 
transpositions. Although no meter is given, the composer's 
written instructions clearly indicate that the movement is to be 
performed within the bounds of normal interpretation. 

THE STARLIGHT CORRIDOR is a fast toccata-like passage 
that blurs into a gentle, flowing wave of sound. 

The manuscript in this publication is clear. The composer's 
instructions are precise as is hi~ musical intent. This work should 
make an excellent addition to the repertoire of the advanced 
marimbist. (LP) 

MARIE - -  Geary Larrick - -  Permus Publications, P.O. Box 
02033, Columbus, Ohio 43202 - -  $2.00. 

This is a charming, original four-mallet rag playable on 
marimba, vibes, or xylophone (even though this is no t  specified 
it could lend a real "old t ime" flavor). It  has stylistic elements 
of Scott Joplin's ragtime music; i.e. syncopation, harmonic 
progression (incidentally, Larrick employs nice, open chordal 
structures which make for a very "full" sound), and R-L hand 
independence. It  is an excellent piece for the development of 
fluid 4-mallet technique and would be an ideal recital piece for 
an advanced high school or competent college player. Tradition- 
al cut-time notat ion;  very clear machine printing. This is a " fun"  
piece I highly recommend to all. (MH) 

BOCCHERINI'S CELEBRATED MENUET --  edited by Scott 
R. Meister - -  Ludwig Music Publishing Co., 557-67 East 140th 
St., Cleveland, Ohio 44110 - -  $1.50. 

This short two-mallet work would be good for the inter- 
mediate high school or novice college player who wants a 
chance to perform early in his/her development. It  poses no real 
technical threats. The included piano accompaniment is very 
full in texture and the combination of the two instruments 
would make for enjoyable listening. The printing is clear 
machine type. (MH) 

TIMPANI SOLOS 

CANTICLE for Solo Timpani - -  Stanley Leonard - -  Volkwein 
Bros., Inc., 117 Sandusky St., Pittsburgh, Pa. 15212 - -  $1.95. 

CANTICLE is a timpani solo in two movements with a free 
style introduction preceeding the first movement. Both move- 
ments contain much pedaling, either scale passages of glissandi, 
and some sound possibilities as snare drum stick in one hand 
and playing in the center of the head. The slow introduction 
gives the player some freedom to ad lib on a given pitch and 
generally create a mood for the next section. 

This is a well written timpani solo and a challenge to anyone 
who performs it. It  is a college level solo; however a good high 
school student could also perform it. Congratulations to Mr. 
Leonard for providing us with an excellent solo which can be 
used for recitals, contests and a learning experience. (JB) 

PERCUSSION ENSEMBLES 

ODD METER MARCH - -  Mark Skaggs - -  3901 N.W. 61st, 
Oklahoma City, OK 73112 - -  No price given. 

A percussion quintet  for a traditional marching drum section 
(2S.D., Tenor, Bass, Cymbs.). 

While traditional in instrumentation, its 10/8 meter 
(3+3+2+2) certainly makes this an interesting ensemble. The 
snare drum parts require players of mature technical ability. 
Odd Meter March might also make an interesting percussion 
feature for the football field show as well as a good concert 
ensemble presentation. Available at present in manuscript form 
from the composer with full score and parts. (WS) 
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FOUR DIMENSIONS - -  Stanley Leonard, Volkwein Bros., 117 
Sandusky St., Pittsburgh, Pa. - -  $5.50. 

FOUR DIMENSIONS is written for six players, each required 
to handle several different instruments. The composer suggests 
that the piece "traces the sounds of percussion through four 
musical dimensions: Jazz, March, Aleatoric, and Classical." The 
last section, Classical, makes a good percussionists "musical 
guessing game" with recognizable fragments from the standard 
repertoire including Wagner, Tchaikovsky, Liszt, Prokofiev, 
Beethoven, Ravel, Dvorak, etc. 

The work is enjoyable to play and is an excellent study piece 
for younger ensembles in that each part requires skill at the 
basic techniques confronting the percussionist on a daily basis. 
The instrumentation would be standard for any college ensem- 
ble and playable by reasonably well equipped high school 
ensembles. (GO) 

BAR PERCUSSION ENSEMBLES 

CONVERSATIONS: A Vibraphone and Marimba D u o -  
Murray Houllif - Permus Publications, P.O. Box 02033, Co- 
lumbus, Ohio 43202. - -  $6.00. 

The blend of vibes and marimba is m~st successful in this 
beautiful and challenging composition. The technical require- 
ments are within the scope of the skilled university percussion 
major. The piece contains an array of contrasting musical 
sounds and ideas that  eventually lead back to the starting point. 
The many sonorities of both vibes and marimba are explored. 
This is done in a context of tight interlocking of parts. The 
individual voices weave back and forth between instruments to 
create a tapestry of many hues. Thus the major performance 
problem is the careful syncronization of the two performers. 
They must  be rhythmically precise. They must carefully control 
the shadings of the dynamic phrasing as the ideas slip back and 
forth between the instruments. At times the timbres of the 
instruments must  blend; at other times contrast is in order. This 
writer has performed the piece for several audiences, all of 
which responded most positively to the work. 

The printing is of excellent quality. Both the vibes and 
marimba parts are printed in a grand staff formation, for good 
visual interlocking of parts. Two copies of the composition are 
included in the sale price. The performance instructions are 
precise and detailed. (LP) 

PRELUDE AND DANCE FOR MALLET INSTRUMENTS --  
Ronald LoPresti - -  Music for Percussion, 170 NE 33rd St., Ft. 
Lauderdale, FLA 33334 score & parts $10.00. 

Not many years ago a composer approaching a publisher with 
a work for 9 players scored for: 4 marimbas, 2 vibes, 
xylophone, orchestra bells, and chimes would have found little 
enthusiasm on the part of any publisher to print a work for 
which no market existed. But times have'changed, for now there 
is a market for a composition of this nature, there are ensembles 
that have the instruments and players capable of performing 
such a work, and as with the publisher of this work and others, 
it is evident there are publishers who are willing to publish this 
material. 

The Prelude movement is beautiful, and sonorous (a bit 
reminiscent of the classic Adagio for Strings by Samuel Barber), 
a movement where much can be done with proper mallet 
selection, balance and blend of parts. The Dance movement calls 
for hard mallets and has a driving rhythmic feel and some 
challenging interplay of parts involving 3 against 2 figures and 
rapid tossing back and forth of rhythms. 

This work and others, by Ronald LoPresti show a fine 
understanding of the capabilities of percussion instruments and 
are deserving of many performances. While the instrumentation 
and writing make this an exceptional work for moderately 
advanced and advance ensembles, it can and should be attemp- 
ted also by less advanced groups who can learn much from 
working on it. 

The notat ion is traditional and metric throughout. The score 
is photographed hand manuscript, but  the score and parts are 
clear and legible. A worthy addition to the extensive and ever 
growing Music for Percussion firm's catalog. Also note above 
that this publishing company has moved to a new address in the 
sunny South after being located for some time in New York 
City. (JM) 



O '  SACRED HEAD - -  J.S. Bach/Moore: Permus Publications, 
P.O. Box 02033, Columbus, Ohio 43202 - -  $2.00 set of parts. 

This edition of J. S. Bach's O' Sacred Head is arranged for a 
mallet quartet by James Moore. I t  can be performed by a 
marimba ensemble or a mixed combination of mallet keyboard 
instruments. This short arrangement is quite easy and would 
give valuable experiences in ensemble techniques to the begin- 
ning mallet ensemble. I t  is written in four part chorale style and 
is uncomplicated in terms of pitch range and rhythms thus 
allowing the ensemble to concentrate on the musical aspects of 
ensemble playing. In order to add depth to the work, the parts 
indicate playing all notes in octaves the second time through. 

The notat ion is of course traditional and the manuscript is 
quite legible and spaced well making it very easy to read. This 
ensemble would be quite valuable in the repertoire of the 
beginning mallet ensemble. (DG) 

BON VIVANT - -  Jacque Dent :  Ludwig Music Publishing 
Company, 555-67 East 140th St., Cleveland, Ohio 4 4 1 1 0 -  
$3.50 

Ben Vivant is a mallet ensemble which should present a 
definite challenge to an intermediate level ensemble. This trio 
(with piano accompaniment) is scored for three different 
combinations of marimbas and/or xylophones. The rhythms are 
not  complicated and there is only one key change, however, this 
short work is musically well written. Traditional notat ion is 
used and the quality of the manuscript is good making it easy to 
read. Mallet ensemble works at the intermediate level are 
certainly needed and this one will make a good addition to the 
repertoire. (DG) 

MIXED ENSEMBLES WITH PERCUSSION 

SOUND POF-~I - -  David Ameele - -  Music For  Percussion, Inc., 
17 West 60th St., New York, N.Y. 10023 - -  $3.00. 

SOUND POEM is written for alto saxophone and multiple 
percussion. The percussion instruments required are: vibra- 
phone, bongos, timbales, triangle, suspended cymbal and finger 
cymbal. One must  have a knowledge of jazz interpretation to 
perform the work because the vibe and saxophone parts are to 
be played in the jazz idiom as are some of the percussion parts. 
There is also a "chorus" type section for both players ad lib 
style. There is a percussion cadenza at the end of the work 
bringing it to a virtuosic completion. 

This is a medium difficult work which could be performed 
by either a good high school or college percussionist and 
saxophonist; however both must  understand jazz interpretation. 
It is well written and a fine contr ibution to the duo literature, 
for percussion and a wind instrument. (JB) 

SIGNALS for accordian, electric guitar and percussion - -  Arne 
Nordheim - -  Wilhelm Hansen Edition No. 4273 sole U.S. 
Agents: M a g u a m n s i c -  Baton, Inc., 10370 Page Industrial Blvd., 
St. Louis, Me. 63132 - -  $9.00 per score. 

SIGNALS is a composition written in 6 short movements all 
without bar lines. It  is required that each player read from a 
score in order to interpret the music. Many eye cues, head nods 
and understanding the music would be necessary to perform the 
work. Each player must be knowledgable in contemporary 
notat ion and interpretation. The percussion required is: 3 
triangles, 3 cow bells, 3 suspended cymbals, crotales, vibra- 
phone, xylophone, 3 temple blocks, 3 bongos and 3 tom toms. 

This is definitely a work for college or professional musi- 
cians. It  is an unusual combination, but  I feel an interesting one. 
There is a recording of the work by Philips 854005AY with 
Mogens Ellegaard, accordian, Ingulf Olsen, guitar and Bent 
Lylloff, percussion. (JB) 

ODORU KATACHI (Dance Patterns) - -  Heuwell Tircuit - -  

A s s o c i a t e d  Music Pub. --Price of score: $9.00. 
This work is a two-movement concerto for percussion soloist 

and chamber orchestra (strings and 7 winds). The composer 
furnishes this explanation: " I t  derives entirely from Japanese 
rhythmic concepts, the first movement from religious and 
theatrical (Noh and Kabuki) ideals; the Allegro is a small, fugal 
rondo of "Chindonya" (Chindonya are street musicians). 
Usually a single percussionist, covered with instruments and a 
few winds like trumpet and clarinet, roams about playing and 
carry advertisements for shop openings, sales and the like." 

This mildly interesting piece will provide little challenge for 
the college-level player, except that the second movement 
requires some skills in hand independence. The only unusual 
percussion instruments required are tuned Japanese player bells 
and tuned sleigh bells. (AP) 

TEXT & REFERENCE BOOKS 
PERCUSSION MANUAL - -  F. Michael Combs --  Wadsworth 
Publishing Company, Inc., Belmont, California. 

As with most books compiled for educating the musician in 
percussion skills, this text includes some special, useful ideas that 
Combs has developed and reflects the emphasis of his teaching 
community.  

The book begins with the study of snare drum. Combs 
introduces both traditional and matched grip, the rudimental 
and the multiple-bounce roll, and the common rudiments with a 
variety of good practice materials for each. He does introduce 
the rudimental roll before the multiple-bounce roll, which is the 
opposite approach from that recommended presently by many 
percussion instructors. This reversing of format can be found 
elsewhere in the text. The snare section contains several etudes 
for snare and non-complex multiple percussion. At  the end of 
the snare section, Combs includes a relisting of the rudiments in 
a format that I find most useful. I do disagree with his list of 
"rarely necessary" rudiments. For  instance I find the paradidle 
to be my most-used rudiment,  baring the single-stroke alterna- 
tion, throughout all of percussion performance. 

In comparison to the lengthy (80 pages) devoted to the study 
of snare drum, brief (2 to 12 pages) sections are devoted to 
marching percussion, t impani study, mallet percussion instru- 
ments, percussion accessories, multiple percussion, the drum set, 
organization of the percussion section, and a teachers' guide to 
beginning percussion. In  spite of their brevity, I fred these 
chapters to be articulate and concise introductions to these 
areas of performance. Again each section usually includes some 
performance etudes and, such as with timpani, some excerpts 
from standard literature. No practice examples are given for 
accessories. The bar percussion examples are far too easy for the 
college music major who has a background in class piano. 
Appropriate lists of sticks and mallet manufacturers are in- 
cluded with each chapter. 

The appendices, including a PERCUSSIVE ARTS SOCIETY 
application, are most useful, as is the teachers' guide to 
beginning percussion. Some important  areas of percussion 
performance are omitted. The music major needs to be aware of 
the stylistic and interpretive differences in usage of percussion 
on the field, in the concert band, in the orchestra, with various 
popular ensembles, with choral ensembles, and in the percussion 
solo and ensemble category. These differences in this text  are 
only briefly alluded to rather than clearly spelled out. The text 
is smoothly readable and pertinent.  The many photographs, 
particularly of the accessories, are a valuable addition. The 
layout  and the spiral ring binding extend the text 's performance 
usefulness. (LP) RECORDINGS 

REPERCUSSION UNIT M Robey Records, Box 808, Newhall 
CA 91322. No price given. Available through Pal Productions, 
PO Box 661, Pacific Palisades, CA 
If you haven' t  recently taken an evening to sit down and listen 
to the subtleties of music made with lung tubes, skewered 
cymbals, wobble boards, astrodiscs, conduit  pipes, superballed 
snare drums, chains, mahogrimba, etc., etc. Well, here's your big 
chancel 

REPERCUSSION UNIT is a group of west coast percussion- 
ists including John Bergamo, J immy Hildebrant, Lucky Mosko, 
Bob Lepre, Gregg Johnson, Larry Stein, Paul Aneeau, Ed Mann, 
and Norman Ludwin (Bass). One side of the recording is from 
the studio and the other from a concert situation, and is first 
and foremost a lot of fun to listen to! 

The playing is all solid, including all the more conventional 
instruments in addition to those listed above. This recording 
would certainly be of interest to the many players becoming 
interested in studio playing. (GO) 

CORRECTIONS 
In the Winter '79 issue of PERCUSSIVE NOTES (Vol. 17, 42) 
the following work was reviewed but  the address of the 
publisher was omitted. The complete information should read: 
FOUR VERSES FOR TIMPANI by Murray HouUif, Paul Price 
Publications, 470 Kipp Street, Teaneck, New Jersey 07666 - 
Price: $3. O0 
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THE PERCUSSION SECTION AND 
THE CONDUCTOR: 

A CHECKLIST OF DESIRABLE FACTORS 
James L. Moore 

The Ohio State University 

Good results require two-way cooperation resulting from an 
understanding on the part  of the conductor and the percussion 
players of their rights and responsibilities. 

The Conductor Should expect from the Percussion Players . . .  
1. Eye Contact - -  percussion can do more obvious damage 

and attract more unfavorable at tention than any other section 
of a band or orchestra if not  with the conductor. Players should 
pay particular at tention not  only to tempo and entrance 
indications in the conductor 's  right hand, but  also to expressive 
gestures (i.e. dynamics, accents, style, etc.) in his left hand. 

2. Versatility from Percussionists - -  players must  be able to 
play a variety of percussion instruments as demanded, particu- 
larly in modern compositions. However, to achieve "Total 
Percussion" instruction programs must be taught starting in the 
elementary grades. The conductor must not  expect it to happen 
in high school or college, especially in the areas of bar 
percussion playing and accurate timpani tuning, if proper 
pedagogical groundwork has not  been done in the school system 
or through private instruction. 

3. Needed Percussion Instruments Available - -  ready in place 
for rehearsal and performance. This, only if funding has 
provided for purchase of equipment adequate for today's needs, 
and ONLY if conductor has posted in advance a rehearsal 
schedule and maintains it. 

4. Careful Listening - -  percussionists, as all members of a 
musical organization, must listen to the total ensemble to 
balance and enter with precision. 

5. Percussion Instruments in Tune - -  this includes the 
so-called "indefinite" pitch instruments (snare drum, bass drum, 
etc.) that must be tuned to produce a good sound, as well as the 
definite pitched instruments such as timpani. Note, Bar Percus- 
sion Instruments (i.e. marimba, vibes, xylophone, orchestra bells, 
chimes,) if purchased in recent years are probably better tuned 
that the rest of the band or orchestra and can often furnish a 
convenient reference point  for tuning. Manufacturers now tune 
all orchestra bells and xylophones to an A=442hz standard 
unless ordered otherwise. 

6. Visual Projection of the Music Style - -  percussionists are 
looked at, as well as listened to, probably more than any other 
section of the band of orchestra. Proper movement during 
performance must be considered. Both dull listless actions 
devoid of awareness of the style of the music and over 
expressive "hamming it up"  actions should be avoided. Such 
seemingly minor points as holding a small instrument like a 
triangle up high aid both sound projection and visual interest. 

The Percussion Players should expect from the Conduc to r . . .  
S o m e  o f  the  p o i n t s  given b e l o w  can be  c o n s i d e r e d  "bus iness  manage-  
m e n t "  mat ters ,  o thers  deal w i th  mus ic iansh ip  o f  the  c o n d u c t o r .  H o w e v e r ,  
all c o n t r i b u t e  to the  success  o f  a p e r f o r m a n c e  and  the  overall  
e f f ec t i veness  o f  the  p rogram.  

1. A Rehearsal Schedule - -  announced far enough in advance 
to enable the players to obtain and arrange the necessary 
percussion instruments for the music to be rehearsed. It  is also 
helpful to rehearse all of the pieces with significant percussion 
parts one after another to avoid the players sitting idle, with the 
resulting problems that can occur. It  is much better to excuse 
the percussion section to go elsewhere for a sectional rehearsal 
or ensemble practice if your rehearsal plans call for a great deal 
of "sectionalizing" with other instrumental groups during the 
full rehearsal. 

2. To Treat the Percussion Players As Musicians - -P lay ing  
musical Instruments of importance to your  organization, wheth- 
er it be the timpani or the triangle! No belittling comments 
from the conductor. This atti tude usually only exposes the lack 
of knowledge of the conductor. Atti tudinal concepts of an 
organization develop from the leadership given from the 
podium. 

3. A Knowledge of the Terminology of Percuuion --  To the 
extent that communication is possible. (i.e. Some knowledge of 
playing techniques, what sounds different mallets will produce, 
and correct names of instruments in English and foreign 
languages.) 

4. Clear Beat Patterns and Correct Tempos - -  A definite 
downbeat to each measure, and tempos that are appropriate for 
these indications on the score. The ability of a conductor to 
beat tempos (MM markings) accurately is as desirable a skill to 
develop as is pitch perception accuracy. 

5. An Ictus - -  To the beats of the baton. The attack transient 
sound of percussion instruments is more defined than that of 
any other family of instruments and entries must be more 
accurate than those of any other instruments in order to sound 
"correct." 

6. Width to Beat Patterns - -  As well as vertical motion to 
define the meter particularly when viewing from the sides of the 
performance area. This factor becomes extremely important  
when performing on a shallow stage or an orchestra pit. Also 
related to this should be size of beat patterns appropriate to the 
dynamic of the passage being performed (i.e. forte-larger 
motions, piano-smaller motions). 

7. Cues--Especially after long rests and "racer" sections. This 
is more of a problem in percussion than in other sections where 
extended rests are less common.  

8. Clarification Through Conducting and/or Discussion o f -  
a. Dynamic Balance of percussion in relation to other 

instruments of the ensemble (i.e. How much percussion do you 
want? How do you handle a TschaikowJdcy " F F F F " ! ,  and 
should a "PP" only be ' fel t '  or actually heard, etc. 

b. "Tempo]Groove Feel-Meaning, do you as the conductor 
control the beat with so-called "Iron-Fist" all of the time, or do 
you set tempos and allow the ensemble to share the responsibil- 
ity for maintaining tempo flow, (thus allowing you to use more 
expressive gestures). 

SUMMARY 

It  is very likely that many more points could be added to this 
brief listing of rights and responsibilities of the conductor and 
the percussionist(s). However a careful, critical evaluation of 
your present situation as a conductor and/or percu~ionkt  in 
view of the above points should result in a better understanding 
by all concerned of the matters of making music from the 
podium and from the percussion section. 
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THE MARIMBA BAR 
by Linda Pimentel 

You may direct your questions for this column to: Ms. Linda 
Pimentel, c]o PERCUSSIVE NOTES MAGAZINE, P.O. Box 
02095, Columbus, Ohio 43202. 

In the autumn, 1978 issue (Vol. 17, ~fl) of  PERCUSSIVE 
NOTES magazine I briefly discussed some concepts concerning 
what is commonly known as "Total  Percussion" education. 
During the ensuing months my mailbag was full of letters 
responding to the article, so many that I do not  have them all 
answered. These letters came from a wide assortment of 
concerned people. A mother of a high school age percussionist 
thanked me for attempting to analyze "what 's  going on in the 
heads of high school percussionists who seem to spend a great 
deal of time and energy trying to jostle each other out  of/ into 
playing certain instruments, plus the constant  threat of having 
to audition on more than one instrument."  

As you read that article you may have noted that I was 
writing first and foremost as a thinking person and educator 
who is concerned about  the "whole person" of the student,  and 
then as a percussionist. Like so many competent  people in this 
age of specialization, percussionists tend to become so involved 
in their small corner of the universe that  they loose a type of 
perspective that  is necessary I think for professional educator 
integrity. As we teach the "whole person" of the student we are 
considering the student 's  education in the areas of basic 
functions (food, shelter, etc.), social relationships (immediate 
and far-ranging), and enrichment of the quality of life: we 
consider his physical, mental, and emotional potential. In  each 
of these areas the s tudent  can learn skills (reading, arithmetic, 
etc.) and develop thinking and decision-making tools (logic, 
reasoning, comparison, etc.) that will tend to enlarge his 
potential, make his ability to contribute to the larger commun- 
ity greater, and increase his opportuni ty  for choice in the 
quality of his life. 

We could discuss the above considerations and their relation- 
ship to percussion education in complete volumes. Within our 
space limitations we will confine our comments to brief 
excursions in three directions. 

First, let 's consider an average thirteen year old boy who is 
busy accomplishing one of our society's normal rites-of-passage: 
he is establishing his independence from his parents through 
small rebellions. Typically, he chooses music as an arena of 
confrontatidn: he is going to listen to music that is different 
than that to which his parents listen. Our average boy's  parents, 
let's say, listen almost exclusively to "country  and western', or 
"gospel" music. What type of music do you think our average 
boy will turn on the radio or record player very loudly when he 
goes in his room and shuts the door? Unless he has a most 
unusual education we can guess that he will probably turn on 
some variety of "rock" music. Thus we predict that he has 
freedom of choice between two styles of music. With a little 
wider education he might have put  on a record of a Trinidad 
steel band, or of Hoist's PLANETS as electronically performed 
by Tomita, or of a GAMELAN GONG, all just as effective 
means of raising his parents' eyebrows. And in a couple of years 
he could be really daring and learn to play the dumbec to 
accompany his girlfriend's belly dancing. These are all possible 
choices that our student could make without unduly trampling 
on the rights of others as he establishes his own identity. I think 
our rapidly expanding percussion education trend clearly 
mirrors patterns common in our society. By carefully directing 
our resources we can contribute to healthy growth patterns in 
teenagers, or we can, without bothering to think, confuse or 
negate positive growth. 

Second, a baby has a very limited concept of time. His 
mother leaves him with a babysitter; he cries for feat she will 
never return. Later, the teenager, upon the breaking up of his 
first romance, thinks that he will never have another great love 
again. Supposedly we adults have a little better perspective, that 
is one of the reasons we are the teachers, remember? Thus it 
falls our lot to put  the marching band season and the solo-smail 
ensemble contest into a broader perspective. We would be 
well-advised to step back at regular intervals to reconsider our 
perspectives. Thus I challenge you to imagine our fifteen year 
old percussionist when he becomes a forty year old local 
businessman. What could he possibly do with his accumulation 
of music skills, knowledge, and experiences? 

1. He could play in a community  band, orchestra, stage band 
or sing in a community  or church choir. 

2. He could play marimba duets with his daughter. 
3. He could take up square dance calling. 
4. He could be a member of the church music committee, 

the symphony board, the band parents '  organization, or 
coordinate the local Renaissance Fair. 

5. He could rely on previous skills to take up the study of a 
new musical instrument, such as the guitar, with a 
minimum amount  of practice time. 

6. He could spend his vacation in Guatemala City exploring 
alot of marimba making and marimba music making. 

7. He could be the prime and knowledgeable mover behind 
the local drum and bugle corp. 

8. He could conduct  and choose music for the office choir 
which meets one noon per week or he could play drumset 
in a local amateur musical production. 

9. Your choice: 
Thus, as our third consideration, we might assume that this 

adult  amateur pereussionist/mnsician needs a certain minimum 
amount  of exposure to varied musical experiences, musical 
decision-making tools, and practical skills. What are some of 
these? 

1. Having carefully experienced and being able to differen- 
tiate between, both in performance and in listening, a 
wide array of types and styles of music. 

2. Be able to "speak," or improvise basic patterns by ear, on 
several (one complex and several simple?) instruments. 

3. Be able to read intermediate difficulty music symbols 
with a minimum of rehearsal time. This should include 
popular chord symbol reading. 

4. Understand and recognize through musical application 
that differing cultures at differing times tend to emphasize 
varying parts of music (melody, harmony, rhythm, tim- 
bre, etc.) or tend to use music in varying social formats, 
and that  such differences are no t  something to distrust, 
reject, or ignore, bu t  rather something to explore and 
appreciate. 

5. Be a competent  worker and leader in the planning and 
organizational aspects of a typical music productions. 

6. Be able to sing a rehearsed part, with confidence, in a 
choral group, demonstrating a basic knowledge of breath 
support and tone production. 

7. Understand the basic tone production and functions of all 
common musical instruments. 

8. Be able to recognize formal musical designs and describe 
them in simple English (same/similar/different/contra~t- 
ing, etc.). 

9. Be able to coordinate music and simple body movements 
in formal and informal situations. 

10. Be able to write simple music ideas in staff and chord 
symbol notations. 

11. Be able to conduct  an ensemble performing intermediate 
difficulty music and to recognize simple musical patterns 
in a conductor 's  score. 

You will want to add a few items to each list. After reading 
these lists do you feel somewhat frustrated? How can we, within 
the confines of a half-hour or hour long season each week cover 
that whole terrain of "total  percussion" and still consider the 
"whole person"? Of course we cannot  accomplish it all. Yet we 
will contribute a better perspective if we think and plan. Many 
of the tools for percussion training are closely allied with other 
learning tools. And through thoughtful percussion study, 
students can learn to better use their body, mind, and emotions. 
At  what age level and in what form can we appropriately 
challenge and support the student in each of the above arenas? 
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We have spent time within the above considerations that I 
think needs to be spent. It  really is a summary of the questions 
and thoughts in your letters. Now, let us conclude with the 
continued discussion of some important  relationships between 
various percussion instruments. We discussed two relationships 
in the Autumn, 1978, issue, thus to continue: 

3. Percussionists tend to strike percussion instruments from 
two types of angles: direct and glancing (example 1). From 
these two, many other patterns have been developed and 
advocated (example 2). Different grips and hand positions have 
been developed to aid in executing these maneuvers. Each 
human being has a slightly different body build, thus the way he 
chooses to grip the tools, the way he maneuvers, etc., will be 
slightly different from anyone else. Humans often get in ruts: 
they do one thing over and over again and delight in how 
successful they are in doing it. BUT THEY DO NOT HAVE 
FREEDOM OF CHOICE until  they can vary and/or slightly 
modify their grips, their body maneuvers, and the angles from 
which they approach and leave the striking surface. A mature 
musician will manipulate these elements to enhance the musical- 
ity of her performance. 

4. In the same vein, certain principles of how the percussion- 
ist uses his whole body apply in varying degrees to all percussion 
performance. When a set drummer transfers from using one bass 
drum to using two bass drums his sense of balance, his fulcrum, 
shifts somewhat, particularly if his heels must be moved 
vertically or horizontally; the mallet performer, by the slightest 
shift in weight and fulcrum, can bring out  any voice in a 
four-voice chord. Percussionists are always telling their pupils to 
"relax." The marimbist must relax while rolling; the snare 
drummer must relax while rolling: that is what we are 
continually reminded. Obviously one does not  produce physical 
action, or maintain life for that matter, without some degree of 
muscular tension. Thus the unspecific teacher needs to remind 
the student that he must tense some muscles to a certain degree 
and must lower the level of tension in others. Again, without the 
framework of how to use the body, almost all body motions can 
be categorized into varying degrees of gross body movements 
and fine body movements. I find students in all areas of 
percussion choosing movements that are clearly out-of-propor- 
t ion for the task at hand. We are all an assortment of geometric 
angles. Our height, weight, the length of our appendages, etc., 
influence the extended angles created by striking tools and 
striking surfaces. Each human jo in t 'has  a~l~'oint past which it 
cannot be voluntarily extended. When a percussion surface is 
struck by a performer with his elbow or wrist at full extension it 
will sound quite different than if it is struck in "mid-swing." I 
think the velocity of the stroke is much faster at mid-angle than 
at extended-angle (example 3). The length of time the tool is 
kept in contact with the surface and the pressure of the contact 
also affects the vibrations. Of course these concepts are 
modified because of the different textured surfaces of idio- 
phones and membranophones,  yet the basic concepts transfer 
well. 

5. Most of the tools with which we strike percussion 
instruments have a shaft and a head. The heads vary in density 
of material from which they are made; they differ in shape and 
amount  of surface area that comes in contact with the 
instrument. Some heads are designed to be dual or multiple- 
purposed. The shafts vary in density of material from which 
they are made, length, diameter, and overall shape. Because the 
tool is also a vibrating body, where we hold it and the degree of 
tension with which we hold it affects the way it sets the 
instrument into vibration. I find this observation more pert inent  
with the more dense tools such as xylophone and bell mallets 
and snare drum sticks. Should bell and xylophone mallets be 
gripped at the natural nodal points in a similar fashion to how 
we hold snare drum sticks? 

6. When teaching a student to roll on the snare drum, I try 
to convey the idea that the rebound(s) should sound as much 
like the initial stroke as possible. With most of my students first 
learning a multiple bounce roll, I draw them a little picture 
(example 4) to illustrate the difference between an erratic and a 
consistent rebound height. In a similar fashion the beginning bar 
percussionist must move from one bar to another while 
maintaining a consistently smooth roll sound. 
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7. The subject o f  ornamentat ion on all pereussion 
instruments is so huge that i t  deserces a book  in itJalf. Its 
historical perspective, its relevance to various changing sochl  
mores, war maneuvers, styles in clothing, sports, etc., are quite 
complex. In a more practical sense, common snare drum 
rudiments can be applied in new contexts to other percussion 
instruments. For instance I use a modified flam pattern to 
rapidly dampen individual bars on the vibes. If the melodic line 
is flowing upward I will employ a right hand flare, striking the 
new bar firmly with the right hand while using the t iny tap in 
the left hand, leaving the mallet tip on the bar momentari ly 
longer than usual, to dampen the already-vibrating bar. Learning 
to read rudimental patterns can be compared to reading chord 
patterns: one does not  read individual notes, bu t  rather the 
complete pattern in one sweep (example 5). 

(to be cont inued in a future issue) 



TERMS USED IN PERCUSSION 
by Michael Rosen 

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

The "French Flare" 

Several students have asked me about  the so called "French 
Flare" as used in some music of French composers, notably 
Manrice Ravel. Two method books that I have seen suggest that 
there is something distinctly different about  the execution of 
this embellishment. Richard Hochrainer, former timpanist with 
the Vienna Philharmonic, told me that Ravel heard the Vienna 
Philharmonic shortly before he composed La Valse. In  Vienna, 
Hochrainer says, the style is to play flares very tight, or close 
and he suspects Ravel wrote them in this way j# as a notational 
representation of what he heard. Other percussionists in Europe 
with whom I have discussed this embellishment said that he 
wrote them this way to save copying time. In  any case, it seems 
to be of concerted opinion that the "French Flare" does not  
differ essentially from what we in the United States know as a 
fiam. I posed the question to Francois Dupin, Soloiste a 
rOrchestre de Paris, Professeur au Conservatoire National de 
Bobigny and author of Lexique de la Percussion. M. Dupin 
offers the following: 

"First  of all--French Percussionists don ' t  know that 

Americans distinguish a French Flare from any other. For  

us, there is only one manner to perform a flam: there is a 

principal stroke which we call the loud stroke and before 

it a subordinate stroke which is very soft. When one 

alternates flams, the stick which plays the principal stroke 

is stopped very close to the head and is thus prepared to 

be the subordinate, or soft stroke for the next f l a re . . . and  

so on. The two strokes do not  strike the head at the same 

time. (my emphasis) 

Ravel is an excellent example for the notation. In Daphnis 

et Chloe (1912), he wrote the flares in traditional military 

fashion: ~ See the 3rd & 4th measures after rehearsal 

number  203 in the snare drum part. However, when he 

wrote the orchestration of "Les Tableaux d'une Exposi- 

t ion"  (Ih'ctures at an Exibition), he wrote the flares 

thusly: / in Limoges-Le marche. For him, no doubt,  it 

was the quickest way to write a flare. But it is nothing 

more than an ordinary flare. In my opinion, it is not  a 

satisfactory manner in which to notate the flare because it 

is impossible to strike two blows on a snare drum at the 

same time without producing a sound which is short and 

tight because the head is paralysed and cannot vibrate. 

The notat ion is, therefore, impossible to execute. I t  is 

surprising that Ravel made this mistake because most 

times he is scrupulously careful with notation. But in this 

case he made an error. Another  error is to be found in the 

last measure of La Valse where he wrote 4 quarter notes 

thusly: ~ in three quarter time. It  should be 

. In regards to Daphnis, after rehearsal 

number  210 one must check the different percussion parts 

because there are some mistakes. I don ' t  have the parts 

with me but  I could point  out  the mistakes by publisher. 

Best regards to my fellow percussionists 

in America 

Francois Dupin 

Q. We will be performing Carmina Burana in a few weeks. Could 
you identify or explain these terms and tell me what might 
substitute? Daniel R. Uicker, Ft .  Walton Beach, Florida. 

Raganella-Ratchet (all terms below are in Italian) 
Sonagli-sleigh bells, or a generic term for pellet bells 
cymbali antichi (piatti pice.) - antique cymbals, the term 
in parenthesis means simple small cymbals which indicates 
Orff could mean finger cymbals unless a specific pitch is 
intended 
Campane-generic term for bell, a bell plate is often used or 
several church bells 
campane tubolare-tubulvx bells, chimes 
tamburo basco-tambourine 
casse chiare-snare drum (this term is a translation from the 
French casse claire) 
cassa grande-bass drum 

I have received many responses to my question about the 
Rute and will share them with my readers in the next issue o£ 
Percussive Notes because I am expecting a few more which 
should prove more informative to us all. 
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PUBLICATIONS 
and 

PRODUCTS 
Material Compiled b y  

Dr. John J. Papastefan, University of  South Alabama 

NEW PUBLICATIONS 

BARTON/GRISWOLD PUBLISHING, P.O. Box 10107, Palo 
Alto,  CA 94303 has two musical games for learning notes, music 
terms, and rhythms. 

CIRONE PUBLICATIONS, P.O. Box 612, Menlo Park, CA 
94025 makes available an extensive catalog of  method books, 
solo and" ensemble literature, and a new recording featuring 
some of the ensemble works. 

COSMOS MUSIC, 888 8th Avenue, Suite 15U, New York, N.Y. 
10020 lists a number of new percussion works in their latest 
catalog including (I) mallets and percussion, (2) mallet quintet 
with electric bass, drum set, and percussion, and (3) percussion 
only. 

KENDOR MUSIC, INC., Delevan, N.Y. 14042 has published 
several new concert  band and percussion novelties. 

POTSDAM PUBLICATIONS, One Hillcrest, Potsdam, N.Y. 
13676 makes available a solo and ensemble manuscript  series 
including composit ions writ ten with the composer 's  notes and 
personal indications. 

SOUTHERN MUSIC COMPANY, 1100 Broadway, P.O. Box 
329, San Antonio,  Texas 78292 is the source of  publications 
from A. Leduc (Paris) for percussion. SMC makes available a 
separate brochure entit led "The  Percussionist 's Guide" to the 
music of  Southern Music Company.  

S & S SCHOOL OF MUSIC, N. Keim & Buchert  Rd., Pot ts town,  
PA 19464 has a new catalogue of  the percussion publications of  
WILLIAM J. SCHINSTINE available free. 

Included is an extensive list of  keyboard  mallet  ensembles by  
Schinstine, special modern ~rrangements of  many Christmas 
tunes, and information about  a new t impani  book  by  Schin- 
stine. 

UNIVERSITY OF IOWA PRESS, Iowa City, Iowa 52242 has 
published a new book by  Michael J. Budds enti t led "Jazz in the 
Sixties." 

THE AMERICAN MUSIC CONFERENCE'S Instrumental  Odys- 
sey, an award-winning series reviewing all musical instrument 
families, is now available on cassettes. For  further information 
write the AMC at 1000 Skokie Blvd., Wilmette, IL 60091. 

A new composit ion "TIMEPIECE" by  Murray Houllif  has been 
added to the catalog of  PEP, AIUS PUBLICATIONS, P.O. Box 
02033, Columbus, Ohio 43202. The work  may  be performed in 
two versions - for flute, clarinet, vibes, and marimba, or  as a 
mallet  ensemble (xylo., 2 marimbas, and vibe). Contact  the 
publisher for details. 

i 
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NEW PRODUCTS 

THE A.MERICAN CONFERENCE'S Instrumental  Odyssey, an 
award-winning series reviewing all musical instrument families, is 
now available on cassettes. Fo r  further information write the 
AMC at 1000 Skokie Blvd., Wilmette, IL 60091. 

CAMBRIDGE RECORDS, 125 Irving Street,  Frarningham, MA 
01701 is the source from which to obtain recordings featuring 
Bent Lylloff,  percussionist and conductor;  records may be 
ordered directly from the address above. 

ANDREW FELDMAN HAND CRAFTED PERCUSSION PRO- 
DUCTS, 82 Fa i rmount  Avenue, Clifton, N.J. 07011 is a source 
of  truly custom made sticks and mallets. Feldman will make any 
stick desired to  the specifications of  the buyer.  Send for his 
informative brochure. 
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LATIN PERCUSSION, INC., 454 Commercial  Avenue, PaliRades 
Park, N.J. 07650 is a manufacturer  which specializes in quali ty 
Latin-American percussion instruments and acce~ories for the 
discerning professional. The most  recent LP products  include a 
special bongo bracket  for double conga stand, Marrero bells, 
solid bar hand chimes and mounting bracket,  the multi-guiro, 
the N.Y. bongo cowbell, LP drumsticks, bar  chimes which can 
he mounted  on any cymbal  stand, vibra-slap II  incorporating a 
modular  design concept,  and volumes 2 and 3 of  Drum Solos 
recordings. 

LP has recently completed  the construction of  its own fully 
equipped recording studio which will not  only be where their  
LP Ventures records will be recorded but  will also serve as a 
unique sound laboratory  where new products  can be tested. 

LUDWIG INDUSTRIES, 1728 North Damen Avenue, Chicago, 
IL 60647 has introduced the all new Challenger II  parade drum. 
Write for full details. 

THE MUSIC STAND, 1457 Broadway,  New York, N.Y. 10036 
has a catalog which includes a specially-designed and selected 
group of  music gifts and personal items, many of  which can be 
purchased only through this catalog. 

PLANET PERCUSSION, INC. is the firm which produces the 
Exactone t impani  tonal indicator.  These tuning devices can be 
ordered from S & S School of  Music, N. Keim and Buchert  Rd.,  
Potts town, PA 19464. 

STAR INSTRUMENTS, INC., P.O. Box 145, Stafford Springs, 
CT 06076 offers an array of  electronic drums, percussion 
synthesizers, and related accessories. 

AVEDIS ZILDJIAN COMPANY, P.O. Box 198, Accord,  MA 
02018 has introduced two new cymbal  designs to  their  line 
including the ML Swish and the Earth Cymbal  pictured below. 
Addit ional  information can be obtained by  contacting the 
Zildjian Company at  the above address. 



it a l l , , ,  
complete ~election in percuz~ion ir~ruments 

includinq top name~ in 

xylophone  ) )  vibe  ¢¢ marimba:  

2]8 S. WABASH AVE. DOWNTOWN, CHGO 8 th FL. 3]2°427°8480 

D#count Music Catalog 

2 NEW Volumes 
Send s2.50 for publishing, postage and 
handling to: 

KASTUCK PERCUSSION STUDIO 
25 Brookside Road 

Ridgefield, Conn. 06877 

(203) 438-2910 

Also featuring new vibe solos 
by Steve Kastuck 

ml 
4 Nocturnes . . . . . . . . . . . . . . .  )6.50 b /~ 
Waves . . . . . . . . . . . . . . . . . . . . .  )1.50 b ~ l  
Star Skipping . . . . .  )3 50 b 
Crystal Light . . . . . . . . . . . . . .  )1.50 b ]//~ 

-48- 

INTRODUCING L 
! THE NEW SYMPHONIC CASTANET ! 

Castanets are hand made from imported grenadilla wood, mounted on 
a new and improved handle, and available in three different sizes: 
small, medium, and large. The small ~5) castanets produce a high, 
bright, and cutting sound; the medium (~6), somewhat lower in pitch, 
produce a more mellow sound; the large (HT) 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, 
xhythmic articulation, and beautiful tone. 

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

MORE NEW PRODUCTS 

MIKE BALTER MALLETS, P. O. Box 531, Northbrook, IL 
60062 announces the design and availability of the Gordon 
Stout Solo-Tone TM Mallets. There are four hardnesses from 
extra-hard to soft. 

J. E. STOESSEL, 410 Grant St., Lemont, IL. 60439. (also see 
ad on page 19 ) announces two new products just developed. 

(1) A new type tambourine jingle called "Alloy 3" and 
having an even more brilliant and penetrating ring than the 
Stoessel German Silver and Phosphor Bronze jingles. 

(2) Orchestra Bells, 3 octaves C1 to C4 (same range as old 
parsifal sets) with a revoluntionary suspension system allowing a 
better and more balanced tone. Additional options include built  
in resonators, pedal dampers, and custom wood cases. Set is 
called the "Phoenix 3000". 
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DEVELOPING RHYTHMIC F L o  W 

" RICK MATT/NGLy 

F O U R  MALLET K E Y B O A R D  P E R F O R M A N C E :  A CONCEPT F O R  BEGINNING 
I N D E P E N D E N T  ROLL D E V E L O P M E N T  - GARY D. COOK 

VIBE W O R K S H O P :  M U L T I - K E Y B O A R D  PLAYING - ED SAINDON 

TElVSlOly 1,s. RELAXA TIOlV 
" C~ARLIE ~ERRy 

BASIC DANCE RHYTHMS - P A R T  III - JIM P I E K A R C Z Y K  
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TENSION VS. RELAXATION 

By Charlie Perry 

The presence or absence of muscular tension in one's playing 
is a matter of contention among many drummers. Proponents of 
"loose" drumming and "t ight"  drumming are lined up solidly 
on either side of the question. 

I believe, however, the root of the controversy lies in faulty 
semantics. For example, let's consider the expression "hang 
loose," which means to be relaxed, untouched by tension; the 
opposite of being "up tight." Obviously, this is a desirable state 
of being since loose is used here in a positive sense, whereas 
tension and tight are used negatively. 

Contrarily, however, tight is also used in a positive sense. The 
expression "really tight," for instance, is commonly used in a 
complimentary manner when referring to the musical perform- 
ance of a group or an individual. Here, tight means particularly 
smooth and efficient organization, everything occurring in 
exactly the right place at the right time; getting it all together. 

We see, then, the opposites loose and tight can be used 
positively, often to describe the same desirable quality in a 
group or an individual. Satisfactory as these terms may be when 
applied loosely (as in general usage) they are inadequate when 
employed in a clinical sense, such as descriptive language 
pertaining to drumming technique and its corresponding ele- 
ments. 

This is particularly true when dealing with young, inexperi- 
enced drummers. They tend to think in literal interpretations 
and often overreact to terminology. I t  must be made clear to 
them that a word has a specific definition and cannot  be 
interpreted so broadly that it has no specific meaning. 

For the sake of clear communication, then, let 's begin by 
saying we are not  talking about tension in terms of emotional 
anxiety (stress). Rather we are discussing tension as it relates to 
muscular action in the performance of drumming. 

In examining this aspect of tension, we learn every muscle 
action results in tension of a lesser or greater degree. Tension is 
a requisite for the production of motion. Muscular tension is 
flexible, readily adjustable to changing conditions and demands, 
and produces that intensity which is characteristic of dynamic 
drumming,* whether loud or soft. Without such intensity 
drumming tends to be lethargic, deprived of vital energy. 
Moreover, we learn it 's possible to maintain tension in the 
necessary muscle sets for correct performance while maintaining 
the rest of the body in a state of relative relaxation. 

We also find, however, there is a danger in too much tension. 
For when sustained for an extended period of time extreme 
tension results in rigidity. 
Rigidity is not  pliable; it cannot be molded to a desired form. 
Instead, it 's fixed, unyielding. Therefore, it 's imperative one 
learn to differentiate between the degree of tension required for 
necessary muscular action and extreme tension. 

In Summary 

Three significant aspects must  be emphased 1) specific tension- 
control can be learned; 2) relaxation can spread from the 
relatively unused muscular sets to the psyche, thereby contribu- 
ting importantly to the proper balance between the mental  
states of readiness and repose upon which successful collective 
action of mind and body depends; and 3) degrees of tension 
required in performance vary, depending upon the needs of the 
moment.  

We come to conclude, therefore, excess in either direction must  
be avoided; the answer lies not  merely in the presence or 
absence of tension, but  rather in degree and control of  muscular 
tension. 

* T h e  d r u m m i n g  s t y l e s  o f  J a c k  D e J o h n e t t e ,  T o n y  Wil l iams  a n d  B e r n a r d  
P u x d y  a m o n g  o t h e r s  a r e  e x a m p l e s  o f  i n t e n s i t y  a p p l i e d  e x p e r t l y  a n d  
e x c e p t i o n a l  e l a s t i c i t y  o f  f o r m .  

The Author 

CHARLIE P E R R Y  is one o f  New York's  leading teachenz, 
clinicians, and writers o f  drum set  materials. His teaching 
materials are widely used and he formerly wrote a clinic column 
for  Hohner, Inc. when they distributed Sonor Drums. 
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BASIC DANCE RHYTHMS-PART I I I  

(Continued from Vol. 17, No. 2, Winter 1979) 

INTRODUCTION 

In the last two issues of Percussive Notes my column focused 
on basic dance rhythms. Examples were given on two beat 
dance music, the four/four feel, waltz, cha cha, the shuffle 
rhythm in three forms, the bossa nova, beguine, and the rumba. 
In this issue, I would like to introduce the merengue, argentine 
tango, mombo,  samba, nanigo, and poso dohle. Understand- 
ing parts I & H will aid understanding part HI. However, if you 
are having problems in achieving the various sonorities from the 
drum set, I would like to suggest reviewing my past columns in 
Percussive Notes. 

BASIC FOUR PIECE NOTATION 

H l ~  l ,  l m O m m  F l o o c T o m - t o m  S m ~ e D r u m  $ n ~ l T e e ~ - t o m  R - C y m b ~  L 4 ~ ' y m l ~ l  

# 1  MERENGUE 
Note: (snares off) 

think in a two bar 
- ~ h ~ , ~ ' ~  - phrase bass drum 

l ~ ' -  " ' "  ~ -  - ~  "; i~  - ~ ' : "  !! is played on l &  

also, use the torn 
tr-_ .. : -. ~ ' ' ' -  ~,-" t o m ' s  to  add 
" I I I I c o l o r .  

. . ~  . ,  . . . . . .  I . . . . .  1 1  

ARGENTINE TANGO 

(snares on) 

/ 
MAMBO 

Note: right hand-on 
cup of cymbal or 
play cow bell. 

#1 left hand-on snare 
drum with snares 
off along with 
tom tom's. 

. J J . D . J ,  J J ~ l . ~ - j , ,  

~tF ;" 'F 7 -: 

#2 
bass drum plays 
o n 1 & 2  

SEI- STUDIES 
By: Jrmlu P~eJTCr/;Yutkhor/Olinicia n 

-r Ir :]] 

['--D . . . .  ;; 
~,~' I I I I ' 

m . .  | . , .  o . , . . , , . • • , • 

| , D - o n u  D . ,  

,r'r 

.-.,, 

, ;  ................. 

. . . . .  i .  . , "iN 

SAMBA 

N o t e :  t w o  ba r  
phrase to make 
up rhythm 
play on dozed 
hi-hat 
bass drum on 1 & 
2. 

#1 

#2 stick brush tech- 
nique, ie; play: 

right hand brush, 
play left hand 
stick, both hands 
o n  t h e  s n a r e  

drum. 

#3 same technique a s  

in #2. Also, try 
mixing all three 
patterns together. 

NANIGO 

Note: right hand-on 
cow bell or play 
bell of cymbal. 
L e f t  hand  on 
snare drum. 

AUTHENTIC POSO 
DOBLE 

#1 
Note: This rhythm is 

written 2]4 - -  and 
is played on the 
snare drum, with 
the snares on. 

#2 
AMERICAN POSO DOBLE 

Performed in the 
same manner,  - -  
b u t  written in 
3/4. 

CONCLUSION 

Tape record your practice routine. By doing so, you will 
bring to light all possible sonorities and coordination problems. 
Most of all, you will be aware of your consistency in tempos u 
well as the proper sound of each rhythm. Practice with different 
size sticks, brushes, mallets, and make use of different size cow 
bells on the rhythms which indicate their use. 

As I have stated in one of my earlier c o l u m ~  in Percuuive 
Notes; "Each job presents a slightly different problem to solve, 
some simple and some not  so simple". So, be open minded and 
most of all LISTEN! 

It is my wish that with this series of articles on "Basic Dance 
Rhythms",  you now have the insight to perform with complete 
confidence. Good Luck . . . . .  
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DEVELOPING RHYTHMIC FLOW 

by Rick Mattingly 

Maintaining a rhythmic flow between the different parts of 
the drum set is an important skill which every drummer should 
develop. The first step in acquiring this ability has to do with 
viewing the drum set as a single instrument rather than as a 
collection of instruments. A drummer's hands and feet must  
work together to create a rhythmic line in the same way that a 
pianist's fingers work together to form a melodic line. This 
concept can be applied to time keeping as well as soloing. 

When playing time, many drummers start by setting up a 
continuous pattern on the ride cymbal. The other parts of the 
set are used to reinforce or decorate the ride cymbal, either for 
a fill or solo, or simply to change the color of the piece. This is 
where some drummers get into trouble. They depend on the 
ride cymbal for the rhythmic continuity,  and when the cymbal 
stops, so does the flow. Although it is important  to be able to 
play the ride cymbal well, it should not  be used as a crutch for 
the rest of the set. 

The following exercises were designed to help the drummer 
develop rhythmic coordination between the different parts of 
the set. This, in turn, will lead to fills and solos which flow 
better, as well as interesting possibilities for time keeping 
patterns. 

Exercises 1-10 use only the cymbal, snare, bass and hi-hat. 
The rhythm is the common dotted eighth-sixteenth jazz pattern. 
The reader is encouraged to apply this concept to other rhythm 
patterns of his or her own choice. Each exercise should be 
repeated until  a rhythmic flow is felt. 

Note: All cymbal notes are to be played with the right hand 
and all snare drum notes with the left. 

JOIN 

the 

Percussive Arts 

Membership Applications 
available from: 

PERCUSSIVE ARTS SOCIETY 
130 Carol Dr., 

Terre Haute, Indiana 47805 

WHEN WRITING ~kDVERTISERS 

PLEASE MENTION THAT YOU SAW IT IN 

"PERCUSSIVE NOTES" 

AN OFFICIAL PUBLICATION OF 

THE PERCUSSIVE ARTS SOCIETY 

tr, r T r " r " 

i °'j 
r ~ r 

Exercises 11-20 make use of the full drum set. Hi-hat is 
maintained on beats 2 and 4. Different stickings are possible 
with several of these, so the reader should experiment and use 
the ones which flow the easiest. 

The Author 

RICK MATTINGLY holds Bachelor of Music Education and 
Master of Music degrees from the University of Louisville. For 
six years he was a percussionist with the Louisville Orchestra. 
He currently plays drum set with the Kurt Siegert Orchestra. 
Rick has taught privately in the Louisville area since 1968, and 
has been percussion instructor at the Sewanee Summer Music 
Festival. 
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PREPARING 

A 
PERCUSSION 

AUDITION 

By Brian K. Shephard 

During the summer months, many high school percussionists 
will be preparing solos for college auditions. A problem that 
often arises is how to actually prepare the solos. Here are some 
suggestions on things to consider when preparing percussion 
solos for an audition, or any other performance. 

Perhaps the most important thing a percussionist can do is 
study privately with a competent instructor. This is especially 
important for anyone wishing to audition as a percussionist, or 
perform a percussion solo. A percussion instructor can provide 
valuable help in developing technique and musicality that a 
percussionist might not  gain by merely practicing alone. 

SNARE DRUM SOLOS 

Many percussionists, especially snare drummers, seem to feel 
that if their music contains no melodic line it does not  need to 
be played musically. In fact, just the opposite is true. Since 
there is often an absence of melodic line, the musical qualities 
must be emphasized almost to the point  of exaggeration. 
Otherwise, the solo sounds like an endless succession of 
individual rhythms. Percussion instructors and music teachers 
tend to be critical, and rightfully so, of dynamics, phrasing, and 
accents. The student should pay particular at tent ion to these 
areas. 

When preparing a solo, the percussionist should ==sing" 
through the piece, listening for phrase divisions, motivic ideas, 
accents, dynamics, pulse or beat emphasis, and any other 
aspects of musicality present in the piece. Recording the solo 
with a tape recorder will help in further evaluation, and a music 
teacher can also help with this. If the solo calls for complicated 
rudiments and sticking patterns, the student should make sure 
they are played correctly and cleanly. Musicality, though, is 
more important than the other factors since it is what makes the 
solo sound like a piece of music, not  the ability to perform 
complex rudiments and stickings. 

The snare drum should be adjusted so that it has a bright, 
crisp sound. The top head should be tight, but  not  so tight as to 
sound choked, while the bot tom head should be looser, yet  
having about the same pitch as the top head. Adjust the snares 
so they respond with a bright snappy sound. 

TIMPANISOLOS 

MALLET INSTRUMENT SOLOS 

Most mallet instrument solos do not have the same types of 
musicality problems as other percussion solos. Their main 
problem is usually technique and is exemplified in the tone 
production. 

To produce the proper tone, the bar of the instrument 
should be struck in such a way that the mallet is in contact with 
the bar for the least amount of time. The student should 
pretend the bar is the surface of a bowl of water, and try to 
strike it so the mallet touches the surface without going into the 
water. This technique must be practiced at all speeds and 
dynamic levels. When mastered, it will allow the instrument to 
speak more clearly and will produce a more ringing tone. 

GENERAL SUGGESTIONS 

Nervousness is one problem that plagues soloists of all levels, 
especially during an audition. There are, however, some ways to 
combat nervousness. Dally practice will help instill security, 
especially playing in front of other people to become accus- 
tomed to performing before an audience. The same instrument 
should always be used to feel more "at home". A good night's 
sleep the night before and a good breakfast the morning of the 
audition will help the mind to be as clear as pouible. Finally the 
student should try to relax and enjoy the audition. 

If the solos need to be memorized, they should be 
memorized thoroughly. Daily playing, from memory, will help 
avoid memory lapses during the audition. Since most auditions 
include sight reading, reading new material on each irmtrument 
every day is worthwhile. 

Due to the nature of their solos, percussionists must place a 
great deal of emphasis on musicality. This being just as, if no t  
more important than, technical ability. Having someone, prefer- 
ably a percussion instructor or music teacher, listen to and 
critique the solos, dally practice, and a good warm up before the 
audition will help insure a stronger performance. The student  
should bring extra sticks and mallets in case any break or are 
lost, and bring original copies of each solo for the judges. 
Finally, during the performance, the percussionist must  main 
the highest level of playing and concentration until  the audition 
is completed. 

THE AUTHOR 

B R I A N  K. SHEPARD, a senior at the University o f  Kansas, 
Lawrence, KS., is majoring in percussion under George Boberg, 
and serves as President o f  the KU Bands, and Section Leader for 
the K U  percussion section. He has been actiue as a performer, 
teacher, clinician, composer, and arranger. Mr. Shepard is a 
contributing author for  the Kansas Chapter P.A.S. Newsletter, 
and has recently had an article entitled "'Percussion Maintain. 
ance" published in The Instrumentalist.  

Timpani solos often have many of the same musicality 
problems as snare drum solos, plus a few of their own. The 
musical aspects of the timpani solo must be emphasized just as 
much as in a snare drum solo. Other things that adjudicators 
listen for are tunings, tone production, and articulations. 

Perhaps the most difficult aspects of a t impani solo are 
tuning and pitch changes. Timpanists should learn to sing the 
piece on pitch, using a piano to check themselves. When all the 
pitches and pitch changes can be sung correctly, without  the 
piano, the pitches can be played on the drums. 

Another problem often found in timpani solos is tone 
production. The best tone is always produced about  three to 
six-inches from the rim of the drum. The drums should be 
muffled whenever there is a rest. 

The size and nature of t impani often cause fast passages to 
sound muddy. The use of a medium soft stick and a fast 
staccato arm movement during practice can clear up fast 
passages. When the passages sound clear using a soft stick, the 
proper arm technique has been developed. Once the passages 
sound clear with medium soft sticks, the correct sticks will 
make it sound even clearer, but  the stick alone should not  be 
relied on to make it sound clean. 

~ ~ ( ~  "The fastest growing 
Drum Shop in the 
Midwest~" 

Slingerland * Rogers * Pearl * Gretsch * 

Zildjian * Fibes * * And Morel 

A f te r  you 've  s h o p p e d  around - . . . .  

107 BROADWAY T H E N  c h e c k  O U R  P R I C E I  
NORMAL, ILLINOIS 61761 
PHONE: (309) 452-9495 " A s k  for Jeff" 
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VIBE 

By Ed Saindon 

M U  L T I - K E Y B O A R D  P L A Y I N G  

WORKSHOP 

Since the introduction of electric pianos, synthesizers, string 
ensembles, etc., piano players have been performing very 
successfully with a variety of keyboards. With the assortment of 
manet  keyboards available, this multiple keyboard concept is 
also available to the mallet player. In  this article, I will explain 
and illustrate some of the possibilities and challenges presented 
to the mallet player with this MULTI-KEYBOARD concept. 

SET UP 

The keyboard arrangement that I am presently using consists 
of a vibraphone placed directly in front of me; a customized 2 
octave Kelon marimba with a range from F (an octave and a 
fifth below middle C) up to E (a 3rd above middle C) is placed 
in front of the vibe to the LEFT. The keyboard angle is roughly 
45 °. Due to the sustaining capabilities of the Kelon marimba, an 
adjustable dampening system was added onto the marimba; a 3 
octave redesigned xylophone is placed in front of the vibe to the 
Right. The keyboard angle is adjustable from 30 ° to 45 ° . 

The set-up, played as a solo instrument,  necessitates that 
vibraphone and marimba techniques be used in conjunction 
with each other. Due to the textural differences and expanded 
range, more demands such as 6 mallet playing, one hand 
dampening techniques, new solo techniques, etc. are placed 
upon the mallet player. These now become valid and viable 
resources employed in this mnlti-mallet, multi-keyboard setting. 

A few points should be mentioned before beginning, 1) 
Although my keyboards have been specifically designed for this 
concept, any marimba or xylophone can be used. (Without 
tampering with the instrument itself, the height and angle of the 
keyboards can be altered with special platforms or stands.) 2) 
The xylophone sounds an octave higher than written, and 3) 
The mallet sticking is numbered in this manner:  ~ 3 2 ! 

In the first example, an 3 keyboards come into play with the 
xylophone dominating (with the melody) and the marimba and 
vibe supplementing with the bass and harmony. Concerning the 
xylophone melody: rather than use only the outside mallet of 
the R.H., the suggested sticking employs both mallets thereby 
greatly reducing excess motion of the R.H. Also take notice of 
the three note voicings being formed between the xylo and vibe 
on beats 2 and 3. (Refer to my article in Percussive Notes 
Winter 1979, Vol. 17, No. 2.) 

R p7 r_~? ~¢ Eb 
A~ ~ r ' l  I L ~ - , 4y t .a  . . . . . . . .  : : : ~ : . ' - ' ~  ~ . .  ~ " ~ ~ : . 

" - ' i :t: A 

,~ , ~ , , , , , - I . , , ,  , ~ , - - ~ , i ~ , , .  

l£il i r i ' 

This next  two bar example employs two hand mallet rolls 
between the vibe and marimba. Also, the opening melodic 4ths 
are played an octave apart between the two instruments thereby 
making a full and resonant line. 

. .  . 

~lia~s R g  ~ I .  1 I : 

These next  four bars of improvisation on "T.T.T.",  illustrate 
the execution of a fast single note line (at times played with 
both hands) along with a somewhat subdued bass line. Whenever 
there is space or notes sustaining in the melodic line; or when 
the R.H. can double up, the L.H. generally will proceed to the 
marimba to take up the role of playing bass. 

a.- a ¢ -  . . . .  ~ . 
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This next  8 bar example (B section of Nica's Dream) utilizes 
a "Walking bass l ine" played on the marimba while the melodic 
line is played in octaves on the vibe. 

2 
This next two bar example has a melodic unison inner line 

between the xylo and vibe which serves as an ostinato/accom- 
paniment to the outer melodic lines. Slide dampening should be 
used to dampen the ostinato line on the vibe. (Refer to my 
article in Percussive Notes, Fall 1978, Vol. 17, No. 1.) 



" , , r ,  

T h e  following example in A minor, is an ostinato pattern in 
which the lines of each instrument are juxtaposed to create an  
inter-woven ostinato. Thinking of the sticking (RLRRLRRL) 
will make the passage much easier to execute. 

r ~r  A" 

¢ ~ I r L , . . .  

This Charlie Parker melody is divided up between the three 
keyboards for an interesting timbre change effect. The L.H. 
stays on the vibe at all times, while the R.H. moves back and 
forth from the xylo to the marimba. 

This four bar excerpt of Greensleeves employs the use of six 
mallets thereby allowing the player to sound the chords and 
accompanying colors in more or less of a concerted style. 

#,41/15 ~-7 ~7~ 

I 

I 

L_ ~ b@ 

SUMMARY 

Although the addition of marimba and xylophone to the 
vibe, places more demands upon the mallet player, it shouldn' t  
hinder the creativity and expression of the player. The addition 
merely should widen and enhance his creativity by giving him 
more color and range with which to express himself. 

If anyone has any comments and/or questions about  this 
article or my clinics, please feel free to write to me at this 
address (Please enclose a stamped self-addressed envelope.): 

Ed Saindon 
Box 202, 
c/o Berklee College of Music, 
1140 Boylston St. 
Boston, Mass. 02215 

The  Author 

EL) SAINDON studied vibraphone with Gary Burton and 
David 8amuels. He received a BM in Music Education from 
Berklee College o f  Music in Boston. For the past few years, he 
has been on the faculty at BerMee teaching private lessons 
(vibes), mallet ensembles, ear training, 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. He was a clinician at the P.A.8. day held at 
Berklee in April. Ed will have a book coming out  in the spring 
o f  '79 published by Berklee Press, which will deal with 
dampening on the vibraphone. 

. . . . . . .  

The following example illustrates a variety of technics 
available with this multiple keyboard concept. In measure 1, the 
L.H. employs a one hand roll. The R.H. executes the melody 
and accompaniment. One hand slide dampening (a double stop 
on the 4th beat) is used to bring out the counterline. In measure 
2, the L.H. again uses a one hand roll, but  this time with a 
descending melody in the top voice. The R.H. again plays the 
melody, accompaniment and counterline. In the 3rd measure, 
the L.H. starts on the marimba and then proceeds to the vibe to 
dampen a counterline on the 2rid beat. On the 3rd beat, the 
Db7 voicing is played and the L.H. moves back to the marimba 
to sound the root. The R.H. plays the melody on the 1st beat 
on the vibe and then proceeds to take the melody to the 
xylophone with the use of a one hand roll. Measure 4, utilizes 
the two hand Musser roll and the one hand roll. The voicings 
formed by the xylophone and vibe are inter-woven for an 
interesting textural effect. 
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FOUR MALLET KEYBOARD PERFORMANCE: 
A CONCEPT FOR BEGINNING 

INDEPENDENT ROLL DEVELOPMENT 

By Gary D. Cook 

The present increased popularity and phenomenal  develop- 
ments in four mallet keyboard performance which many PAS 
members have had the opportuni ty  to experience first hand at 
the past few Percussive Arts Society International Conventions 
has inspired even novice keyboard players to at tempt techical 
maneuvers and musical subtleties that  a few years ago most 
players would never have thought possible. The wonderful 
performances and discussions of Leigh Stevens and Gordon 
Stout at PASIC '76 in Rochester set many player's minds 
wondering if it  were possible for them to achieve the technical 
and musical levels of mastery of Stevens and Stout. Then the 
next  year Ke/ko Abe astounded the Knoxville PASIC '77 
audience and proved that even a player using the traditional 
cross grip (and possessing a bit of genius) was capable of  
displaying the highest level of technical mastery and mnsician- 
ship. This last October at PASIC '78 Stevens and Bill Molenhof 
advanced the art of keyboard performance and pedagogical 
understanding again through astonishing artistic contributions. 

Of course none of  the above mentioned artists merely 
appeared out  of thin air with their ideas on keyboard multiple 
mallet playing. The techniques had been evolving over many, 
many years as can be reviewed in the performances, teachings 
and compositions of Musser, Chenoweth, Conner, Rosen, 
Pimentel, Erv/n, Burton, Friedman, and Samuels, to name but  a 
few. However, due greatly to PAS activities both on the state 
and national level and to Deagan's and lVlusser's increase in 
promtional clinics using these artists, more young (and old) 
players than ever before have been exposed to the boundless 
parameters of multiple mallet performance. And one must not  
fail to give credit to the continued high musical level of 
development in literature written expressly for many of these 
fine artists or transcribed by them. Without the recent parallel 
contributions of Stout, Helble, Pimentel, Burton,  and many 
others in literature and pedagogy, our present mature state of 
development would be barely beyond infantile. 

Yet when many aspiring keyboard players at tempt such feats 
as four mallet independent rolls they find their technical 
development to be infantile or perhaps even embryonic! The 
concept of the four mallet independent or lVlusser-type ripple 
roll can be clearly explained by many an article or book and 
clearly understood by the performer. However, regardless of 
how consistently the player "tells" his/her wrists to " turn  in a 
screw driver mot ion"  or "like opening a jar" the wrists cannot,  
on the average, respond to only these ideas. The muscles need to 
be discovered and an awareness and control of them developed 
before the independent roll will ever become truly a functional 
technique. Assuming the player has a correct understanding of 
either the Musser (Stevens), Burton (Friedman), or Traditional 
Cross grip, (or other), the technical approach to the wrist 
development and mallet control is basically the same. A good 
beginning exercise is to practice each hand separately as 
indicated below. The interval of about a fifth is comfortable and 
natural at the outset for most players. Other intervals should 
also be used to develop total control. 

" - 3  t 

, ,  . , +  
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The type of stroke used when playing the individual separate 
mallet should be either, 1) a complete "full stroke" made by 
one mallet from a height above the bar of about 3"-4" with a 
quick "down-up" stroking motion in the wrist and returning to 
the 3"-4" starting height before the "full stroke" is started in 
the other mallet, or 2) a "rota t ion"  or "oscillation" of the wrist 
which will play one mallet to the bar and immediately connect  
to the next  stroke in the other mallet with a smooth rocking 
back-and-forth stroking of the mallets. The wrist mot ion 
employed in either the "full stroke" or the "oscillation stroke" 
is a "screw driver" or "opening a jar" type of turning motion. 
The mallet not  playing the stroke should remain almost 
motionless in the hand. With a few attempts the different feel 
and controls involved with these strokes will become apparent 
to the performer and he/she will begin to physically develop 
these wrist muscles and in turn develop the kinesthetic 
coordination needed for performance of four mallet inde- 
pendent  rolls, contrapuntal lines and eventually one handed 
rolls. 

Eaeh measure of the exercises should be repeated many times 
with each bar struck deliberately producing a full clear tone. 
The exercise should be gauged so that the sixteenth notes are 
well controlled but  played at a maximum speed. A metronome 
will greatly aid in governing steady development and progress. 
Another  good exercise is to practice both hands together in 
different combinations on exercises similar to the above. There 
are 24 four mallet eombinatlons that one can create for practice 
material! A single stroke roll played slow to fast to slow 
between the mallets in one hand and with both hands together 
is also valuable for developing four mallet technique. Rudi- 
mental combinations such as paradiddles and polyrhythmic 
figures played between mallets in one hand greatly aid in 
developing mallet control. The following are given to stimulate 
further practice ideas. 

q 3 H ~ 4  ~ + 1  ~ 3  + -  ~ ~ 3 N  ~ 3  q 3 q  3 q q  
e~, t  ~. I ' l ,  I ,  I ;~. I t  I I t  I .  I I  ~ . |  :L. t : L 2 .  

l , , . l  t ." t . .  I t  l . l  l."l.+ t l  I ~ t l  ~ . - '~  I It. I I  Z.~.  
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The polyrhythms presented only involve a few basic 2:3, 3:5, 
and 4:5 patterns and their inversions. Playing of these poly- 
rhythms demands precise coordination between mallets and 
offers excellent practice for understanding these figures in any 
musical context! Further analysis and practice of other poly- 
rhythms is highly recommended. These exercises should be 
practiced in each hand separately and then combined. With a 
little imagination the player will develop interesting combi- 
nations and movement  over the keyboard. Some variations 
might be: play the single paradiddles chromatically up and 
down the instrument or within a key; when combining hands 
each pattern could be the same in each hand, i.e. 4344 with 
2122 or reversed to opposite combinations of 4344 with 1211. 
Another variation that helps to develop independent line 
control is: 

Practice of each exercise should be slow at first producing a 
clean "full stroke" in each mallet and being careful to keep the 
other mallet almost motionless. Gradual increase in speed 
coupled with long duration in practice of each pattern will 
greatly aid in developing control of the wrists and mallets. These 
ideas for mallet combinations can also be practiced on a hard 
surface such as a table or car dash board when an ins t rument  is 
not  available. 

Eventually with perseverance and diligent practice one will 
have developed the necessary wrist and mallet controls to then 
successfully approach the four mallet independent  or Musser- 
type ripple roll. The approach to this roll should start slowly 
with repeated playing of simple chords or consecutive intervals 
with mallet combinations of: 43, 12, 43, 12, etc. and gradually 
increase to a sustained roll of 431243124312 etc. 

1-- ~ ~ ~ ¢ ~ , ~ ' ~ t \  . . . . . . . . . .  ' "'~r--  

The "oscillating" wrist motion should be easily generated if 
sufficient time has been given to practice of the above or similar 
exercises. One will also find three mallet chorale style roll 
studies and simple chord inversions useful practice material. By 
holding four mallets and playing these three mallet studies 
concentration can be given mainly to the hand playing two 
mallets to check for accurate wrist motion. Note however the 
same wrist turn is still used in the hand playing with only one 
mallet but  holding two. 
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If t h e  performer uses his/her imagination and creates 
exercises similar to those suggested within this article, and of 
course practices consistently and regularly, the technique will 
develop to enable the performer to then exper imentwith  more 
advanced technical concepts such as variation in roll speed and 
use of different types of rolls. As mastery of these various 
technical levels is achieved the performer will then be able to 
convey his/her musical concepts with greater freedom and 
artistry. 

Additional practice material can be found in much tradi- 
tional piano and guitar music as well as the many fine bar 
percussion instrument texts by Burton, Meyer, Pimentel, MooR, 
Neuhaus, Whaley, Ervin, Holmgren and the solo literature of 
Mussar, Stout, Helble, Penn, Mink, Peters and many, many 
others. 
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THE "CONCERTO POUR BATTERIE 
ET PETIT ORCHESTRE'" BY DARIUS MILHAUD 

WITH A LOOK AT PERCUSSION 
IN HIS MUSICAL LIFE 

by Stephen W. Dodge 
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PERCUSSION IN THE MUSICAL LIFE 
OF DARIUS MILHAUD 

Darius Milhaud was born in Aix-en-Provence, France, in 
1892. He showed musical aptitude as a child and studied violin. 
His musical training at the Paris Conservatory brought him 
success and recognition as a writer of music and his distinctive 
modern style gradually earned him an international reputation. 1 

Milhaud was attracted to the sounds of  percussion very eary 
and mentioned instances of  this in this autobiography. In Brazil, 
he was exposed to the folk music of  that country and to the 
various instruments used. 

The insistent rhythmic effect of  instruments such as the 
choucalha, a round metal container with a handle that is rotated 
to shake the iron filings inside was of  particular interest to 
Milhaud when he saw it played in the streets of  Rio De Janiero 
at carnival time. 2 

The return trip from Brazil included a stop in Puerto Rico 
where Milhand saw the guitcharo being played. This is a gourd 
that is scraped with a metal rod in a violently rhythmic pattern. 
The composer was sufficiently impressed to purchase one of  
these for himself. 3 

Les Choephores is an opera by Mflhaud which was premiered 
in 1919. Three of  the scenes call for the voice parts to be 
spoken. Rhythmic notation only is used. The instrumental 
accompaniment consists of  a vast array of  nonpitched percus- 
sion. 4 The finances available for the first production were 
limited and it was necessary to ask some amateurs to help with 
the extra percussion. Among them were Auric, Poulenc, and 
Honegger. These notable composers apparently shared a recep- 
tive attitude toward percussion if performing without  pay was 
an indication. The "Exhor ta t ion"  scene with spoken chorus and 
percussion was so well received at the premier that  it was 
encored. 5 

A ballet entitled L 'Homme et Son Desir by Milhaud has a 
still larger list of percussion instruments and presents passages of  
unaccompanied percussion.6 Milhaud expressed anxiety about 
the audience reaction to this innovation because concert-goers 
were very demonstrative in France during the 1920's. Milhaud 
attributes the calm reception to the brevity of  the passages using 
percussion alone and to the sedative provided by the vocal 
quartet. 7 

American jazz had a hypnotic effect on Milhaud. His visits to 
jazz clubs of  Harlem during a trip to the United States in 1922 
made him decide to incorporate the style for his own 
compositions. He would also use the elaborate percussion 
battery played by one man.8 

In 1923, he wrote La Creation Du Monde. It  is a ballet with 
an instrumental complement  employing seventeen players, one 
of  whom is a percussionist using a setup almost identical to the 
one for his later Percusson Concerto.9 

THE CONCERTO POUR BATTERIE 
ET PETIT ORCHESTRE 

Milhaud wrote his Concerto Pour Batterie et Petit Orchestre 
at Paris in 1929-30. This was premiered by the Concert Pro Arte 
with Coutelier as soloist and the composer conducting.10 There 
are at least two professional recordings available. One is by the 
Concert Arts Orchestra with Felix Slatkin conducting and Hal 
Rees as soloist, and another recording conducted by the 
composer, featuring Daniel Fanre as soloist with the Orchestra 
of  Radio Luxembour~.l  1 

The edition used- for  the analysis that  follows will be a 
reduction for percussion and piano of  the original concerto.12 

James Blades has said, "This work necessitates no small 
amount  of  athleticism."13 The British are masters of  under- 
statement. A diagram Milhaud has provided at the beginning of 
the score shows that this piece requires a great deal of 
athleticism. The soloist is virtually encircled by instruments in a 
fashion which must be acknowledged as very prophetic when 
one considers that  this solo was written before the label 
"mult iple percussion" came into common usage. This multiple 
arrangement was preceded in serious art music perhaps only by 
Stravinsky's L'Histoire du Soldat, and Milhaud's earlier work, 
La Creation du Monde. 

The instruments used are four timpani, tam-tam, two 
cymbals, tambourine, wood block, metal block (usually a cow 
bell), ratchet, castanets, triangle, suspended cymbal, bass drum 
and cymbal (both played by a single foot  pedal), snare drum, 
field drum, and tenor drum. The performance directions are in 
French and German but they basically describe the diagram of 
the set-up. It  is also recommended that a double-headed mallet 
with felt at  one end and a wooden xylophone beater at the 
other  he used. 

The beginning of  the piece is marked Vif, Rude et Drama- 
tique, with the quarter note at 116 beats per minute. There are 
frequent meter  changes. The rhythm employs 16th and 8th note 
patterns and much syncopation which is characteristic of  the 
composer. The soloist must make sudden instrument and mallet 
changes. The accompaniment is difficult and careful rehearsal is 
necessary for the many nuances such as measure 74 and 80. In 
measure 81, the tempo indication changes to Modere but ' there 
is no specific tempo marking. The timpani must be tuned 
quickly here and the foot  pedal must be adjusted to strike the 
bass drum only. 

Measure 144 is a restatement of  the opening measure but  
measure 145 is again marked Modere. The marking Vif 
reappears at 157 for just four measures until the Modere (this 
t ime with the quarter note at 76 beats per minute) closes the 
work with a somewhat anticlimatic diminuendo in the last eight 
measures. Performance t ime is estimated at seven minutes. The 
vigorous style is sure to appeal to most  audiences even if the 
tonal aspects of  the work are unsettling. Evidences of  chromati- 
cism, polytonality,  and modali ty occur in the accompaniment 
to add richness to the overall texture. 

The concerto is dedicated to Paul Collaer, a close friend and 
biographer of  Darius Milhaud. 

This multiple percussion concerto must be considered an 
important  virtuosic challenge and an outstanding early contr- 
ibution to the serious percussion solo repertoire. 
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THE HISTORY & STYLE 
OF THE BODHRAN 

by  "Roldo"  
As Interviewed by  Owen Clark 

Winnipeg, Canada ~ . ~ - ~ ' ¢ ' ~  ,~ 

The Bodhran ("Bore-an"), sometimes also called the Bironne, 
is the drum of the Gael. I 'm afraid I can ' t  delve too deeply into 
it 's history, but  most likely its beginnings are martial (it bears a 
resemblance to the round war shields carried by Gaelic 
warriors). The instrument most suited to it 's varied accompani- 
ment  is pipes--any sort of pipes. 

The bodhran is a far more subtle instrument than is obvious 
at first meeting. Generally, it is a single-skinned drum, bu t  I 
have seen one with sking on both sides. The manner  of beating 
enables the player to use both ends of the stick. 

The style of stick varied from player to player. The majority 
prefer a short stick. I use a long stick, to play the drum in the 
middle where the sound is deeper as well as along the edge 
where the tone is slightly higher. 

In the playing, the first stroke is made away from the body 
and into the drum. The second beat is made on the return. Its 
sort of like twirling a baton against a wall. Generally, the 
rhythm is set by the bo t tom end of the stick, then the top is 
brought into play, to aid emphasis and off-beat. As well, the 
wooden rim can be used to add a 'click' among the booms. 

A right handed drummer holds the bodhran in the left hand, 
stick in the right. The left hand is not  idle, for the bodhran, if 
single skinned, has either a pair of crossed strings, or a stick for 
holding. Myself and some other drummers will keep the thumb, 
index, and second finger of the left hand free to press against 
the skin on the inside. Doing this rapidly between and during 
the beats, you can shade the structure of your  playing. 

=__~ ~ I~¢~.v~t'~ = 

The bodhran being a Celtic drum, is well suited to 6/8 and 
9/8 jigs, reels, hornpipes, marches, all odds manner  of Scottish, 
Irish, and related modes of music. It  also fits full well in 
Appalachian music. In fact it likes mast  any form of fiddle 
music. I sat in the square-dance band last summer and my drum 
enjoyed that just fine, too. 

When I first encountered the bodhran in 1970, it was just 
making a come-back in Scotland. In  the last couple of years it 
seems to have gathered quite a following in North America or at 
least Canada, bu t  it 's still a relatively obscure instrument. 

H you're interested in hearing some current players, you 
might find some of these records: 

The Chieftans-feature Bodhran in t'me arrangements of very 
courtly Irish music. 
Allan Stivell-Avery progressive Celtic musician who blends 
traditional instruments with electrics. 
Planxty-doesn't  feature the drum, but  its there. 
The Corries-who nearly began the whole affair. 

On television, the Bodhran has appeared with: 
Makem and Clancy 
Figgy Duff (an East Coast Canandian Celtic ensemble) 
& Ryan 'o Fancy-who have begun to use two bodhrans, a 
most effective method for real blood-stirring music. 

Another player who deserves ment ion is Martha Nagler of 
Larkspur who manages some vary fancy and precise work. 

In Winnipeg, there's my band "Jerimiah Puddleduck" and 
='The Never Ready Assault and Battery Corps". (Little John and 
Me). If you would like to make contact: Roldo, 1232 Downing 
St., Winnipeg, Manitoba, Canada. 
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A f z i c a n  Welcome ptace-~.  UdOW ( ~ )  

The Onlverl l tv of  ~ i ~ n a  
S e n i o r  ~ e c l t ~ l - L a r ~  Reeder 
4/~9/7H 
Fantasy on Japtnese woodpr ln ts -  
A.  ~nya~ess (C.P. P e t e r s )  
F i r s t  ~ex i c~n  ~ n c e - ~ .  S tou t  (~ tud io  4) 
~ e  In  Ab, Op. 6, NO. 2-C.O. H U l l e r  
( s t u d i o  4) 
T r i a n ~ l a t l o n  f o r  S i x  T i m e . h i  ~nd 
E l e c t r o n i c  Tape-Z.  Coc lno t ta  (Lanq) 
Duo for p e r c u s s i o n  ~ d  plano-B P i l l l n  
(WI~) 
Ba~t~lc ~eadin~s-P. Koch (sis ~ )  

The D n i ~ a l t y  o ¢ Ar i zona  
1411te~'s H e c i t a l ,  G i l b e r t  P~ker 6/22/7H 
T~bO~r i n  Ch lnol~-X~e i 81 er/Gree n 
(Foley F i s h e r )  
NO. 9 Zyhlua-K.  S~ockhausa~ 0 ~ n l v e r l a l )  
Dlptych-G.  S t o u t  (m~nu) 
Concer t lno  f o r  qarLn~a and O r c h e s t r a -  
R. ~u rka  (welnt~aub) 

The ~ n ~ v e r . i ~  o f  A~Izo~a 
R e c i t a l !  Gary Cook, Percussion 10/11/78 
Eight Sonqs for • Had Klng-P .~ .  DaVies 
M o s z y - H w k e s )  

The U n i v e r s i t y  of  A z i z ~ a  
Cont~p~ra= T Composers F o ~  
~ s l c  o f  GaD. c ~ m b  1 1 / 1 / ~  
Had~ lgs l s ,  Book IXX and IV (C.P. Peters) 
Songs. Drones ~-~ P ~ f r a i n s  o f  Dea th  
( c . r .  p e ~ r s )  

~e ~ n i v e r a i t y  o f  ~ t z ~ a  
Per¢~ssion E n s ~ l a s ,  G ~  D. ¢~ok, 
D i r e c t o r  11/21/78 
P a r ~ J l s l o n  Nov•merit f=cet S ~ h .  | l -  
&. T c h e r l p n i n  (Presser) 

h t ~ g h n n L e l - S .  L e a n e d  (Lashed)  
T ~ c o - ~ .  Chewer ( l e l w l n - } ~ l l l s )  
Son~ o f  ~uez tecoa t l -L .  ~a~ l so~  ( ~ )  
Creatlona for Percuallonlst~, Dancers 
an~ ~r ~ls~-xmp~ovIiat ion 

CAS~O~ZA 

~&n J o s e  ~ t a t e  u n i v e r e i t ~ ,  
Percussion ~ n s ~ l e  12/11/78 
Sonata  No. 4 f o r  V i o l i n ,  P i ano  & Per¢.- 
A. Ci~one (Cirone)  
Sketches f o r  P e r ~ l s i o n  Orchaatra- 
~. ~cco~mick (aan~) 
Pive x~e~s for Soprano & Perc~ssi~- 
A. C i r o n e / H ~ r r i s o n  ( C l o n e )  

U n i v e r s i t y  o f  South F l o r i d a  
Percussion Ensq~hlel  ~o~e~ H¢Con~ck~ 
conductor  - 1 / 4 / 7 9  
Tree  E s t u ~ o s - L a c e ~ s  (P.P~tce)  
Ad~qio f o r  S~r inqs -S .  Barber  (Schirm~r)  
S t r l n q  ~ a r t e t  NO~ 4 - ~ r k o k  (Boosey & 
~ a v k u )  
Une t l  f o r  Pe r cus s ion  - ~.  MCCormick 
(Schlr~er)  
Synchronisms No. 5-M. D a v l ~ o v ~ y  (Belwln) 

U n i v e r s i t y  o f  sou th  F l o r i ~  
h r c ~ a s i o n  E ~ s e ~ l s - ~ o ~ r ~  ~[¢Coz3~ck~ 
C o n ~ c t o r  21 /26 /78  
Coincidences f o r  Percussion-D. Tr0~blay  
t a b u )  
SCrlnq ~ a r t a c  ~4-B. par~ok (~e lv ln )  
~ c b x ~ n l ~  No. 5-M. Davl6ovs~v (~elwln) 
Tree  Zltudos-O. Lacez~a (P. Pr ice)  
Three D i t h y r ~ b o i - ~ .  Shech~an (P.Pr ice) 

U n i v e r s i t y  o f  South P l o r i d a  
Facu l t y  X e c l t a l j  ~oberc H¢Coz~ick, Per t .  
1/~/TB 
T~o Pi~e f o r  Une¢¢ow~os~le~ TlmC~ni- 
P. HOCOZ~Ck (~mu)  
J eu -Pa~ t l -M.  P ~ r n s k a  (P, P r i c e )  
Two ~ x l c a n  ~ances-C. s tou t  ( $ ~ 1 o  4) 

~ncounters XZZ-W. ~ a f t  (wI~) 

(mnu)  

- 6 2 -  

~ n l ~ r • i t y  of ~la~i 
~t~ t~nt  Wecltal~ Terence S. n~n6 t r aon ,  
Pe~elon 4/3/78 

C. S te iner  (See Sw) 
Co~cex~Lno fo~ ~arhsba g O~chest~a, O~. 2 l -  
P. Crea~on (G. Sch~rmer) 
S~etch f o r  Do~bls Quar te t -3 .  L ~ i s  (P~7~) 
The ~dn :[ Lov**G*rshwin/cond~gson (man~) 
D i l l  P i c k l e r C .  L. Johnson (~anu) 

U n i v e r s i t y  o f  Hiram 
St~4ent ~ec i ta l~  sam RuttenSez~, Pe rcus s ion  
2/22/78 
c ~ l e s - X .  Car te r  (kv~) 
~ r c h - E .  Ca r te r  ( ~ )  
Concerto fo= H t = l ~  & O=cheat=a-J. M t~ 
~ r ~ )  
~o~ree and ~o~ree  k~q la i s - J .S .  Bach 
L ' H i a t o l r e  ~ S o l ~ t - X .  S t r a v l n s k y  
(~. s W. cheater)  

Boise  s ta te  U n i v e r s i t y  

~ a c u l t y  ~ec l ta la  John M ld~ ln~  Percussion 
10/29/7a 

• ph4merons-A. ~ s s e l l  ( A l ~ h ~ s )  
Concerto fOr Y a t ~ b ~  & Vl~ap~ - 
D. Ht lha~d (][~och) 
F i v e  f o r  O z ~ n  a ~ r ~  - s .  M~e=ts 
(c. F ischer)  

• o ise  s ta te  U n i v ~ l i t y  
h L ' c ~ a l o n  ~ l e ,  Dlrec te~ 
Dr.  John M l ~ l n  10/22/7~ 
M s s l ~  p e r c u ~ s l ~ - L .  Stotesbery 
I E r u o r a )  

~ o  P I c t ~ e S  f o r  P s r c u s s l ~ -  J* S ~ t c l l f f e  

S o n ~  f o r  Piano and Perc~sslc~ 
P. G l ~ n v i l l ~ - H l c k s  (N4P) 
~ L r a - ~ .  l ~ s s e l i  (~lp]laus) 
Con t ra rhy tha lc  OstL,  a to -¢ .  ~ r s o n  

M i l e  State U n i ~ e r s l t y  
P ~ c u s s i o n  ~ n ~ l e ,  John M l ~ w i n ,  
D i rec to r  11/15/78 
P lu~k in*  P e t e r - P .  Barnard/J .  M l d w l n  
{~an,) 
Concerto d~ Ca.~ra, No. 5-D. Loeb 

~ i n t e t t o  ~XX-J.F. P t t s ~ / B a l ~ l ~  (s~n~) 
G~Iop-D. X a ~ i ~ k y  (sktnu) 
Espana - Spanish ~apsody-E.  C h a t t i e r /  
wlsdo~ ( aMu)  
Dizzy  p l n H e r s - z .  Co~f~sy ( ~ u )  

M i s s  state U n i v e r s i t y  
Student  Fd¢ l~a l l  ~ob@r~ A l l e n .  Snare 
Drum 9 / l / ~ i  
sonata f o r  Sns~e Dr~a a Plano-E. Xohn 
(HH COle) 

Mile s ta t s  U n i v e r s i t y  
s t u d e n t  ~ e c l ~ l :  P e r ~ s l o n  ~ns~eb le ,  
J. M l ~ l n ,  D i r e c t o r  IO/20/~H 
C o n t e n d  da  c~mera,  NO. 5 - n .  Loeb 
( ~ . ~ )  

M i ~ e  S t a t e  U n i v e r s i t y  
StUdent  Fdc i ta l~  Pe rcus s ion  ~ n s ~ l e  
J. i ~ l d ~ l n .  Director 1/ /17/7E 
D izzy  F l r ~ e r s - Z .  C~frzy (manu) 
G~lop-V. X a ~ l e v s k y  (~wmU) 
EsFdna - Spanish P 3 ~ p ~ y - Z .  C l e r i c =  

ZLLINOI$ 

~u incv  c o l l ~ e  
s a n l o r  ~ecAtal~ St~ve ~ f f o : d ,  P e r c u s a l o n  
3122/79 
F L n f ~ e  f o r  • New TheatEr-X.  St ravLnsky 
(Boosey a ~ e s )  
Sonata  f o r  Three  U n a C c ~ e d  K * t t l e  ~ -  
D* JOhee (H in r i chsen )  
T r o i s  ~ u d e s - 3 .  &ul~In (&Iphonse-L@Du¢) 
• ~o P e t  znven~Aon NO. 8 - ~ . S .  ~ c h  ( S c h l n ~ r )  
ConcertAno f o r  ~ L m b a  & O r c h e s t r a ,  O~. 21-  
P. Cree ton  ( S c h i n ~ r )  
Space Y~xtel-H. P t a s y z l n s k z  (Lar~) 

I l l i ~ i •  S t a t e  U n i v e r s i t y  
p a : c u s s l o a  Z a a ~ l e  1 1 / 2 9 / 7 |  
The Svcrds o f  NodS-Ling-Pe te rs  [9 .  P e t e r s )  
Tocca~a-Cha ' v s z  ( ~ l l l s )  
~ e  SOng o f  ~ a z t e c o a t i - H a r r l s o n  ( ~ )  
Lento-Schlenc~/Peters (Pranks ~m~ ShO~) 
NOtona Nla  C a r a - L a a a u e / ~ e t e r s  (Franks D.$ . )  
parade  o f  the Wooden S o l d i e r s - H t r b e r C A ~ t c h  
(Hatch) 
Phonet l cs -De lp  ( landor)  
Ost lna to-Hwyer  ( landor)  

Eaate=n ~ l l l n o i s  U n i v e r s i t y  
S e n i o r  R e c i t a l 1  John  A. H i l l i m ,  Perc .  
2 / 6 / 7 9  
Su i t s  f o r  Her lJ~4-h .  P lss tnqer  (Pare. ~ t e )  
Fouc P i e c e s  f o r  TLmp~ni-J. Mrqamo ( ~ P )  
Converaat lon f o r  H u l t l ~ l e  pe~=usslon SOLO- 
D. W l t t e n  ( S o u ~ e r n )  
5 ~ l t *  f o r  Thre~ ~=umsets-S. E l i a s  (Creat ive)  
Stma/na  f o r  Solo  Snare Drua-~. ~ r k c ~ l c h  
(c rea t i ve )  

~ t e r n  2 l l l n o l e  U n i V e r s i t y  
Percussion ~ n ~ l e j  J e f f  P~ l la ton ,  Dlrec toE  
12 /15 /78  
C ~ l e o n - ~ r r .  J .  Lane (~Mu) 
Old ~ v l i  ~c~n-4~r .  J. Pe l l a ton  ( s ~ u )  
~usc ~he way You Are-a r t .  J .  P a l l • t o n  (m~nu) 
Feels So Good-a~r. J .  P e l l a t ~ n  (a~nu) 
Ni~h~ i n  Tunes ia-ar r .  J .  P a l l • t o n  (~Anu) 

E a s t e r n  x n i n o i •  U n ( v ~ r e l t y  
G r & d ~ e  lq~cl~al j  J • f f  Pel la tOn,  P e r c h • l i o n  
11/20/7H 
~ )  Scenes £or Ha~l~ba-S. H lxon(penms)  
S t i c k - i t - E *  Clonek (~tn~) 
Thre~ Pieces for Fou~ T~q~mi-E. Ca~tar 
( A s ~ l a t e d )  

~onve raa t l o~  f o r  Solo H ~ L W - A .  MlVOshl 
(J.X.A.)  

• h~e@ PIeceS f o r  V l ~ a - G .  S te i~eE  ( S ~  9tw) 
S~aln-C. co~e• ( ~ u )  



Horth Park C o l l i e  
Guest RecAta1~ Lends Maxe~, Marimba 
~ / l  5/7S 
Xnvent lone and Interlude|-C. ~¢aq (PrlCe) 
C&Dri¢¢io-E, T~x~es@ (Le~UC) 
CAnzons-S. ~arber (Schlr~er) 
Etude in A fiat, Ha. 6, No. 2 (Gab le  ~ibqed) 
Intrud~¢tlon at Rondo CApri¢¢ioso, 0~. 28= 
C. Saint Saens (C. Fisher)  

~e kmerlcanl,Conser~a~or ~ o f  Muei~ 
Student  ~eci ta l~ Pe t e r  ~ a l A ,  Percussion 
11/)/78 
TWO E t U d l l  fO~ VihrAhArp-D. Pr~edman 
(Serklee) 
SOnata fo r  T l ~ a ~ l - 3 ,  Beck (Soston~ 
~relude ~o.3 in A Hlnor-:~. V i l l a - ~ ¢ s  
Su i te  for Marlmba-A, F ise inaer  (Pert .  A r t l )  
Pr aeludium-Ea c h - ~ e  £1 | e r /Du t ~on 
Su~ez Mood%,. Mtton (Pete.  ArCs) 
P i k c c h u r e - P . ~ a l a  (~anu) 
Adventures for one-R. Stern (eTFP) 
DUO-P. Ro~a1~/SkoOg (~u) 

The Amer(can C~esrva toz  7 o f  b~SlC 
Terc~sslon Ensemble7 James Dutton,  Conductor 
11/~/78 
Csremcniel-P. Creston (Schlraer) 
IV for Eight Percuss~oni~ts-Seyer (Flelsher) 
Auto hcc id ln t - }~ .  DeV~<~|on (Presser) 
Fe rcu ls ion  MUl i¢ for Three Players-~.  
sarans  (PZl lSer)  
Three C ~ O r l l l  for Hl~i~b~ <~rChsltrA- 
Art .  J, Dutton (menu) 
Rondo A~la T~rcA-W.Ao Mozart/Schultz (menu) 
Sonat~ NO. I ~ Ma)o~ ~ z a z t / g c h u l t z  (~u) 
The ~l ind  Mice are  Structlng-Colce~bo 
(Colombo) 
Annie Laur ie  in Swln~ Time-ColomSo (Colombo 
S i l h o u e t t e  ~n Rhythe~ .  ~rneeler (CoZumbo) 

The ~mer l¢~  ConservAtor~ of ~ l ~ C  
Student  Recttal~ Joseph Pe r r e l r a ,  P e r t .  
11/6/78 
Cont rAl t i  fo r  Vibraphone@, heBeradini l  
(See Saw) 
Sonata He. 1 f o r  Timpani & Fiano-A. Cit~ne 
(CiX~ne) 
Introduction e~ Rondo Caoriccioso,  Op. 28 
C. Saint-Saens (Schlzl~r) 
~onete fo r  Two PI lnos  ~ Pex~ss lon  l 
~, Bartok (~ose~ & Rawkes) 

Noster .  ~ l l l no l s  ~ n i v e r s l t  F 
S~udent Recl te l~ CI Wi l l i am  Rice, Per~. 
3/I~/79 
~ l t i - S o n i c s - ~ .  D e i ~ l d t  (~W~) 
Ra~ital  ~ults-w. Watson ( ~ )  
bcttat)~ S Xmp~ovieetion-E. Carter (AMP) 
L~dus A~erica~us-w. Schmid t /P l l l i n  (WlH) 
DUO Mib ia ture-P.  TAnner (~F~) 
~n[~l NO. 2-A. Cirone (Cironl) 
WaeltOSO-F. Manger {HI ,get )  

~ u d i ~ i  S ta te  Un lV I re i t~ .  
student I ~ ¢ l t e i l  sruc@ Lehman# pe rcu l s ion  
10/7/~S 
Canar ie l -H,  Car te r  ( ~ )  
Marimba Suite-Po Sifler (Briahtltar) 
Hn~lilh Sulte-W. Kraft (A~} 
Fantasia in G M~nor-~.T. Telemann (sohlrae[) 
Scherzo for ~o~r Tilpanl & plano-D.  Craeffe 

Concertibo for Eyiophone-T. Mayuz~mi 
(C.F* Petals)  

P ( r l t  P re lh~ te r t an  Church r Michiq~ cit~ 
~ a s t  ~ecLtal~ Lib~a Maxey. Marimba 
1~/1e/77 
Can~one-S, Bather (G. Schirmer) 
C h E l l t l l ~ l  M~ie~'TE&d, (m~UIU) 
Xnt~. et Ro~do Cspri¢io~oe Op, 28 
C, Salnt-Saens (C, F~scher) 

~ndlane ~nlverllt~ 
Student Eecltal! D~lel M. Eelllnk 4/3/78 
Z n ~ l n t l ~ l - J . S .  Bach (manu) 
Poe~e, 0~. ~5-E. C ~ a u u o n ( n n u )  
Yel low h f t e r  the Rain-M. PAtArs /Hes l ink  
(M, Peterl) 
Two Noxlcan UanCee-G. S~out (~) 
E [ I I S I ~ I  Dance-D. Hes i ink  (~tnu) 
NOte perpetuo,  ~p. I I -N.  paganlnS (menu" 

Z_~_~ 

Drake UniVers i ty  
S tuden t  Be¢ltAl! B r e ~  Wes~ervall, Per~. 
~ / n / 7 9  
March & Folo~aisa fo r  K e t t l ~ - ~ Y .  TauscH 
(Peters) 
D~etto Concertante-I. Dahl (w~) 
Sonat lna-K,  Sohn (Fischer)  
Concerto fez Mar~lha~J. Malta (M~P) 
Mai~ Ri~lel-~*H, Green@ (~u) 
ar~. Wemte~vail 

Drake UhiVer l i t~  
Hld-Wel~ Marl~he S a l V i a  1/21/79 
C ~ r t u r ~  to the Mariage o f  Plgaro -  
Mozar t /~usser  (Fischer)  
Three D a n ~ l  from t h e  Dlnea~e-suea to  
(Vincent 
The ~ l l o p l n g  C~ludl~ns-Kaheleve~y 
(Peter|) 
~rkm-Mach (Math) 
NOle re-Rosa l e  s/Mu sse r ( f i s che r  
-Nee-do,n" £ r~ t  R~deo-Copland (~anu) 
~hina S ~ - L .  Hm~ton ( ~nu )  
The Green Nountains-S.  S~Al l~ /Smi th  
(~tlolie~ 
Slack & White Ra;-~o Sotlford/S~ith 
(menu) 
CAlamlty-D.Jo Ollen (~a~} 
)P~lopho~ia-J. Green (~anu) 
~ d e ~  ~ f f - E .  ~reuer/~or~an (~a~u) 
Ba~k Talk-H. Ereuer/KaDtaln (~anu) 

Drake Un)vere~ty 
pacu i ty  Recl~a l l  Laurence ~apta ln ,  
FArCUl l i o n  2/IS/~9 
~yk lus-E.  StockhAusen (U . i vezsa l )  

Two Mexlcaa Dancee-G. Stc~t  (s tud io  A) 
Noneta fo r  Two }£~OI & Fe¢CUl l i~n I 

Iowa Arts UoUncil Solo Tourln~ Artist, 
Laurence n F t a ~ n  1/12/79 
Me. 9, Zyhlus-R. stockhausen (universal)  
Die ZWi~lChemaschlne-A. Payson (creative) 
Three PaSCal for Marimb&-M~eser (Studlo 4) 
S e l l s  i l ~  d i e  Seele-J.So Bach (Fischer)  
Welsh H~n-LoM. Stevens {~anu) 
Tl~e-M. MIkl (Orgeku No T~o) 
T~O Mexican Da~ces-Stouc (Studio 4) 

Drake Unive r s i t y  
Percussion Ens~le~ Laurence Kap~aln, 
Director 1/30/79 
FOUr fo r  FOUr-R. Hearer (Xeezer) 
Gaibsborouqh-T. G a ~ e r  (Southern) 
PllAtAn (Hoboes of the G~elan)-E. Hatch 
(Hstch) 
Chaka WakA-D. Carlson (Co~s) 

~A~S~S 

Unive r s i t y  o f  Missour i -Kansas City 

Director 12/3/78 
Pulse-H, Cowell (C.F. Peters) 
Suite for Weatherkibcs-w. Kraft (Hills) 
Four Movements for PerCuss~on-M°W. 
UdOW (ACA) 
Music £or Skinhesds- l .  Cresswel l  
(manu) 
des Moutons de Panurqe-F. ~zewski (manu) 

The Un ive r s i t y  of Kansas 
ParSley Reci ta l !  Lands MaXey, 
~ r i ~  9/2 ~/78 
Capriccio-H. Tc~ase (Le~u¢) 
~onata i n  ~ ~ino: -~ .S .  Sach (manu) 
Nocturne, Op 72, NO. l-Chopin (~u) 
Vocallse, Op 23e NO. 14-Mul le r  
(Ga~bel -Hinq~)  

The U n i v e r s i t y  o f  KansAs 
Percuss ion Ensemble~ George SoherE 
Director 3/6/79 
Airl & Cadenzas-S, Shumwav (PPP) 
Con¢~to foe tuba and Dercusslon- 
w. Ear ,  l ay  (J.  Boonhe) 
Take That-w. Albrlqht (T. Presser) 
MA~YLX~ 

Towson State Unive r s i t y  
PerCussion & Marimba Ensemble~ Dale 
Rauschenberg, Direc tor  11/12/78 
Cataphonlcs-Walner(U. of Miami) 
Momentum~w. Kraft (sov~hern) 
Concerto In C MaJor~ TAlemann (ZMC) 
Selections f rom'carmen"-Bize~JMuseer 
(Porlter) 
SDaqhettl Raa-Lyon G/YO S CO/Rau s chenh e rg 
{~anu) 
The Swords of Moda-Llng-G.Peters (FOS) 
African Welch4 FieCe-M. Udow (Uo of 
Miami) 
MalI-D. Gordon (~p)  
Mot i f s  de Bat~cada-G. Gaber (~anu) 
~a B ~ - a r r .  Rauschen)~e~ (manu) 

Peabody conservatory of Music 
Studen~ Recl ta l~  John Roelan~. Per~. 
3/21/78 
Sonata Me. 4 i n  D minor f o r  $01O V i o l i n -  
J.s. Bach ( S c h i r ~ r )  
The L~va of  L 'Hls to i re -C.  D~lancey 
(M. Peters) 
Var i a t i ons  for  Solo ~ t t l e d ~ = a -  

Etude No, 6 for TL~I-P. Begun 
(~. Theses) 
Etude NO. 7 for  T1mpanl-F. BaSin 
(H. Th~as )  
HtudA NO. 21 for Timpani- F, He~un 
(s.  Thomas) 
Concerto pour h e t t e r l e  e t  p ~ t i t  
orcheztra-O. Mllhau~ (Universal) 

wass~z~szTrs 

Universlt~ of Massachusetts 
Studen~ Reci ta l*  David Wiener, P e r t .  
3/1/79 
5 Etudes for Marimba, Book l-G, Stout 
(P.Pr ice)  
T h e e  Sketches for S ix  Timpan1-D. Wiener 

Concede  for percussion-sveshnlkoV 

~Alma-J. Coltrane (menu) 
Like Sonny-Coltrane (menu) 
Lush Llfe-B.  s t r ayhorn  (~anu) 
A Love S u o r ~ - ~ o l t r ~ e  (menu) 
M ~ n t ' s  ~ot i ce -Co l t rane  (~anu) 

t ~ t v e r s i t ~  o f  Massachusetts-~mhersC 
PerCussion & M a r ~  Ensemble~ Dr. Pe t e r  
H. Tanner,  Di rec tor  2/6-9/79 
Percusl ion Movement (S1~hony NO* l)- 
Tchere~nin (Preeler)  
Phonet~ks-Delp (Render) 
Cer/e~lial-Cr Ilion ( S c h i m r )  
Prelude & Double Fug~e-Rtlcher~ (~anq) 
Sp~ctru~-v~ncent (Vincent)  
Three Di~hyram~ol-Shsctman (Price) 
~ l x  p leces-cahn (caho) 
For Fou~ PeZCullionilts-Keezsr (Kinder) 
Conflict of l n t e r e s t - D a l p  (Hendor) 
Malls de Trel p l l m A s - D e l p  (Sorklee) 
A Time for Jazz-Spears (Southern) 
Jazz Varlants-Beck (Boston) 
Mornira..o Glory-Delp (Kendor) 
Matona, l~a cara-Las~us/Bopd (Pa~erl) 
l n t e ~ z z o  (~aval ler ia  Rust lcana) -  
Masca~ni/Vlncent 
Zo p u t  ~es=iro-Gesualdo/Tanner 
Andante (piano Concerto, K. 467- 
M~zar t/Tanner 
Dense Macabre-Selnt-saens/Vincent 
• arandole (LlA~lasienne Soles 12)- 
Elza1"./Jea.'l~l • 
Aneante (SysmNony NO. 5)=T~ho/k~wsky/~seer 
Solero-Rosales/Musser 
L~ndonderr~ A l z - t r a d i t .  a r t .  Grainge= 
CumanA-Lec~one/Marsh (Peters) 

MICRIGAN 

Michigan S~ate Unive r s i t y  
C e l l i s t ' s  s y m p o l i ~  o~ New ~ e l ~  
Easel k~eae @aelt Conductor 11/16-17/78 
k ~  Morris, ParCUSlionie~ 
concerto f o r  Pe rcuss ion i s t  & wlnd Ens.- 
J. El~dmtk (~u) 
Concerto for Percussion and Wind Hns.- 
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Mlchi~an scats Vnive re l ty  
s t uden t  Mac*tel! David Morris ,  PerCussion 
I/i~/79 
Sui te  for Marimba-A. F~el inq@: (Per¢. Area) 
F:~ "EiSht pieces £or Four Timpani'- 
E. CArter (AMP) 
Journey Pas~ the Unicorn-J, S t ~  ( ~ n u )  
Refrain-Re Stockhausen (U.lversel) 
Concerto Dour S a t t e r i e  e t  P e t i t  OrChe l t re -  
D. M/lheud (Universe1) 

Michiqan Sta te  UniV~rsi t~ 
percuss ion  Snse~ble~ Mark J o h ~ s ~ ,  
Di rec tor  11/21/78 
Overture fo r  PerCussion Enlea~ble-J,llck 
(Kendor) 
M~sentua-w. K r a f t  (Southern) 

Chamber Concerto-D. LiDtak (man~) 
5 Miniatu~ee-W. M¢Cauley ( L ~ s )  

1/16/78 
Inven t ions  for  Z n t l z l ~ e l  f o r  C i l r i n e t  & 
Marilg0a-~. Eoaq (P°Price) 
CAprlcolo-H. To~asi (L~dV~) 
Canzons-g.Sarher  ( s o h i ~ N r )  
Concertlno-F. Cresto. ( s ch lmer )  

Kalamazoo col le~e 
Guest Mecltal~ L l r~a  MaxIy~ Marimba 
12/1/77 
PZAI~A and Licks fo r  clarinet S M e r i n -  
o.  ~ d s  (Mn~) 
CaprlcclO-H. T~sasl (L~due) 
Canzone-Barber (Schir~er) 
Concert ln~-P.  C r e s t ~  (Schinser) 

Western Michigan Univers i t~  
GUII~ ~ c l t a l ~  Lind& Max.# Marla~a 10/12/~7 
Louts# p r e l u d i o - J . S .  ~ach (aanu) 
CanzohA-Ser~E (Schln~= 
Capriccio-  H. ~ S l  (Leduc} 
Madi~atlon-P. Creston (SChlZMr) 
P r a i S e  a M  LiCkS'~, Mai l  ( W ~ )  
Fan~as~ on Japanese W ~  P r i n t s ,  Op. ~11 
A. ~ h a n e e s  (Peters) 
I n t roduc t ion  e~ Ret ie  Cap r l¢¢ i~o ,  
Op. 28"~. Sain t -$ae~ l  (C, Fischer )  

western Michigan Un£~lzsl~,  
Gues~ R e c i t a l |  LIX~a Meaty. M a z i ~  
10/19/~7 
Inventlonl end Inte~i~AS-Co )104(I (Prl.) 
Center t ino-Creston ( S c h i r ~ z )  
lntroauctlon et Sonde Uapriccloeo, 
~ .  2S {Fischer)  

Hope College 
GUISe R~cl ta l~ Libda MaXey, Marimba 
1/24/78 
Prelude and LickS-Co MalI (menu) 
Capr icc io -H.  TONS1 (Le~c )  
canzone-Barber ( S c h i r ~ =  

Mn~SOTA 

S t .  U1Oud state Unlve r s i t  

perc~el ioN 1/14/79 
~ o r r i s  Dance-W, K=af t  (WlM) 
He. 9 Zyklus-K. Stoc~Rausen (UniVersal) 
ChorAlet VOn Goat Will lob niche  hessen- 
J . S .  Bach ( H l t t  B lnehez t  Winstca) 
Welsh H y m a - t r ~ l c .  (menu) 
Three ) l ~ l  f o r  M a r l ~ - ~ J l l e E  (Studio 4) 
TI le-M.  M lk i  (O~ak ~o T~mo) 
Two Mexl©al DanCel-G.Sto, t ($ tud ib  4) 

C o l l i e  o f  St .  Benedict  
Faculty Reci ta ls  Fred Mardernel l# 
PerCussion 1/16/79 
Sonata ~ ,  12-~. Ra41m~l (Schirx4r) 
Sonata IZZ'G,F. Handel (|¢hlZ~aer) 
Mexican Dance No. l -S to~ t  (Stud io  4) 
I~o f o r  M a I I ( ~  S Per~Ul l iOn -Z.  t'n~u%dllr 
( S r ~ r i )  
G r i n  M o ~ t a i n s - s .  Swallow { E t o l l e  Music) 

St. Cloud ~tate Unive r s i t y  
Percussion Ensemble. I ~ r r i s  A. l rond,  
D i r e c t o r  1/21/79 
MArch fo~ two Palr o f  K e t t l e d r ~ l -  
A.~ J .  P h i l i d o r  ( ~ a ~  & M ~ i n ~ l l )  
S t r i b 9  ~ a r t s t  Op. 33 MO* 3-J .  Haydn 
(D. VlnCent)  
Serenade i n  D-M, Erand (Sr~sora) 
Ja~ lne le  l M O r l l l l O n l - ~ .  ~ l r o n l  ( ~ l r o n l )  
"Clevela~d" p e r i l S | O R  ~M~ertet NO. 4" 

M° Stand ( K r l o r a )  

F e r ~ s s l ~ n  11/19/78 

D z ~ r ' l  J i q - F i r e s t o n e  (a~nu) 
Estud lo  5~ S~ S ? - ~ o r / s i ~ i a  (MaEkl/ 
H e l w i n - H l l l s )  
Sonat ina fo r  Timpani-A. Hidout(Sohlr~er) 
Coacar t ino fo r  Marl~a-CrAston (Sch ln~r )  
Da-Olt-W. KZa~ (Award) 
Hh~lO~lO P ~ t a s i e - M .  E ~ E ~ I / L I I I t  
( ~ )  

MISSISSIPPI 

Hnlvere l ty  o f  Scuthera MissiSSIppi  
Student Re¢l te l~ HOVaZ4 Jo inesr  Pete ,  
I121/79 
Xn |p l r a t l ons  D i a b o l i C - R ,  Ta~awe (WZH} 
Thene and Var ia t ions  f o r  Four T lwPani -  
F. Floyd ($ tue io  4) 
Concerto for Marimba y O=chestra -M. Kurka 
(welntra.5) 
Powder PUff-H. Sreuer ( ~ )  

u , l v e r e l t y  o f  s o . t h e ~  M l s s l s e l ~ l  
Student Re¢Itai~ JOellen Br~kl e Pete, 
11/19/78 
S y n c h r o n l m  No. 5, f o r  Percussion Sns. -  
H. Devidovsky (Marks) 
Tocceta fo r  Marimba & PerCussion Sns. -  
R. Mally ( ~ )  
Du4t t i no  C o n c s ~ n t e - Z .  Dahi (Sroude) 



UniVers i ty  o f  Southern Mlssiesiopl  
StUdent Reci t~l ;Jaa48 H~mllton, Percussion 
7/9/78 
F 0 ~  VEW3ES for  T~pa~i'44* H ~ l l i f  ( P ~ }  
~ t e t  M o v ~ n t ,  ~ano~ Fantasy - fo r  Two 
~ r L ~ b a s - s .  ~uecon (mmu] 
xns~Iretions D i a ~ l l ~ e - f o r  P e r ~ s s i o n  SUI~- 
R* T~ewa (WlM) 
Fantasy on Japanese Wood PRints-A. ~ h a n e s s  
(Peters) 

Unlvers i t~  o f  5out~e~n M i s s i s s l ~ l  
Percussion Ense~ble~ Sherman Hon~, tend .  
2/8/79 
T~c~ta f o r  Percussion lnst~ents-C. 
¢havez (solwin-Mllls) 
V i o l i n  concer to  Us. 1, i n  A H lno r -~ . s .  Gach 
( sck in~ t ine )  
You are  t he  Sunshine o f  ~ LLfe-Schins t ine  
( s t h i n s t i n e )  
Fee l ings -Ar t .  Sch ins t i ne  (Schinst ine)  
~ e r  ~uf f *Mreuer /Jo ines (Mnu) 

Unive r s i ty  oP So u~e r n  Miss lss i?p i  
Percussion & Mal l e t  Ensembles, Shen~m Hon~, 
Ulrec to r  12/8/78 
Sy~bony fo r  Slx-R. Russel l  (Price) 
~¢~D fo r  ]~v/hoard Der~usslon (~P)  
YOU AZe the  Sunshine o f  ~ L i f e - ~ r .  
5¢hLnstLne (Schlnstlne] 
Feelings-~Z~o 5c~ t r~ t ine  ( soh ins t ine)  
Mar ~ P f - B r e u e r / J o i n s s  ( l~nu) 

Univ*re i ty  o f  south*rn  Mtesieeippi  
southern  I n s ~ n ~ a l  Conductors conference 
Sherman Mong. Conductor 2/8/79 
L'H£sth£~e du Soldat-StrsYinsky ( K a l ~ s )  

Unive r s i t y  of Southern Miss iss ippi  
Region VX Confer•nee, J~llen BrOOks & 
Mo~ie ; s i n e s ,  Fe=c~ssion 2/23/?9 
Instruction & Al leg~o -C. Crs inger  (~nu) 
~orld Un~ernesth the S*a-A. ~ovl~mess 
(~mu) 

Uel ta  s ta te  Un iversL t~  
Percussion ~ n s ~ l e ,  ~o~glas t rneeler ,  
DlZ~ct~r  1/30/~9 
kypo:t Sketch-J. spears (l~rr,%ouse) 
Frs lude  f o r  FerCussion-M. H i l l e r  ( ~ )  
O ~eX g l o r i e s - P a l e s t i n e  (~<ford U.) 
Fughet t~  sl la Si¢illana-W. Benson (Schir~¢r)  
Dance o f  t he  Rlack-Gal~ed Hountath StoZW- 
A* Hovbanese (Peters) 
S~Xtet-T. Slv~ ( H ~ )  
S~mer  Mood-J. D u t t ~  ( P e ~ | s i o n  A~te) 
¢occaCa-c. Chives ( s u l v l n )  

Ksan CoIlsgs of NW Jersey 
PerCUSS£~ E n a b l e ,  Psul  P£Lce, 
U~uct~= 12/8/7S 
ToCCata p~ra Ins t ruments  d*  P* rcuss ion-  
U. C~avez (M i l l s )  
6 pe-TESP re= Percussion Sextet-R. Dana 
(~mu) 
Ur~ercurrent~*M. HCmlllf (mane) 
TO~CSta fo r  M a r l ~  & Pe~Cusslcn- 
Re Mobe~ F~l ly  (AC~) 

S t a t e  Univers i t~  Colla~e 
percuz |£on ~nse~ble! J&~es Petercsck 
Director 2/9-12/79 (at ~.M.E*N*C*# 
Atl~n~.tc C i t y ,  N.J . )  
~sLO f o r  Piec*s o f  Wood-s. ~ I t h  (~anu) 
Dolypbonies, ~p. 32-M. C ~ n l n g h ~  (~anu) 
Tres Es tudo |  - a r e  Pe r~ssao-O.  ~ c e x ~  
(Price) 

T=opLcusslon IZ-T.  Brown (~anu) 
Mludfal l-T.  Mr~n (Isanu) 

H a r ~ t t a n  School oP Y~si~ 
~ t t t n  Percussion Ens~bleopau l  Pr ice ,  
C O ' u t t e r  11/20/78 
To¢cat~ pare l n s ~ n t o s  de percuss ion-  
C. Chsvez ( H i l l s )  
Ver ie t ions  U In te r l udes  f o r  Percussion 
~ e t ~ J .  Ha~tlok (Peters)  
Sonlors I -A.  Lanza (soOSeT-Havk*s) 
LoS Dloees ~ztecss-G.  Re~d {M*M. Cole} 

~ t t a n  School oP ~ s i o  
FerCuse£on E n s e ~ l s - P e u l  Price~ Conductor 
2/21/79 
Two Pieces for T1~pan£-E.Carter (~J~) 
~ i a  05 f o r  Oboe & Keyboard P*rC~seLon-E. 
schvar t~ { ~ Z )  
Inven t ions  & I n t e = l u d e s  fo= Ul~r ine t  S 
M~L~ilId~-C. Hoag (PPP) 
3 Hove~nts  for Hulti-Percussion-M. Uoull i£  
(mnu) 

s~rs~uee U n i v e r s i t y  school  o f  Music 
h r o u s s t h n  znl~ble! John ~ z k e r ,  Direc tor  
(~nond~ga C~emunity Colleqe) ,  Syrscuse 

U* P e r ~ s s i o n  ~nse~ble; S~nest Muzquiz, D l r .  
11/19/78 
Four f o r  Percussion-D. Mrb (NF?) 
D i v e r t ~ e n t o  for Pl~no & FerC~s|Lon-M. 
F laqe l lo  ( I fP)  
Concerto fo r  V io l in  v i t h  Percussion Orches t ra-  
L.Ma~rieon (Peters) 
Toccata fo r  Al to  SaXOphone & Percussion Ene. 
A. StoU~ (Menu) 
Sonata for Trc~ne & PercussionoW. Cahn 
(Hanu) 

S~ra~se ~ n i ~ r s i t y  
Psr~usslon ~ s ~ l e s :  E~nest H u z ~ l z  and 
Michael  SO11, Conduc to re - l l / 29 /78  
These Episudes~3* O ' R e l l l ¥  (Schism•r] 
Concerto fo r  V io l in  & Percussion O~chestre- 
L. ~ar r i son  (Pete=s] 
Toccata fo r  AI~o SXXophone & P e r ~ e s i o n  En$. -  
A. S tou t  ( ~ u )  
Suneta fo r  Troed~ne & PerCUSSion-W. Cahn 
(mnu] 

S~zacuss Univers i ty  
5 ~ s n t  ~ c l ~ a l ;  R l c h e ~  Cons id ln~,  
Percussion 
N o v e n a  fo r  )4azlm~ & H~r~s icho~-R.  He lb le  
( S t ~ l o  4] 
Pour p~eludes fo r  H~r~d~oW. Penn (see Sa~) 
|chaFes fo r  Xplo~hons & Fiano-M. Ptsezynek• 
(F l s th * r )  

Tm~bourin Chlno l0-F .  F~rsisler (Foley} 
Pea do Deux-A. ~usse l l  (~'P) 
T h l  S V ~ l e t i o n |  fo r  D~la~et-S. (*~o|ck 
( ~ u )  

S ~ r a ~ s e  Un ive r s i t y  
S ~ e n t  Rec i t a l ;  John Lipton ,  Percussion 
2/9/79 
French Sui te-w.  Y, r a f t  (HIM) 
Su i te  fo~ T~i-M. Houl l i f (Poc~da~)  
Vlp~/ch for  MerL~b~-G. s t o u t  ( ~ u )  
Ps r tu rba t ione-K.  Conrad (aMmu) 
Concert ino fo r  ~a~sba -F .  Creates  
( S c k i n ~ r )  

Eastman School o f  MUsic 
S tudent  Rec i t a l ;  Brian W. Sto tz ,  Percussion 
11/6/78 
Oip~ch-G.  StO~t {~anu) 
Sonata No* 5-W. S c h i n s t l n *  (m~nu) 
Fantasy on Japanese Woo~prints-A. He,barites 
(,.me) 
F ~ l ~ d •  NO. I in E m/nor-S. Vi l l a -Lo~oe  
(~mu) 
X~ p lus  One-A. Meier 
Divsr t i~en to  for Marimba-A. Yuy&Ik~ 
(~nu) 

Easu~m SchoOl o f  ~ s i c  
Percussion Ens~eble; John Meek, Conductor 

Xochipilli-~. ~havez ( K i l l s )  
In te r fe rences  ~I-A. Ia~ze (Boosey & Sevkes] 
Rhythm G Colors-M. F•rago (M.M. Cole) 
Ty~pOleZ~)-W. S h i n s t i n s  (SouthI rn)  
The B~w~le-Bea--Rl~s~-~orsakov (Car l -F/sober)  
Pour F lee ts  f o r  Tlmpani-~3. Suxv;amo (H~'P) 

Na.~ssu C ~ e u n i t y  College 
GUest Rec i t a l ;  Matthe~ Rocmieroeki,Percuesion 
4/25/77 
Fr~ the Seven Gay~-K. Stockhausen (Un iversa l )  
"TL~e" for Marimba-M. Mike (o~aku] 
Sae~a, R e c i t a t i v e ,  & Improvlsatlon-E. Carter 
(As~oc) 
Duo fo r  PerCUSSion-W. syde~an (See Sew) 

Suf fo lk  c o ~ n i t y  Colla~e 
GUest ~ e c i ~ l - H a t t h e ~  Koc~ieroeki,  
Pe rcuss ion i s t  12/18/78 
~mprovision-M. Carter (AslOciat~KI) 
"Notturno • Due S¢herzi'-D. Loeb (Lang) 
"Ti~e" for Maria-H/nero Mlkl (Ong~u) 
Sources Z I I -D.  B~rge (Broods] 

Mannes Colle~e of ~ s i c  
Percussion Ensemble; Eo~ard van H~ninq, 
Direc tor  1/1 S/79 
Crystal canon-~. Tenney (manu) 
Toccata-~.  ~havez (Me l v i n -M i l l s )  
Concerto for Vio l in  & P e r t .  Orches t ra -  
L. Harrison (Peters) 
Suite en Concert for Flute G PercussLon- 
A. J o l i v e t  (Braun) 
Synch~onlm NO. S for Percussion & Tepe- 
X. Davidovsky ( ~ r k s )  
A La Naniqo-~.  Petez~ (Peters] 

State University of  New York-Stony BrOOk 
Student R e c i t a l ;  Dominic Donate, T I ~ i  
~teve Har t ino ,  Vihrsphone 11/6/78 
March-]C. Cartel (AsSOclate~) 
Conce~  D~et f o r  F l u t e  & v ~ r a ~ o n e -  
M. ~ o u l l i f  (Studio 4) 

The University s t  All>any 
PerCussion Ensemble, Richard Albaqll 
Direct~r  12/3/78 
Three Pieces for Percussion Quartet- 
W. Senses (Y~P) 
son9 o f  ~ e z t e ~ t l - L .  H u r i s o n  (H2'P) 
oc~Gar  ~ o n ~ t h ,  ~ .  1 3 5 - ~ h ~ n e s s  
(peters]  
Song fo r  Trombone & Percuss ion-J .  McKenzie 
( m S  
Five Pictures-R. AIGagl£ (~u) 

I/eetchester Conssrvetor~ oP ~ s i c  
Reo i~x  o f  contemporary American C~posprs  
Ja~es Ear l  B~nes ,  Percussion 2/2/79 
Madrigals,  Book I - George c r u ~  (Peters) 
Nschtwandisr-A. Schoenber~ (Bel~0nt) 
Diversions fo r  Flute & Harimb~-P. Tanner 
(~u) 
Doettlno Concertan~s for Flute & Perc. 
I .  Gahl (B~uda) 

~ s t c h e s t e r  Conservatoz~/ oP Kus io  
StUdent ~ecltalr wayne Tsrgove, Xylophone 
James Barnes, Vibraphone, John Flcohi, 
Percuss ion 12/I?/78 
Comedians GU lop-Xaba I evski /on lder~e r% 
(Leeds) 

Concsz~ E~de-Gold~er~ (chappel l )  
Duet No. 1-~olgrsss  (Laden-Gould) 

wes tches ter  Conservator~ of Music 
S~udenc Rec i t a l !  Mike MCEVOy, Percussion 
1/21/79 
Pea de D~UX fo r  C l a r i n e t  & percuss ion-  
~ s s s l l  ( ~ 'P ) 

S ta te  U n i v e r s i t y  College/Potsdam 
Crane P e r u s e / o n  E n a b l e ;  Jt~es Pstercsck 
D i r e c t o r  11/30/78 
Blue Rhyt/~ ~ l n t e t - A .  ~orf (P. Price)  
Toote r •  fo r  Percussion Xnetr~en~s-C.  
Chars= (M i l l s )  
Ontagon for Percussion ~c~et-A. Frsckenpo~l 
(Mnu] 
I n t e r s c t i o n s - ~ .  B e ~ m o  (KPP) 
Three Hovez~nts fo r  Pe r t .  EnI . -R.  Xeaqls 

NORTH CAROLI~A 

~ s t  C a ~ l i n e  u n i v e r s i t y  
Student  /~cital;Harlo G l a i v e ,  J r , ,  
Percussion 4/11/')8 
Two Hovem4nts for  H~rimb~-T. Tanak• 
(Ongcku) 
Four Verses fo r  Ty~an l -M.  Houl l i f  
(P. Pr ice)  
L o g a r i t ~  - G. S~besky (a~nu) 
Prelude NO. I-M. GUetano (~anu) 
Sources Ill-D* BuZ~e (sroudy) 
Mexican Dance NO. 2-G. Stout (studio 4) 

~s s t  c ~ o 1 ~  ~nivers i~y 
P e r ~ s s i o n  ~ s e ~ l e - H . A .  J ~ e s  & Rich  Hol ly~ 
Conductors 11/2/78 
Af r i can  Welcome PLeoe-M. ~dc~ (Mle~ei O*) 
Frelude XXII -~.S.  Beth /Pe te rs  (FD$) 
Ketone, Mla Cara-Laasus/Peter8 ( ~ s )  
Conusr t ino re= ps~¢usslon-Byong-kon Xia 
(Peter~) 
Rags fo r  Ti~p~ni-W. c~n ( ~ u )  
Syncronisms No. 5-M. ~v idovshy  (solwin] 
Sa lu te  t o  Truckers-J .C.  Co~bs (l~nu) 

Z a s t  Carol ina  D r ~ w r s l t y  
The Percussic~ Ense~ble-Mich Holly~ ~ t o E  
I 0 / 1 6 p S  
Can t i c l e  NO. 1-L. Ha~rl~)n (kavP) 
Two As i a t i c  DOncss-G. F Z ~  (Southern] 
HOSasuS-M. ~bGa l  (nanu) 
J azz  v a r l s n t s - 3 .  Beck ( I o s t ~ )  
Fl~Ce fo~ psr¢~ssio~-M, pete~s (Peters] 

Zae t  c a r o l i n a  t ~ I v e r s l t -  t 
S t ~ n t  ~ * c i t o l ;  J~net  K. Wni~un ,  
Per¢~esicn 11/17/77 
Sonata fo r  TyaO~i  S Plnno-A. Clro~4 
(Clrone) 

T2me-M. Hlki  ( C ~ u )  
N ~ l c - Z .  I~zsa  (LOdge) 
My 1 ~  V s l e n t i n e - a r r .  M. AIvey (menu] 

Un ive r s i t y  o f  North Carol ina 
SCUdent Rec i t a l !  Steye N o a h .  psrcuss ioa  
11/12/78 
p a r t i t ~  f o r  Percussioa-R.  C ~ l e y  ( A t l ~ t l c )  
HCrlleba Su i t e -F .  S i f l e r  (WZM) 
March fo r  Four T L ~ i - S .  Car te r  (~P)  
Rhapsody l o t  v i b r a l ~  & Viol in~3.  
De]oradinis  (See Saw) 
Music o f  the Day - M. N o l l n h o f  (Keudor] 

U n l ~ r s l ~  o f  North Carol ina  
Facu l ty  ] ~ c i t a l l  Don R. Baker, Fercussion 
10/11/7S 
French Suite-W. Kr s f t  (~M) 
Terse I I I -A .  Mlyoshi { ~ a k U )  
FoUr PieCes for T~mpani-3. kz~amo (M~) 
POm l ,  II, ZII-S. ~th (Hedia) 
1 ~  ~ a t e i l e s - G l t t a  S t • / n e t  (seesaw) 
Two Plus  T ~ - S . A .  ~ s t t  (a~nu) 

u n l ~ r s i t y  o f  North Csro l ina  
FeCUlty X e ~ l t a l j  ~ X l S ~  G r i f f i n .  Viola  
with Don ~ e r ,  Percussion 2/~/7~ 
Redwood, f o r  Viola  & Perc . -P .  Chihara 
(Px~tone) 

Un ive r s i t y  o f  North ca ro l i na  
PerCussion znsu~ble;  Don R. B~er~  
D i r e c ~ r  12/6/78 
Three S~uMs of  Mad Co~ote-p, Garland (nanu) 
I n t r o d u c t i o n  & Al l~ ro - ~ .H .  H~Kenzie (~P)  
Afr ican  Sketches-J.K. Williams (Lud~iq) 
October Moun~ain-~ovhaness (Peters) 
Tr iptych-Cirone (Clrone) 

Nor th  c a r o l i n a  SchOOl o f  the A r t s  
Perouselon Zn|~let J* ~ s s i e  Johnson, 
Direc tor  3/3/79 
S~i te  H ~ e = n i  for ) ~ a ~ - S .  ~tth ( P e ~ I )  
Ch l l d ren *s  Song-Cores-Dean (m~nu) 
Black ¥ ~ h i t e  ~a~-Bo te foz~-Ga~  (~anu) 
I n v e n t i v e  on • NotiVe-M. Colqca | s  (K~P) 
Dotoh~£ 14o~ntsin-Ho~Lues8 (Parers) 
Overture f o r  Percussion z n s m b l e s - J .  
Beck (~*ndor) 

North Carol ina School of  t-he A=te 

Hassle Johneon~ t o e , u t t e r  2/2/T9 
Io~isa~lo~-Mo V~eSe ( ~ l f r ~ n c )  
Ma~igals# ~ooks I l l  s IV-G. C ~  (Petsz~] 

North Carol ina SchoOl of  the ~r te  

Direc to r  12/6/78 
AntiphOn-F. Michael  C c ~ - ( ~ t C )  
S ~ p ~ y  re= Six-R* ~ s s e l l  (Pr ice) 
P u r s u i t  f o r  Solo Marimba & F e r ~ e e l o n -  
J .  J e ~ y  ( h ~ e )  
Poly~;~o~ies fo r  P e r c ~ s e i ~  ~ t e t -  
M. Oamlr~hm ( ~ d l a ]  
Toccat~ fo r  percuss ion l n s t a ~ e n t s - ~ .  
C~avez (Melv in  M i l l e )  

The Ohio State University 
Percussion Ens~sble; Dr. J ~ 4 S  ~ r e ,  
O l reo th r  3/31/79 
@ver t~e  i n  Percuesion-A. c i r one  (CLeans) 
Prelude and Dance fo r  H a l i s t  Ins t rumen t s -  
R* ~ e s t i  ( K ~ )  
GaLnsbo~h f o r  Pe:C~SSL~ ~ l n t e t - T o  
Cause: (Southern) 
Encore in  Jazz-V.  F i r t h  (c. F ischer)  
Evl l  Wsys-S. B u r k e ~ .  L~ le r  (~anu) 

The Ohio State  U n i v e r s i t y  
Percussion ~semble ;  J m s  L* Moore, 
Di rec to r  11/27/~0 
pro top la~a-F.  P ~ t = / ~ i n s  (Ken~o=) 
Mesozoic F ~ t ~ s y * ~ u a r n s c l ~ t l d t  ( m )  
Dance ~arhnrO-Po L ~ o  ( ~ P )  
G~In~borc~h-T. Ga~er (Southern) 
F~eluda & l ~ e  XXIZ-3.S* B a c ~ s t e r s  (IM~U) 
~ounta in  G=eenezy-~r .  No~o/APplemtn (~¢nu) 
ASS ~ l l - W .  L ~ v l l l / D ~ I p  ( ~ r k l ~ e )  
The Pink p~th~r-M~ncin l /Akins  (Kendor) 
The Ar idge-R. A l f o ~ l / A p p l ~ n  |menu) 

Ohio s ta te  U n i v e r s i t y  
StU6ent ~ c i t a l :  john Kltchen~ and JUl ia  
~ u m l l ,  Pe~-ues io~iets  1/21/T9 
soem~ fo r  Three Timpani & Piano-h .  
~ . h e r e ~ l n  (~oosey & Hawkss) 
C o u ~ r t  ~ l a t i q u e - M .  T~masi (Leduc) 
Sonat~ f o r  Kari~b~ & plane-Tanner (Cole) 
C o n c e r t i ~  for Xylophone & O=chest=e- 
T* m ~ z ~  (Peters)  
COntemporaz~ Cou~ante-A. FaySon (C~eativo) 
Pz~cision*Nolw~of (Kendor) 
Ways Notlon-~oler~el  (Keudor) 
M/fly Dean's ~e t s -Do=n  (Henx~# Adler ]  

The Ohio s ta t s  u n i v e r s i t y  
P e r ~ e i o ~  ~ e ~ l e ;  J m s  L.  Moore, 
Director 2/26/~9 
Overture I n  FerC~eelon-A.Ci~on• ( C l z ~ e )  
African Sketches-~. Xent W i l l i e  (Z,ud~lq] 
~ e e  Pieces for Keybosz~ Percussion S o l o i s t -  
D. Knipple (~nu) 
Prelude and Dance for  Y~l le t  I n s t r t ~ e n t s -  
R. he P~est i  ( ~ )  
~kach~rack Hedley-Rach4zach/Eyler (a~nu) 
~ c o r e  in  J•zz-v. F i r t h  (Fischer) 

e k e  s ta te  u n t ~ r s i ~ y  
PerCussion Ens~able; D~vid P. ~ l e r  & Was 
R. S t u a r t ,  Conductors 3/4/79 
~ i ~ o  Joudo-~. Surinaoh (~KP) 
Mireq~v.  ~obr~t t  (Ps r~8)  
D i v e r s l ~ s  f o r  F l u t e  & H a r i = b a - P . T ~ e r  ( ~ )  
z t s cna l  Path~r ,  StrOng t o  save- t ra~ l t /EyXer  
(~anu) 
Scherzo from Symphony NO. 4 - T c h a i k ~ k y / P e t e r s  
(~S)  
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N|St  t r ~  Su i t e  ~Or H a r i ~ a - F l e l i n g e r / d e a n n e  
{Jeanne 
F l i ck ,  • l ank ,  PIunk-LI ~ndereon (Mille) 

The ~hlO State ~niv0reLty 
Student ~ecltal! Janv sabine, Perc~nlon 
I/~S/~ 
Preludel  f o r  HarLl~ha-~ethle (StudLo 4) 
C~meerto ~ Eatterie e t  Petit OrCheltre- 
M;lhand (Uni~lreal) 
F ive  E e r i e  fo r  Marl~ba-Stouc (Pr ice) 
~ / b r e ~ k - c h e p ~ n  (~P)  
]~x~t~0t|fx~ Gardens Murana-nrfflSa~Ina (~anu) 

l l l h t  Pie~e8 f o r  Po~r T l . ~ a n i - C e r t e r  (~) 
SO Slx-~t~N~aW (~anu) 

~ l i ~ t  Peels Rlght-~ lack~an (X:other  B i l l ' s  
)ksl©) 

The Ohio l ~a te  Unive r s i ty  
P e r ~ | e l ~  E n n a ~ l e ;  J m s  L. Hoers, CoMuctor  
11/1/78 
Xochl~1111-C. C~avez (M i l l e )  
P ~ t l ~ e  for  Eleven Znstrvments-Stravinsky 
(Schirmer) 

The Ohio state Unive r s i ty  
H e Z I I ~  E n l e ~ l e !  Ja~ee L. MOOre, 

Direc tor  11/11/78 
~ar r iase  o f  FLqaro over ture-~ozar t /Nusser  

Espani Canl-Mar~Lna/Je~r~e (Jeanne) 
k l l e t  o f  t~e Un~ato~KI ~ ¢ ~ l - - ~ l l O ~ l k y /  
Peters  (FDS) 
Dance Of the Suga~ P l m  Fa i rLes-  
TS chelkow~ky/A~pleba~ ( P e t e )  
The t'hoo-Ch~o Traln-Mexlcan Son~/Jeanne 
(Jeanne) 

The Ohio State U n i v e r e i t ~  
St~dio ~ec l~a l j  David Eyler~ Vibraphone 

~ i l l i l ~  s tewart  H a r ~ a  11/14/78 
T~aeplece f o r  Y lu te ,  C l a r i n e t ,  V~bra- 
phone and M a r l ~ a - ~ o u l l i f  ( P a n e l )  

Ohio Unive r s i ty  
P e r c u n i o n  ensemble, Guy Eee~onko, 
Director  3/31/79 
Percussion ~ulntet-E. M i l l e r  ( ~ )  
Straight. No ~ase~-T. Honk ( ~ u )  
P o r a | t  y l o w e ~ .  L l C ~  (a~nu) 
Sl~e PollS-K, Dorh~za (ma~u) 

CLnolnnatl Colle~e-Conservato: 7 of  ~ s i o  
P e r ~ s s i o n  Ensemble~ Stec¥ ~owers, Garry 
~ l l ~ l ~  S ~ | l e n  Ottt~ Directorl 3/31/~9 
Gandln~ NOlI-R. l~vlstad (l,Anu) 
Y~provllatLon 8 ~  Hallazwe-Poulez (Uni- 
vereal)  
C a n t i c l e  N~. I -L .  Har r i son  ( ~ )  
MerJJ~ba|tucke-M. ~ s h i i  (on~a~)  

Miami Unive r s i t y  
wind Eneesble! Wi l l l sa  Albln,  ~arL~ba 
S o I o l l t  3/29/?9 
Concer t ino fez  H a r d - P .  CreeSes (Schl~aer) 

M l ~ l  Unive r s i ty  
Symphony Orchestra~ Joe MLcke¥, ~ar~Ma 
S o l o i s t  4/5/79 
i n t roduc t ion  and Panda Cappricio~o-saint-  
Saanl {Peters) 

q~ne UniVerSity o~ ~kro~ 
Facul ty  r e c i t a l )  Larry SnLder, Perc~ssion 
4 /5 /79 
The Journey-w. Duck~orth (K.M. Cole) 
Lamternl and candlellghts-D. T h i i d s  t~alth) 

y ieces  fo~ TL~I-3. De~;lao ( ~ )  
Etude 0~. 6, No.8-NOsser (Studio 4) 
~countere XII-W. Kraft (&v~nt) 

~ t ~ r l i n  Col lege 
5tndent  ReCital ;  Stephen F i t c h ,  Percussion 
S/14/7~ 
Ho|alc-N. H u ~ I  (a~mu) 
)~e i c  f o r  Purees | ion  b~ One Playe~-M. s u ~ i ~ l  
(O.qcku) 

Mexican Dences f o r  M a r L ~ - G .  s t o u t  
(Studio 4) 

~o~l in~ Green S t a t e  u n i v e r s i t y  
Percussion & Marimba Ensemble; weudel l  
Jonel~ D i r e c t o r  11/13/~8 
NOnatlna-Fiehe= Tull (Boole¥ s Mawkee) 
Et1¢ore in  Ja~z-V. Firth (Fischer) 
October ~ n ~ L ~ - E o v ~ m e s s  ( P e t t r l )  

Fre lnde ahd Fugue-~.~. Bach/~atch (~atch) 
Polka ( f ~  the Golden ~ l ) - S h O S t ~ k o v l c h /  
Peters (FDS) 
~ l l e  de Tree pie~na|-R. Delp (Berklee) 
Pol le~  of the U~atche~ Thicke-NOuslor~ehy/ 
Pute rs  (rose 
Cceudians Gallop-Krhalevsky/Peters (~S)  

The Univers i t~  o f  Tulsa  
P e r ~ s s i ~  ~ s e 0 ~ l e l  Gllff ~ h i t e l s < j ~  
Director  11/14/78 
Io88a pequeno-T.C. Fraz~ur (v~P) 
~ l t e r l ~ l  Morea Before the Dete-Movhanale 
(Peters) 
F~xati~nsoL. Snider  ( E ~ h o u s e )  
Gains~o=o~gh-T. Gauger (southern) 
Suite fo r  Three DrumsetsoS. Elias (MI-Hus) 
Evenin~ Prayer-E. H~ndlnck (Pernue) 
Afg ican Welc¢~e Piece-M. Ddo~ (Mi~l~. U.) 

S~ut~etern State u n i v e r s i t ~  
D ~ h t a i  Reci ta l !  ~ t l S  r e t c h ,  Bob 
~ector ,  ~oren Pet tys ,  ~ Mcfadden & R o a r  
Jmieon, Fercussion 12/6/78 
L a z ~ l ~ r o r a k / J o l l i f  f ( R ~ k )  
Su i te  fO~ Nor /~a-SaLth  (Penes)  

Sout.~western State Uni~relty 
D~pa~nral  ~eci~ai~ ~ob ~ector and 
Tom ~ a ~ d e n ,  ~er~lss ion 11/S/~8 
NOllade (~ lgh t  SensE-Stabi le (~I~) 
L l ~ l t  r e ~ d - ~ l s l e r / G r e e n  (Foley) 

~k)~t~tern S~&te Uni~erslty 
Departmental ReCICall Ueff Des i ie  i1~ 

G Ha~or p~elude, O~. 11, NO* 3-F~sser 
(Studio 4) 
C No,or Etude~ Op 6.  14o. 1 0 - ~ u s x r  
(Studio 4) 
~ a p | u d i c  Fan~ | l e -E~*er~e  (t~bau~) 

•~SYLV~qZA 

Ind iana U n i v ~ r e i t y  o f  P e n n ~ l v a n i a  
ParCe l | ion  Enetmblel Gary J. Oln~tead, 
conductor  
Three EpLio~es fo r  percuss ion Knsemble- 
J .  O'NOi l I¥  ( s t h i n ~ r )  
Scherzo for  Tuned Percuss ion-Har t ley  (~anu) 
R L ~ c a  ~o. 5-A. ~olGan (southern) 
Spect~-um No. 1 Green-A. L a i r  (Creative) 
Pot FOUr P e r c ~ n i ~ i l t e - R .  Xeezer (Ken~r) 
• hal=eva-g.  FolderoLs (~anu) 

DUC,~JI 8no Unive r l i t~  
Percussion Ensemble! Michael ~u~4r, Director  
12/3/78 
Prelude and A l l ~ g r o - v o l t z  (BOurne) 
Percussic~ •sherman-Hall (LUdWIg) 
Taran te l la -ParhantLn  (Adler 
Three ~ro~hers-ColgraIs (HrP) 

Hot i f -La t imer  (Cole) 
Sober z ~ n  ( l e l w i n - M l l l e )  
FOUZ f o r  PerCue| io~is ts-Keezer  (Ker~or) 
~l~-Fraze~ (Ken~or) 
A Taste of  Br ims-Dev i l  (c rea t i ve )  

~ s s ~  

Un ive r s i t y  o f  Tenneesee/~noxvil le  
Facu l ty  Mecital~F. Michael Combs, P e r t .  
2/S/7~ 
Suite for Ti~ani-R. Paterson (~P)  
Susanne a~ the E l d e ~  an~ the Lcr~-J. 
Eye,  s (mnu) 
~hisp~r wi th  the  ~ainbow-3.s. Lann~n (mmu) 

Unive r s i t y  o f  Tennessee/X~oxvi l la  
Percussion ~ns~mble & MarL~ba Choir~ 
F. Michael  Com~, Direc tor  5/2/?8 
MOsaics-3. Spears (~a=n~o~se) 
Meter ~I IC-G.F*  I ~ e l  (~t~U) 
Scherzo from Sya~ony  No. 4-TSChaiko~sky 
( ~ s )  
Trio Sonata Me. l - J .  Eay~n/Hoore (Pontus) 
Su i te  f o r  Perc~ssion-W. X~afC (SOlwLn-HIIII) 
Polka f roa  t he  C~lden Aqe-Shostabovich/ 
Peters (POSE 

~ l t i c ~ o ~ i x - T .  Hutcheson (Hmaan) 
B a l l e t  o f  the unh~tc]~d Chicks-Noussor~eky/ 
Peters {F~S) 
strinq ~ta~ te t ,  OF, 33, NO. 3-~. Haydn 
(mnu)  
F l i gh~  o f  the ~ma~le Pae-Morsa~ov/~ul ler 
(Fors te r )  
Sa~e Dence-~achaturian/~4oore (pontus) 

University of Te~nessee/xnoxv i l l e  
Percussion Ensemble s Martian Choir- 
• . Michael  COm~s, D i r e c t o r  I1/2Y/~8 
In t roduc t ion  and Alleqre00. schorv (Creat iye) 
The ~ r ~ s  o f  Moda-Lin~-G. Pete~e (FDS) 
Peasant 's S ~ g ,  Op. 65-Gr ie f /V incen t  (~nU) 
TWO ~oveeeats fzo~ Peer G~nt s u i t e  ~o. l -  
G r i d / V i n c e n t  (Ma~u) 
Raq-T~ Dance-S. J o p l i n / ~ i n c t n t  (~anu) 
Jazz  v a r i a n t s - 3 .  Pock (SOston) 
Toccata fo r  Marimba & Percussion EnI . -R.  
Kelly (AC~) 
L;berty Bell-O. Henry (~udla) 
DaL~Cel f~Om Ter~eichora-M. •rae~ori~s (~tanu) 
Don. t  E l m  ~-A'~range~ (~anu) 
Hat ,  a r ran  ~ a q - ~ a n q n d  (mmu) 
Unsqu~re Dance-Srubeck/Vlncenh (mmu) 
Aleq~e HuchachO-A. Abel (Ludwig) 

Unive r s i t y  o f  Tennessee~noxv l l l e  
PerCussion ~ n s u ~ l e ;  F. Michael  C ~ I ~  
DA;.'~cto'c'7/19/78 
&le~ce ~¢hacho-N0~ l  (Ludwig) 
G=~nsleeves-A~r.  (mmu) 
March of  the  Eagles-Peters (M. Peters) 
Evening Prayer-E. E~rdlnck (aanu) 
Three Eplsodes-O'Reilly {Schirmer) 
Black i s  the Colo~-A~. (u~nu) 
De.one , ra t ion  o f  Wes~ African Dance ~J~ttuns 
There is • Ladye-X. ~ncay (pAnu) 
Sabre Dance-Khachaturia~ (PeZ~us) 

Univers t t~  O~ Texas/El paso 
Studio ~ e c i t a l s  - F a l l  1978 
14 Hode~n Contest Solo8-3.PEatt (Bel~ in)  
s lx  Unaccompanied Solos fo r  Sna~e D~- 
M. Colgrass {Schl~aer) 
The Solo Snare DrUmm~r-V. F i r t h  (Chap~ell)  

March for 2 Pairs o f  Kattledru~- 
Philldor B~OI (M¢~innis & Marx) 
~ock D~e t -Kash~ |k l /Cap ta in  ( ~ u )  
p r ~ v a l  Dence-3. O ' R e t l l y  ( s c h i r ~ : )  
Three D~signs fo r  T~apanl-Hucz~neki 
(Schir~er) 

C 1 ~ l i m - p u r n e / F e  l d  s t e i n  (Be lv in )  
Four Sonic Plateaue-M. Golden~er~ 
(CheF,ell) 
French Suite-w. Kraft (~IH) 
Die Zwltecheraaechlne-E. Payson (CEaatlva) 

Maqio  G P~esto-Mandel/O'Seilly (Schlr~er) 
All~rc-Loeille~/O ' R~llly (Schlrmer) 
Chi ld ren ' s  Lagoon-Charles Cmal l ler i  
( C m l i e r i )  
Coo l -ae rne te in  (Schiz~er) 
Concerto i n  a ~/nor-J.$. Bach/Goldenberg 
(Chap•el l )  
Deep PAver-M~ro s p i r i t u a l  (Per~us) 
~ven i r~  •rayer-~Derdlnck/Paylon (PPP) 
Fu~ue-~anso l /F inke l  (Schi raer)  
Finlandia-S L ~ e l i u e / P ~ e n t e l  (Peraus) 
MUSIC Of the Dey-Holenhof (Kendor) 
sea Refractlone-M.Peters (Peters) 
Ror~o-T. Fraze~ ( ~ )  
Sonar-P. Tanner (M.M. Cole) 
P ~ I ~  Blues-C. D~L~hcey (M* Peters 
Ta ran te l l a - •~oko f  £e f f /O ' W e l l l y  (schin~er)  
Thm and Variations - M. •eters (Peters) 
TWO M~xic~n D~nces-G. Scout (Studio 4) 
Wait~ I~ng-B. Molenhof (~andor) 
Wave Mohlon-B. Holer~of (Ken~or) 

U n i v e r ~ i t v  of TeXas/E1 Paso 
Pe'- ' r~ssi~ & Marimba E n s ~ l e ;  Is/6/78 
Chie f  ~ ' ~ e - ~ .  c o l l i n s  (Creat ive)  
l~lDeica NO. 5-A. 1Golden (Sauterne  
J a r s  Vs~iant8-3.  ~ec~ {~oston) 
Gec~Crics-3 .  p~n~rlck (mnu) 
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The shadow o f  Your Smile-Art .  Soh ins t e in  
(S&S) 

Mis ty-~rr .  schins~Lwl (SSS) 
G r e e n l l e e V e l - ~ r .  Go Peters (FOS) 
Comedllntl  Galiop-Xa~qlevsky/Pete:s (FOg) 
S~0re Dance-~=lach•turiaD/Hoore (penmJl) 

Northern Utah Hono~ l~md 
Concert P=o~rla - 1S78 
Coneer t inn •or  ~ r i D b a  and land-p .  Czeeton 
(Sckir~er) 

Eriqham YOW~ UniVers i ty  
Percussion and ~azLmb~ Znn~ableej Harrison 
Powleye Direc tor  11/11/78 
over tu re  f o r  P l r ~ l l i ~  ~ n l . J ~ k  ( ~ r )  

4/4 f o r  FOUr for  Perm~lliOn ~q~r t e t -  
C i r c l e  (Cirone) 
~aspbe=ries-C, l o o m  ( l a l a ~ t )  

Comedians G a l l c ~ - X ~ l a v c k y / P e t e r e  ( F ~ }  
Peer GynC, Su i te  NO. 1. Op 46-C~leq/ 
V incen t  (menu) 
B a l l e t  of the Unhatched C h i c k e - ~ l l O r g l k y /  

S&GtiDat DehCl*%~O~llR/Vlnoeht {Vllt¢t~nt) 
Sabre Dance f r o l  G a y & n a - ~ t ~ l a n /  
Moore ( pones )  

Bri~h~a Yonny Dnivere#ty 
Percussion an~ ~ a r l l ~ i  Eneel~ le ;  Narr i~m 
Par ley ,  Direc to r  2/RJ/TI  
Overture ~o Le noise  di  F i g a ~ - ~ o ~ t /  
h~leer  (Forester)  
Polka f z l  q~ne A~e c~ Cold-ihoet~d¢ovich/ 
• ecker  (s~nu) 
Prelude NO. 22 f~O~ Del v o h l t e ~ e r i e r t e  
K lav ie r -3 .S .  h c ~ P e t ~ r s  (FO~) 
Dallas Of ~he Unhitched ~ l O k S - ) ~ J e l ~ X ~ l ~ /  

~ l e y  (poree~erl 
Sonata for VLoIY~ Solo, i~N 1001-3. | .  hob 

F & n . l y  on J l ~ n e l e  ~ o E i n t l - % ~ l l e l e  

concerto for Timpani and f r a i l  l n l t ~ u ~ n t e -  

Guins~orouqh-~. Gauger ( S ~ e ~ n )  

over tu re  f o r  P e r ~ l l i O n  Kneomble-J. ~4~k 
(Ken~or) 

Bri~h~a Youn~ U n i v e r | i t ~  
• e : ~ s e l c n  and ~ r l ~ b a  l nso l~ ies~  
Harrison Powlty, DireCtOr 11/16/77 
creeceMo-&,  Lape~ (Miudso~) 
• lt~atca No. 5-E* No ld~  ( so , th igh }  
~ l ~ c a  Me. 6-A. ~oldan (so~ckern) 
Toccata foe P e r ~ s s i o n  l n l u ~ l e n t s -  
C. Chavez ( H i l l s )  
P u r s u i t  f o r  Solo ~ r i s d ~  & P e r ~ l l i O ~ -  
J .  JennM (purm~l) 
sabre Dence-X~athat~zian/~oo:e (purees) 

Brl~ha~ You~ Univerel t~  
Student  ~ e c i t a l l C o l e t t e  Ki~ball ,  
Pe:C~selon 2/21/78 
Sonata to°  1-~. ca ra fe  (carafe) 
The Minne~-H. F~rkoVich (Creat ive)  
Tardy hers' P i c n i c - l r a t t o n / ~ o l a n ~ e l l i  
(~anu) 
l~qa NO. I-W. Cahn { ~ u )  
Sonata-Allegro for  ~ a r L ~ a  & Pi~no- 
H. • s t e E l  (Peters) 
The, Wo~ie~ D:~m~er-Schreiner/Goodman 
(~ lZ ls )  

Kriqh~m Yew4 ~ l v ~ l i t Y  
Noon ~q~cital - H a ~ l ~ a  ~ b l e ~ 3 / 3 1 / T I  
The Worried Dr,m~r-A. S o h r e A ~ e r / ~ k s ~  
( ~ l i e )  
To(My lk~lrs' p i c n i c - B r a t t o ~ / ~ o l ~ d a l l i  
(nan.) 
Cant ina Be/td~ ~ l t • r  ~ S ' W i l l i l /  
~olande111 (mama) 

I r i~h~m Your~ t ~ l v e r ~ l t ~  
Noon E e ~ = i t s l - ~ r l ~ a  ] n a ~ l e  12/7/77 
Notoaa, ~da cara-O, di  L u o o / F o t ~ r |  (FDI) 
Adagio-&. Corolla ( l t~dio  4) 
~ l l e t  o f  t he  U ~ t c t ~ d  Th loks -Y~s~o~ky  
Pe te r s  (FDS) 
O~eana. A f u ¢ i a - T ~ d i t / ~ c h i n e ~ i n e  ( ~ n u )  
G r a ~ n l i e ~ l - k r E .  G, • s t e E l  (PI~) 
CCeedians Gai lop-D. X a ~ t l e v ~ y / P t t e r l  (1~4~) 

VZ~CmZX 

V i r g i n i a  COa~w~a l th  u n i v e r s i t y  
PeZ~usslon N O I ~ I I ~  Do~ald l i c k *  COudU¢~ 
11/10/71 
over~u~e fo r  P e r ~ s i c ~ - ~ e c k  (lender) 
S t ~ - W .  PuMas (~C~) 
~ l n C e t  f o r  P e r o u s s l ~  - A. Lepa~ (Award) 

Folka f r m  The ~ l ~ m  ~ - ~ t a ~ w l ~ t e r e  
(F0~) 
Harche a l i a  T~r©a-~oz~rt ( ~ )  
Don' t  Fret-W. L e e v i t t / R .  Ge l •  (sorklee) 

vir~inla F o l ~ t e h ~ l c  Z n s t i t , t ~  ~ ~ t ~  
U n i v e r s i t y  
Perc~seio~ Ineee~le~ O~ln FlWfd, ~ t ~ r  
11/13/78 
O v e r t ~ e  fez  Pe~-~lSiO~ N o e i l e - ~ .  k ~ E  
{Xendor) 

~wo~es-J. Caqe (Peters) 
Leer•  Soars-F, Caroe~ (SLmcl~k) 
Log Cabin I I ~ e l - G . i .  G ~ e e l ~ y l e l  (~qu)  
& Bles t  of  Clus-W~ ~hi~4t lM ( ~ t h @ r n )  
~ n / ~ i ~ l O l - W ,  Kerlter~ (Cq~) 

Cermaonial,  Op. 103-Creates ( k h i m r )  
ln t roduct lcm l ed  ~aroh-~, ~n~ley (Kendor) 

V i rg in i a  Nl~te~k~ie I n s t i t u t e  an~ State 
U n i ~ r l l ~ y  
S~ohoni¢  WLud ~nsu~ le~  David widd~r,  
Couductor 12/3/78 
Con~lr t ino for  Mlrimha and I l u d ,  OF. 21 I -  
F. Cz~stlm (Schir~er)  

v i r s ~ i •  Po ly techn ic  I h l t i t u t e  and State 
Univers i ty  
Pe~meelon 3 n i X i e 1  J~)~'~ Flo~d, Conductor 
12/~,10/7e 
P g  C ~ l S  f o r  ~ l r i s t ~ l l - a r r ,  l .  S a l l i e s  
(NOlII~a) 



W T r  VI~INIA 

Har lha l l  U n l v e ~ i t y  
Gruduate Rec i t a l ;  Jeffrey A. ~vare,  Per t .  
2/26/79 
F l , h t  Places Per FOur Tlmpani-F. Car te r  

Pre lude-Havel/DavL8 (~anu) 
Die  ZwltsTher~asThins-~. Parson {Creat ive)  

Ode to  J ~ e ~ 3 .  Mvsrs (eanu) 
Green Ho~ta l~s -Swa11~ (~anu) 
~0urc~s IPX-~. ~ur,e (Tetra) 

w. Vlr~ tn ie  ~onTrs Concert 
P e r ~ e s l o n  Fnse~ble; Ben Mil le r ,  Dlrector 
.~/30/70 
Con.a P raz l l -~ .  FleJ¢ ( ~ r o c k )  
~ar~ PaUle-~.L.  Davis (Creatlve) 
Toccata wi thou t  I n s t ~ n t s - R .  Meyer (Keudor) 
Baro~ue-h-~ova-~. M l l l l ~ / ~ l l l e =  (manu) 
O:lental Ma~T.L. Davis (Creatlve) 
Hera Wa~llah-T~ad/t/~il laoauqh {m~nu) 

U n i v e r , i t V  o f  Wisconsin/Green Pa~ 
FaCUlty Re¢ i te l -Rona ld  G. Gard, Percussion 
4/19/7a 
March and Polona lss -3u l lus  Tausch (Hlnrtc~sen) 
Sonata f o r  T~Pan i - 3 .  Beck (Boston) 
Etude,  Op. 6, NO. 8-Husser (Studio 4) 
Etude, OF. 6, No. l ¢ -~ussar  (Studio 4) 
Dlack I s  the Color o f  My TA-~e Love 's  ~alr- 
Folk Song/Rrr.  s. de ~st~rne (Pereol) 
~ o  Mexican B*nces-G. Sto ic  {$t~dlo 4) 
~ o  to= P l r ¢ ~ l l i O n  g F t ~ o - B .  P i l l i n  
(Walt l~n I n t l x ~ e t l o n l l )  

~piversi~y o f  Wle~nsin/Green Bay 
PsrCUSllO~ Ensu~bla-Nonald Gird, Conductor 
12/7/97 
RhMthe and Colors-M. Far~o (Creat ive) 
FOUr S~0rlus-L. Bellson {TZ~) 
B a l l e t  o f  the  Un~atche~ Chl~,~s- 
NOUSlOZ~lk~et  i z l  {Peters) 
Sywphony #I-A.  Cleans ICe=one) 
CC~e~lana Ganor-Xabalevskv/~atars  (Peters) 
Rupek-¥~us|or~s~ 
For Four Percussione-R. ~eezer (H.q. Cole) 

Unive r s i t y  o$ WLsconein/Cresn Ba~ 
Perc~eelon Ens~le-ROnald Gaze. Couduc~r 
$/3/78 
Tlau0work-M. M~Ek~iTh {Creatlve) 
Trio  sona ta  No. 1-Jo M a v d n ~ o r e  (Ren~s) 
song o$ Queztacoat l -L .  ~a r r l son  ( m )  
~ain~bo:o~ghwr. r~augsr ( ~ t h e ~ n )  
Prelude XXI I -J .S .  Bach (Peters) 
Concerto fo r  Four D l o l l n s - T e l ~ n / ~ i n ~  
{Studio 4) 

A he w~mlqo-H. Pe te r s  (Peters)  
Inven t ions  on • HoC£ve-H. Colqrals  (KF~) 

Unive r s i ty  o f  Wis~nsln /Green Bay 
PerCussion E~se~ble; lb~berg c.  Sntder ,  
D i r e c t o r  11/29/78 
overture f o r  P I E ~ I I I ~  ~ l . ~ .  Beck 

gfz l~an  $ketches~% Een~ W i l l i a ~  {Ludwig) 
O~tober Mountein-A.  Hovhanels {Peters) 
ThESe DinCel-~.  McXenzle (KPP) 

The ~ h l s t l e ~ G . S .  Green (~anu) 
X71op~nia-G.H. Green {~anu) 
~onet-~.  HcF~enzle ( ~ )  

~'.niversit~ o f  Wisconsin/Green Bay 
Student  Rucl~al~ Chery l  G~OS~, Perc~ssion 
12/15/7? 
Scherzo for Four T~anl & Piano-D. Sraeffe 

Po~r RuFatal lea-G. S~einer (See Saw) 
Horrle Dance-W. ~cafb (~ZM) 
Ma~lmSa Su i ta -P .  S l f l e r  (WXM) 
Y e l l ~  A f te r  the Raln-M. Peters {Peters) 

~ n l ~ r s l t y  o f  Wls~nsin~Creen BaY 
Student ~eClta l~ Chery l  GZ~sse~ Pe~c~ssion 
s / s /Ts  
~ona~a f o r  Har lo ts  G Plano-P. T~rmer (Cole) 
Solo IIapresslon f o r  4 T l ~ a n i - V .  PArth 
(C. Fischer ) 
~ o  Movements fo r  ~ rL~b~-? .  Tanaka 
(ongaku) 
Su i t e  f o r  Solo Vlhraphone-A. Lepak 
(wind~0r) 
~o~Wht l  foz F l u t e  and V1brap~one-N. 
Detente (~-P) 
Pnihs-G. Burton (Creat ive)  
A ~  Men oS S~lence-G. Rurton (Creat ive)  

~n lve ra l t y  o f  w i e ~ n e l n / G r ~ n  ~ay 
S tudent  R e c l t ~ l t  ~er~ Melchow, P e r ~ s s l o n  
4/9~d 
Ztlxle 25-D. Fried~ (Harklee) 
March o f  ~ e  Thrks-h .  P a y ~ n  {Cole) 
~ | l l  ao~sl-Fonat~-D0 Jones (HLnrlchsen) 

Student ~e¢%~11 T~ ~ i g e r o e  Per~ee ton  
5/13/78 
Diversion re= F l u t e  and No:ta~a-p.  T ~ n e r  

Four Pieces f o r  T / ~ a n l - J .  Ber~a~o (~p)  
E t ~  for  M~r~Dhoh@e-A. P a y ~ n  
(Crea~l~e~ 
Furloso & V a i l s  In D d~PE. Hatch (Tw) 

B n | v e n i t ~  Of W|sconlln/Eau Cla l re  

St~6en~ ~ I t a l ~  T~nl Duzb~n, Pe~Cuslion 
~/7/78 
Sonata re= X y l o ~ P l t f i e l d  (Peters) 
J ~ l t a t i o h - C r  t | t o ~  (schimer) 
S e t t a r l e  Sket¢~-Darva~ (Leduc) 
Vaat are  you dolr~ the  r e s t  o f  y o , r  L i $ ~  

S e ~ r  Mo~e-C.corea /L l tha)  

Univers i ty  oP Wisco~etn/~av Cla i re  
Martens gnse~ble;  Ponsld geezer ,  Conductor 
1116/78 
Lento-Schl enck (PDS) 
Polka f~ the "Golden Aqe ' -S~s takov i ch  
(Poe) 
I r l l h  Tune from C o ~ t y  Perry-Art. Ctrk l  
{mmu) 
Overtur* to The W~rrla~e o f  Fisaro-~ozar~/ 
Hussar (Forster)  
SOn~ in the  C l C ~ s - s o n e h e i n / M l e n  (nanu) 
Day by Day-sch~artz (mmu) 

University of Wlsconeln/Eau Cla i re  
StudenT ~ecltal: Dennis Legist# Percus|i~n 
513/70 
Invention |2. C Mlnor-3.S. Bach (Adler)  
Inven t ion  I I ,  c Ha)or-J.s. Bach/Lane (Adler) 
Hatch-F. Htnger (Binge=) 
Harch of  the Al~enareth-D. Lester (~enu) 
Paschal En Reqalle-F. lapps/Lasts= {na~u) 
Jazz ;Np~ov lsat  ~on l .  (H&n~) 
I ~ t u l - g .  geezer (menu) 

Unive r s i ty  o f  W t s c o n s i n / ~  Cla i re  
~tudent Recltel~ Rober~ Glb~, PerCussion 
11/6/78 
Ballads w i t h  gp i te :~s -A .  Russe l l  (Seesaw) 
TWO Minlatu~es for Vibes and Rhodes Piano- 
J. Callaghar  (~anu) 
Chameleon (~krlmba Q~arte~)-Ho Hancock 
(~nu) 
Have=ante {For SOlo ~ ¢ t n ~ ) - ~ n i c h  (Darius) 
Fugue In  9 minor No. 3-J.S.  Bach (Flnk) 
t;orman's Blues-~.  Gibson (~anu) 
z ae l ieva  in  Love-Gibson (~nu )  
we Go~ i t  Hade-Glblon (n~nu) 
Daw-G~bson (menu) 
Ease on Down the  ~oad-Glbson (m~u) 

Unive r s i ty  of Wisconsln/Eau Claire 
St~den~ R e c i t a l ;  C h r i s t i n e  ~ates,  
Percussion 4/30/78 
Prayer-R. GIp~n (southern) 
Wachet Auf-J.S. Bach/VincenT (Vincent)  
RUmPle in  C Minor-,3.S. Ruch/Hoo~e (Pen~su) 
FanEal V for T~p~nl & FI~O-E. Wutbold 

Closor-V. Fel~man (Gywn) 

Universtt~y. op Wlsconeln/Ea~ Cla i re  
Mar~b~ Ensemble; ~onald Xeezer, 
Conductor 4/24/')8 
~ r i  Dance-~.achat~lanlCizhl (~anu) 
Nadla'l The-Air. Stz~ve (~anu) 
Selec t ions  fr~ Carmen-Bizet/Hussar 
~ors tar )  
Peaches En Regalla-F. Zapp~/Lsster (~Jmu) 
P@asi~t's Song-Grieq/Vincent (Vincent) 
S~In-Corea/Bceunlg {a~anu ) 
All~g~o f ~  Water ~uei~-Wandal/Hoore 
( F e t u s )  
~ e ~ a e  Wo~an-~nder/Glbson (nanu) 

U n l v e r s l ~  o f  Wlsconsln/Eau C la i r e  
P e r ~ s e l o n  ~nse~able; P~o~ld Feaze=, 
CoMuctor  5/1/78 
Coppln' with Cadaver-B. she~mik  (menu) 
Rondl~o fo r  E Igh t  Hand Clappers-W. Benson 
( ~ r k s )  
Class ica l  Tas-M. Wl l l ia~s /$¢hu l~z(~anu)  
l ~ o v i s a t i o n s  ~ the  Tube En|e~ble-(manu) 
I~oetus-R.  geezer  (~anu) 

~ n i v e r e i ~  o f  Wisconsln/~iver F a n s  
Percussion and Ha=labs Eneenbles;  Te=r/  
~ h ;  Direc tor  3/22/79 

C. ~ o r l n e n  (~FP) 
Sona~Ina-F. T u l l  (Boosey & Mawkes) 
Y~oTh-0n-~oud-A. Blank ( ~ )  
Trio Sonata NO. 1-~a~n/~oore (Peraus) 
Calamlty-D. Olsan (~anu) 
]~iver Fa l l s  - RenO-T. Wehls (~anu) 
Six Reflsctlons-M. Frank {~oosey & Hawkes) 

Unive r s i t y  oe Wisc~nsin/~qiver Falls 
Student R e c i t a l |  ~Ob Lazsen, David Pr i ce ,  
JOel ro r t~un ,  David Olsen,  Percussion 
B/15/79 
Sonata f o r  ~ r l ~ a  & Pi~no-P. Tanner (Cole) 
The gln~ oP Den~ark-H. Peldman (Peters) 
C~ncsrto in A Minor-J.S. Bach (Schiz~er) 
Sonata Per Tl~pani -J .  Beck (~oeton) 
Green H o u n t a l n s - S w a l l o v / ~ h  (~ to l l a )  

Unive r s i t y  o f  Wiscons in /R iver  Pa l l s  
Fe¢~es lon  E n e e ~ l e ;  Te~i*v Smith e D i r e c t o r  
2/12/'79 
~ f r i c a n  Welcome Plece-M. ~ o ~  {Miami U) 
FOUr Have,ante fo r  Percussion ~artat-M. 

Two TransDarsn~ Struct~es Tot Percussion 
~Intet-~+ U&:~ (ACA) 
Tl~breck ~arta~-M. x~ow (ACA) 
~oq Husl~ for H u l t t o l e  PerCussion 5 O l o l s t -  
W. Vdow (XCA) 

Unive r s i ty  o f  Wlsc~nein/River Fa l l s  
G~eSC Recital; Michael Odow , Perc~esion; 
Nancy Udo~, Dance 1/11/79 

SOlO g ~  Mlrage-M Fulkerson/~dow (Mnu) 
Xnockinq Plece-B. Johnston {~Ith) 
F l ~ r e s - N ~ .  udo~ (ACA) 
The Horal o f  the Story-M. gowa lsk i /~ow 
{ ~ n u )  
Stalk~ & Tress & Drops & ClOuds-H. B~un 
(S~lth) 
Cycle, Retrace, Progress, Be Still-N&W. 
(AC~) 

u n i v e r s i t y  o f  Wts~na ln /Rlver  r a i l s  
Concer~ T e r ~  ~ t h ,  P e r ~ e s i o n l s C  

11/10/78 
Concerto f o r  Per¢"~lelon-Milha~d (Presser) 

Gnlverl i~y o f  WLs~nstn/River  F a l l s  
Muelc ~ne~le; David Olsen g Bob Lareone 

P e ~ s e t o n  11/12/78 
| l a c k  TO~IZ-~. Tower (AC~) 
A P l i g h t  o f  V t r tuos l ty -G .  Ste lnke | H ~ R )  

WYOMING 

Casper College 
Percussion Ensemble; Terrence S. Gu~erson~ 
COuducto~ 12/15/78 
~ l r l a w  1939-~. k t t l  (~q~) 

k l l e d e  (glqht  Song}-J. Stxbile (WXM) 
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Toccata wi thout  Ins t ruments-R.  Heysc {Ker~5or) 
4/4 f o r  FO~r-A. Clrone (Cix~ne) 

CANADA {on ta r io )  
~ n ' s  Un ive r s i t y  Music De,p~r~ment 
S tudent  geCl ta l !  P e r ~ s s i o n  F~$e~ble; 
Jim Paterc84~, BiTecto= 12/7/78 
~SlC fo r  flv~ place8 o f  tk~od-S~ Belch (menu) 
• hpc~m and Colors,  OF. 19~-W. Fa:ago ( ~ u )  
Two P~tU~Is fO~ Percuss ion-  (~PP) 

W ~ 3 ~  D.C. 

The CathOlic Un ive r s i t y  o f  k~erica 
Per~-~ssio~ & ~ 1 ~  ~nlq~ble; PJu~ 
~y les ,  C o n ~ c t n ~ - 1 2 / l  5/78 
G ~ I - N .  Duck~orth ( ~ t h )  
• r lplets-( ; .W. G r a y ,  lee  (aan~) 
Fllgh~ o f  t he  ~ t ~ l e  ace ] t l ~ X o r s a X o v /  
NOISe: (?ors taz)  
¢~tober Hountal~-h.  ~o~haness (Peters) 
Pulse-H. COwell WAr~) 
l ~ r  Holldays.H. R a r t l s t t  {HPP) 
Toccata-C. Cha~e; (~elwln-MAl ls)  
Dalneboro~qh-T. G ~ e r  { s o u ~ e ~ )  

The cathollc U n l ~ s l t  T o P  A~erl~a 
St~k~at R e c i t a l |  A l l  M ~ I ~  Chr is  F lanne l  7 
Rich O~H~Lra, Ruth Gray. Mike Cul lens ,  
Percuss ion 10/26/78 
EtUde in  F No~or-Clul/anl/Whal~ {Ja) 
WlO sch~n l e u c h t e t  de~ Norgemetarn-Fach/ 
SAws ( ~ u )  
Ba l l e~ t  fo r  t~e I~mce-s.  Goodman (~e lwln-  
M i l l e )  
Concerto i n  G H~JO~-A. V i v a l d i  ( R e c ~ }  
The F l i g h t  oP the ~ l e  ~ e - ~ b m k T - X o r s e k ~ /  
Retch {Hatch) 
A l l e g r o  P u ¢ l o b M .  Co lq ra ls  { S c h l ~ e r )  
Et~K~e NO. 1 fo r  Ma~lll~a-G. s t ~ t  (Prlc~) 
C h i l e a n ' s  Song-C. Corea/~. O'M~tra (menu) 
T r i o  Sonata No. 1-Day~n/Hoore {Pen~s)  

CHINA {Taiwam) 
Hwa Gar~ Fine Arts  H|~h school 

Three ~eas -H .  Rants (~anu) 
ForaYs= p~e|ent-Dn~ ~untrakul I[m~eu} 
Flrs~ Come--or ion  in  NOtal-Cag~ (Pstare} 

ITalY 
Civic  Music Sobool OP Milan 
Psrc~ | s ion  ~usTmblel David SeXrcy, Cor~uctor/  
Director  4/S/78 
October Mo~n~aln-~vhanesl  {Peter~) 
Gavotte en R0n~eau-Bach/Searcy {~anu) 
E~e NO. 25 for Vi~rapho~e-Fr1~ (~rkl~) 
2 Pieces fr~ Mother Goo|e-Bavel/SearTy (Ie~UC) 
March for 2 Pearl of  X~ttle~rum~- P h l l l d o ~  
(HcGlnnls & Marx) 
IBO OYA ( P r i m i t i v e  Fire)  Tr~It./Searcy {~anu) 
Three Srasll lan wlnlatura|-LaTe~a {SC/~tts) 
• o lez~-Bras i l i an  T~adi t /Ssarcy (l~nU) 
T~ccata-~htves (Belwln) 

Marimba ~¢Ital; Yukihlko ga l e s ,  Harl lba 
2/22/79 
In t roduc t ion  and Tarantel la-Watch (Hatch) 
Concerto fo r  Hari~ba and 9 S~=inqs- ~ s t t h  
(:-latch) 

Themes and Var ia t ions  on Ja~anese Ch i ld r en ' s  
sonqs-Hat ch (Hatch) 
~hmgarl~n P~hapmody No. 6-H&tch (Hatch) 
Slavonic I~ancee, C~. ?2,  MS. 2-Hatch {Hatch) 

P~WrO XXCO 

U n i ~ r  eldad I n t e r a m e r l ¢ ~ a  
Percussion ~ns¢~ble/ Allen E. Lanhaa, 
Director  12/6/78 
Eatr~a-A. Lanham (aanu) 
Ball-B. Gordon (~P)  
~ r s u i t  fo r  Solo Marie, he 4; Hart .  Ena-3 
Jenny ( H a ~ s )  
Ceree~nia l ,  Op 103-P. Creeton ( S c h l ~ r )  
Cohc@r t l~  Per Per~se loh- lyon ; .ko t~  elm 
(M. Peters)  
!~leslan Percueexon-L. Stotesber¥ ( I ra lmre)  
Cre~a leeves -Xzr .  T,L. Davis (c rea t i ve )  
The S~o~s OP Noda-Llnq-~, Pe te r s  {ms)  

Univtrel~Ltd I n t s r m r i c ~ m a  
~.rou~ Rec l t a l j  E rn l s t o  Col0n~ Snsr t  
Fa l l  197|  
snare  Dr~m Solo e l - P r i c e  (Y~P) 

I~ iver  si~ad l n t s r m r i c a r ~  
Student  Xecital-C.rooo; wer lbe t t a  ~ l l l a  
R i c L ~  Cortes,  Carlos de1 Toro~Welso~ 
~o~r lq~z ,  Pa r~se lOh  Fa l l  1978 
ProloF~e & JUbtl~q~ars ( ~ t h a ~ n )  
Sounds o~ the  xa l~Xl -Oev is  (Creative) 
~ t u ~  fo r  M e e ~ p ~ o n e s - S T h i n s t l n e  
( c r ~ t l v ~ )  

~ n c e  p ieces-J .s .  Ruch (J~) 



FIX IT 

BUILD IT 

CORNER 

NO MALLETS WILL LAST A LIFE TIME... 
but  you can help prolong the life 
by  keeping the following in mind: 

* DO N O T - -  with timpani mallets, play suspended cymbal, 
snare bass drum, etc., for the playing surface is 
too hard and can cause felt bruises and may also 
damage the core. 

* DO N O T - -  with timl~ani or bass drum malle~, throw them in 
or on dirty places. Dust, dirt and grime will 
imbed in the felt heads and cause excessive 
contact sound. 

* DO N O T - -  let sharp articles come in contact, for they can 
slice the felt and open the stitching. 

* DO N O T - -  Lend your personal mallets. 

* D O -  wipe clean all playing surfaces (timpani and bass 
drum heads) before striking. 

* D O -  keep your mallets separate from all other traps 
and props by placing them in a cloth bag after 
u s e ,  

Reprinted from - Ayoub  Percussion Enterprises. 

~ "::  T.M. vast 
It's not jus  a 
betterh dter... 
It's a 
better ! 
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LONG ISLAND DRUM CENTER 
Long Island's First and Only Shop catering exclusively to Drummers and Percussionists ' is 
Proud to Announce' 
The start o f  our Publishing Division -- 
'Drum Center Publications' scheduled for  Spring Release: 
1. Jack De Johnette - Charlie Perry Book 3. Mickey Sheen's - ' It 's all in the Book (Rev.) 
2. Les De Merle -- 'Jazz-Rock Fusion Vol. I1' 4. Dom Faro-Jerry Ricci - 'Drum Set Duets' 

(Orders being accepted now) 
The opening o f  our 2nd store - LONG ISLAND DRUM CENTER, SUFFOLK COUNTY 
Our full t ime mail order division complete re-covering and machine shop facilities -- (You can 
have your drums recovered or hardware customized or repaired in 1 week). Teaching at store -- 
Jim Chapin-Drum Set; Ronald Gould-Percussion (Principal Percussionist, N.Y. City Ballet). 

Discounts of 40-50% off list price, Visa, Master Charge, or C.O.D. 

NASSAU 
2204 Jerusalem Ave. 
N. Merrick, NY 11566 
516-781-0777 

LONG ISLAND DRUM CENTER'S 
S U F F O L K  
223 Commack Rd. 
Commack, NY 11725 
516-499-0455 

Wdh the varl-set adapter you can 
now create your own customized 
set-up. Add tom toms, cymbals, 
concert toms, or even timbales to 
your outfit. Put them where YOU 
want  them to be.. .  and Pearl's 
unique lock system and pat- 
ented arms keep them there until 
YOU'RE ready to change. 
No slip.., no wobblel 
Visit your Pearl dealer today and 
see how varl-set can add com- 
fort, flexibility and stability to your 
set...or better yet, try it on a set of 
Pearl! Wh~h innovations like this, 
perhaps it's time to take a closer 
look! We've got your sound, tool 

i l l l i l l  D R U M  S i 
. , . t  

Another Quality Product from NOclin 
7373 N Ccero Avenug\ Lincoln*wood, I)llnol= (~846 

In Canada 51Nantucket Boulevard, 8clrborough, Ontario 

(Nrl  
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Does  Your Library Contain...? 

Symphony#2 
for Percussion 

by 
Price $60.00 Anthony J. Cirone 

"Truly a monumental work for 
the percussion orchestra" 

4 movements -- 36 minutes 

Send for Descriptive Catalog 
Cirone Publications • P.O. Box 612 • Menlo Park, CA 94025 

Percussionists/Drummers 

JOIN 

Percussive Arts Society 
(PROFESSIONALS, COLLEGES, 

SCHO0 LS, 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 

The new, enlsrged 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 o $3.50 each. Order from: Percussive Arts Society, 130 Carol Drive, 
Terre Haute. Indiana 47805. 

In a discussion with Clair O. Musser at Tempe, Clair threatened 
to come up with a 1 c.p.s., bass marimba - I counter-attacked 
with the all-out effort. I haven' t  ye t  calculated the cycles per 
hour! 

Best, De] Roper  

U N I V E R S I T Y  OF S O U T H E R N  MISSISSIPPI PERCUSSION 
ENSEMBLE,  Sherman Hong, Conductor 

3 octave Bass Marimba built by Del Roper and David Baird for 
performance at last years PASIC '78 in Tempe, Arizona. Length 
9'5", weight 300 lbs, F1 to G4 
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In performance - THE U N I V E R S I T Y  OF A L B A N Y  PERCUS- 
SION ENSEMBLE, Richard Albagbi, Director. 
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"PAUL M O O R E ' S  
PERCUSSION M E T H O D "  

This book has been designed as a course to instruct 
percussionists, It involves the instruction of all 
basic percussion instruments: snare, bass drum, 
cymbals, marimba and bells, A cassette tape is 
available to help the student with skil l ful practice, 
Included are percussion ensembles, 

. . . . .  BK-40 Book Only . . . . . . . . . . . .  $4.95 

. . . . .  BK-40A Book And Tape . . . . . . . . .  $10.90 

. . . . .  BK-40B Tape Only . . . . . . . . . . . . . . .  $5.95 

FROM TOM GAUGER 
PERCUSSIONIST BOSTON SYMPHONY 

pun music 
E n J o ~ e  %o p l a y  - Easy t o  l i s t e n  %o. 

WRITE . . . . . . .  TO~ GAOQER 
23 AUSURN ST. 
BROOKLINEs MA. 021/46 

BEETHOVEN WITH A BOOM 

~ ~  by Tom G o , n a n  

"Copyright, 1978, Los Angeles Times. Reprinted by permission." 

I t ' s  easy to s p o t  Charlie Marsh  in the  orchestra.  He ' s  the  one  
wi th  the  cannon.  

Charlie (Boom Boom) Marsh's musical repertoire consists of 
just one note. 

It 's your basic cannon blast. 
Most musicians carry their instruments in cases. Marsh hauls 

his in a trailer. Before a performance, most musicians play a few 
measures on their instruments. Marsh is busy loading his. 

Not too many compositions, of course, call for someone to 
play cannon. 

But then, there are not  too many cannon players, either, and 
that is why Marsh is in demand throughout the country when a 
symphony or philharmonic is to perform Beethoven's "Welling- 
ion's Victory" or Tschaikovsky's "The 1812 Overture." 

That was the case recently when the San Diego Symphony 
performed Tschaikovsky's composition under the baton of guest 
conductor Andre Kostelanetz. 

It  was easy to spot Marsh. He was the man fiddling with four 
cannons and 13 mortars. 

"The 1812 Overture" is scored for 16 cannon blasts. 
Kostelanetz likes to add a 17th at the end of the piece to serve 
as a sort of exclamation point. 

Marsh, who lives near Escondido, Calif., is not  a musician by 
profession and admits that he is a self-taught cannon player, 
since no schools offer formal musical instruction in cannon. 

A retired marketing executive for several electronics firms, 
the 62-year-old Marsh has a background in electrical engineer- 
ing. HIS hobby is reconditioning antique pistols (he has more 
than 100) and collecting authentic Civil War cannons (he has 
three.) 

PRESENTING T H E  C O L L E G E  SERIES 
FOR PERCUSSION by A L E X A N D E R  L E P A K  

THIRTY-TWO SOLOS FOR TIMPANI . . . . . . . . . . . . . . . . .  6,00 
For 2, 3, 4 & 5 timpani 
Advanced solo-etudes for the contemporary performer cover- 
ing diff icult pitch, rhythmic, and technical problems. 

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

SUITE FOR SOLO VIBRAPHONE . . . . . . . . . . . . . . . . . . . .  3.50 
A difficult 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 booksll 

DUO FOR TIMPANI . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  5,00 
An integrated composition in three movements. Each per- 
former uses three timpani. Both parts are equal in musical 
importance and diff iculty. 

CONTROL OF THE DRUM SET -- 
PHRASING FOR THE SOLOIST - In 9 sections - 104 p g = . . . 9 . 0 0  

A unique method to develop control and musicianship at the 
drum set. 

ORDER DIRECT 
Send check or money order 
plus $.50 postage & h=ndling 

t o :  

Windsor Music Publ icat ions 
P. O .  Box 3 3  

Windsor ,  Connect icut  0 6 0 9 5  

He got into the cannon-firing business during Fourth of July 
celebrations, he said, and performed in his flint concert in 1968 
in Philadelphia. 

Since then, he has performed throughout the country.  
Today, he said, there are two or three other owner= of Civil War 
cannons. In the case of conductor Arthur Fiedler in Boston, 
modern National Guard equipment is used to provide the 
cannon blasts. 

Since a cannon can be fired only once during the perform- 
ance of "The 1812 Overture" (There's no time to reload), Marsh 
will use his three Civil War cannons, a three-quarter-=ize replica, 
and 13 mortars. 

"The first 13 blasts will be from the mortars, with simply a 
flame-and-smoke charge in the cannon being set off to provide 
the visual effect," Marsh said. The last four blasts will be 
exclusively from the cannon. 

Because a fuse would simply not  offer the preci=e timing 
needed for the charges to be set off. Marsh has built  two control 
boxes which can set off the cannon electrically for instantaneous 
results. 

During the San Diego symphony,  a remote control box was 
operated by a percussionist in the orchestra, who simply pressed 
a "fire" bu t ton  at the appropriate times. 

Marsh was offstage, holding the second control box in case, 
for some reason, the remote control box did not  operate 
properly. 

Was that to suggest that something might have gone wrong? 
"Well, I remember in 1969, I was asked to perform with the 

Los Angeles Philharmonic for 'Wellington's Victory.' It call= for 
103 booms. 

"We had just built a new control box, and we only had time 
to practice firing 10 blasts. It  worked fine. 

"And when we began the actual performance, the first 10 
shots again went off fine. But starting with the 11th, every time 
we wanted to set off a single charge, 10 went off by mistake. 

"You just wouldn ' t  believe it, windows broke, mirrors broke, 
we even broke plumbing fixtures and the stage started flood- 
ing." 

It  was the year Boom Boom Marsh almost sank the Los 
Angles Philharmonic! 

T o m  Gorman  is a wri ter  for  the  L o s  Ange l e s  Times.  
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SUMMER CYMBAL SPECIAL! 
14" Hi Hats ( ($160./pr.) $104./pr. 
15" Hi Hats ($170./pr.) $111./pr. 
10" Splash ($50.) $ 33. 
16" Crash ($90.) $ 59. 
18" Crash or Rido ($115.) $ 75. 
20" Ride ($130.) $ 85. 
21" Rock 21 ($150.) $ 98. 
calI Rick Rock for details at (315) 265-8100 ~ b  

r th n mLO_Wc 
MAIN  STREET - POTSDAM, N.Y. 13676 - (315) 265 - 8100 

Tambourines 

V ~ N  CRAFT 

SEND S1 FOR CATALC~ 

PQ 8OX 22728 NASHVILLE, TENNESSEE 37202 

PERCUSSION 

(From an undated publici ty  flyer) 

Sebastian Hurtado, one of  Guatemala's finest musicians, took 
a great interest in the Marimba from his youth and after much 
experimentation, added a double keyboard and resonators. But 
it was his son, Celso, who was to fulfill his dream of the 
Marimba as a concert  instrument. Celso Hurtado has brought 
the Marimba to its ultimate perfection so that  it is an unique 
instrument, embodying the mellowness of  the violin and the 
adaptability of  the piano. He has also added a pedal which has 
increased tone sweetness, volume and capabilities of  his Maxim- 
ba which is the only one of  its kind in the world. Now a resident 
of  California, Mr. Hurtado made his New York concert debut at 
Carnegie Hall. He has, however, been heard in practically every 
large city in the country and has been guest artist on such 
programs as the Maxwell House Hour, the Nelson Eddy Show, 
and the Standard of  California Symphony Hour. 
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CLASSIFIED AD RATE - -  25~ PER 
WORD - -  Payment  must  be  enclosed with 
ad. Checks are to be made out  to :  
PERCUSSIVE ARTS SOCIETY. Mall to 
Classified Ads, PERCUSSIVE NOTES, 
P.O. Box 02095, Columbus, Ohio 43202. 
(In figuring costs, words with only 1 or  2 
letters - -  no charge for these words). 

PUBLICATIONS 

DRUM SET PROFICIENCY - -  James Earl 
Barnes - -  $10.00. 79pp. An  inter-depen- 
dence exercise-method, 12 Stony Brook 
Av., Stony Brook, NY 11790. 

THREE MOVEMENTS F O R  MULTI- 
PERCUSSIONIST & Q U A R T E T -  1978 
PAS Prize-winning composit ion;  $15.00. 
Write to:  Murray Houllif, 14 Mill Pond 
Rd., Stony Brook, N.Y. 11790. 

MARCHING PERCUSSION CADENCES 
"Contemporary  Cadences" - Moore (M); 
"Cadences In Color" - Zubrod (MD) $3.00 
each - -  the solid, contemporary sound in 
marching percussion. PERMUS PUBLICA- 
TIONS, P.O. Box 02033, Columbus, OH 
43202. 

CONCERTINO FOR MARIMBA by Niel 
DePonte is a major addit ion to the litera- 
ture available for recital performances. F o r  
marimba & piano. $8.50 + 654 post. & 
handling. (Ca. residents add 6% tax) Studio 
4 Productions;  box 266; Northridge, Ca. 
91328 

GORDON STOUT has two new publica- 
tions with Studio 4 Productions:  ELEGY 
and REVERIE. Each for 4 mallets; each 
for $4.00 + 65¢ post. & handling. (Ca. 
residents add 6% tax). Studio 4 Produc- 
tions; box 266; Northridge, Ca. 91328 

PERCUSSION OCTOPUS T SHIRTS as 
advertised in winter 1979 issue of  P.N. 
$6.50. Studio 4 Productions;  box 266; 
Northridge, Ca. 91328. 

D U O  FOR TWO MARIMBAS by David 
Wheatley is probably  the FINEST duet  
available in print  for 2 marimbas today!  
$10.00 + 65~ post. & handling (Ca. resi- 
dents add 6% tax). Studio 4 Productions; 
box 266; Northridge, Ca. 91328. 

TIMEPIECE by Murray Houilif, Quartet 
for Flute,  Clarinet, y ib raphone ,  & Marim- 
ba (also Mallet Ensemble version available) 
score & parts - $7.50 - An  outstanding new 
recital piece. PERMUS PUBLICATIONS, 
P. O. Box 02033, Columbus, OH 43202 

JUST RELEASED: "4-Way Rock"  An 
advanced drum method book dealing with 
coordination studies between both hands 
and both  feet, using basic and advanced 

- rock  rhythms as the foundation. Includes 
section on drum fills using double bass 
drums. Price: $4.50. Corresponding Cas- 
sette: $5.50. Book and Cassette: $8.95, 
4-Way Rock,  P.O. Box 521, Dept. C, 
Cornwall, Ontario, Canada. K6H-ST2 

DRUMMERS! DEVELOP your  READING 
and PLAYING skills for a VARIETY Of 
Musical CATEGORIES order  "CHART- 
BOOK for TODAY'S DRUMMER" by 
Charles Scibetta. Play ACTUAL arrange- 
ments and Drumparts  most  COMMONLY 
USED in JAZZ, JAZZ-ROCK FUSION, 
FILM SCORE, JINGLE, FUNK, ROCK & 
ROLL, DISCO, & More. Guaranteed. 
Enclose $5 + 50~ postage & handling to  
POST PUBLISHING COMPANY, c/o 
CHARLES SCIBETTA, LAKE ROAD, 
SALISBURY MILLS, N.Y. 12577. 

INSTRUMENTS 

FOR SALE - Percussionist 's Dream! 4 
octave C-C all rosewood xylophone.  J.C. 
Deagan, Model 264. Queen of  the line; 
made 1917. 6 ft. long; adjustable resona- 
tors. Fac to ry  tuned (A-440); exper t ly  rc- 
finished and restored to mint .  A valuable, 
beautiful sounding, vintage instrument,  to 
grace the finest home or  concert  stage. 
Appraised at  $5,000; asking $3500. (303) 
449-5981, 449-0516. 

DEAGAN 5 Octave Nabimba. May be 
played as Mirimba. Bass C to C-49. Unique 
curved resonators. Accomodates  4 players. 
Mary Collar, Box 7, Cedar Lake, MI. 
(517-427-3335) 

FOR SALE-USED MARIMBAS, VIBES, 
XYLOPHONES, AND BELLS. All makes 
and sizes, with constant ly  changing inven- 
tory.  We are the  largest brokers for these 
instruments. Lists available on request.  
Hyer  Marimba Products,  354 N. Franklin,  
Delaware, Ohio 43015 

NEEDED; USED MARIMBAS, VIBES, 
XYLOPHONES, Bells, and other  fine per- 
cussion items. Also looking for bars with- 
out  frames. We have many more buyers 
than available instruments. Hyer  Marimba 
Products, 354 N. Franklin,  Delaware, Ohio 
43015. 

TABLA DRUMS - Finest  quali ty available 
contact  Larry Kass, 415-472-6694, 1615 
Vendola Drive, San Rafael, Calif. 94903. 

LEEDY MARIMBA-XYLOPHONE - 5 oc- 
taves, c3-c 8, 61 rosewood bars, solid brass 
resonators and fittings, vintage instrument 
in excellent condit ion,  t ruly an artists 
i n s t r u m e n t .  S e r i o u s  inquiries only,  
$2500.00. Contact:  James J. Seabra, 84 
Cottage Ave., North Providence, R.I. 
02911 or 914-647-6000 ext. 151 or 
401-353-2787. 

MUSSER MARIMBAS: 4½ octave Kelon 
"Symphonic  Grand",  $1650; 4 octave rose- 
wood "Bren twood"  superior tone,  $1595. 
Both in immaculate condit ion.  Chris 
Cheeley, 317 Mill Ave., Coeur d '  Alene, 
Idaho 83814, (208) 664-2612. 

F O R  SALE: High quali ty TEMPLE 
BLOCKS made of  Camphor Wood. Set of  
five $80. Steve Weiss, P. O. Box 20885, 
Phila. PA 19141. 

MUSSER PRO VIBE M55 with pick-up, 4 
octaves. Perfect. $1600or offer. Heuberger, 
6 V a n  V o r s t ,  Utica, NY. 13501. 
1-315-735-0208. 
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Old Model (Pd500) PREMIER 4-octave 
xylophone.  New. Still crated - $1100.00. 
M u s i c  M a r t ,  Salisbury, NC 28144. 
704-637-0050. 

MUSSER 4½ octave (Kelon) mar imba - 
immaculate - $1~50 or best offer. Chris 
Cheeley, 154 Bay State Rd., Boston, Mass. 
02215 - -  (617) 353-6803. 

MARIMBA-XYLOPHONE FOR SALE - 
4½ oct. C-F Deagan Model 4726; rosewood 
bars retuned and refinished in 1975; manu- 
factured in 1925 or 1926; (I am the third 
owner; wide bars and wide spacing; ap- 
praised at  $2500;) will sell to best offer 
over $1,000. 202-562-0071 or write: 
Randy Eyles; 3454 D March Circle, Box 
19; Boiling AFB, D.C. 20336. 

Down on paying the high cost of  MALLET 
INSTRUMENTS? The University of  Al- 
bany is starting a referral service for buyers 
and sellers of  percussion instruments. We 
need buyers and sellers of  mind mallet  
instruments, especially marimbas. Fo r  in- 
formation contact  Marc Adler, 199 Quail 
St., Albany,  NY 12203 or (518) 463-0290. 

PRODUCTS 

MUSIC TEE S H I R T S -  Select from 38 
instruments & d e s i g n s -  including Drum 
set, Timpani,  Xylophone/Marimba,  Fife & 
Drum. Excellent quality. A unique gift. 
Only $6. Postpaid. Money-back guarantee. 
Male, female & youth  styles & sizes. 
Available in 6 colors. For  order form send 
to:  Melody Lines, Box 273 P, Villanova, Pa 
19085. 

For Marimba, Vibes Xylophones, and Bells 
- The first PRECISION MALLETS made 
for these instruments. Stiff natural handles 
for better control. 13 unique varieties at 
moderate prices. Hyer Marimba Products, 
354 N. Franklin, Delaware, Ohio 43015. 

PERCUSSION AUDITIONS? For  college 
entrance or orchestra positions. Private, 
confidential  counseling - evaluation. Pro- 
gram and repetoire planning. For  details, 
WRITE: Ar thur  Press, Boston Symphony 
Orchestra, Symphony  Hall, 301 Massa- 
chusetts Avenue, Boston, MA 02115. 

@ 



SUSTAINING MEMBERS OF THE PERCUSSIVE ARTS SOCIETY 
We would like to express our appreciation to these outstanding organizations in the music industry for 
their support of  Percussive Arts Society, Inc. and hope they will continue to consider PAS as a 
worthwhile and stimulating force in the percussion world. 

MANUFACTURERS/PATRONS 
J. C. Deagan, Inc. 
Ludwig Drum Co. 
Musser Division of Ludwig 
M. M. Paiste & Sohn K.G. 

Avedis Zildjian Co. 

DISTRIBUTOR/WHOLESALER 
Charles Alden Music Co., Inc./Sonor Drums 

Magnamusic Baton, Inc. 
Norlin Music, Inc./Pearl Drums 

PRODUCT SPECIALISTS 

American Drum Manf. Co., Denver, CO. 
Mike Baiter Mallets, Chicago, 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 

Premier Percussion 
Remo, Inc. 
Rogers Drums 
Singerland Drum Co. 

Hyer Marimba Products, Delaware, OH 
Latin Percussion, Palisades Park, NJ 
Man-Ran Percussion Enterprise, Inc., Potsdam, NY 
McCormick's Enterprises, Inc., Elk Grove, IL 
Custom Music Co., Royal Oak, MI 
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., Browns Mills, NJ 
Vaughncraft, Nashville, TN 
Drum Specialist, Glenview, IL 

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 
Creative Drum Shops, Scottsdale, AZ 
The Drum Shop, Dearborn Hts., MI 
The Drum Shop, Las Vegas, NE 
The Drumshine Shop, Cincinnati, OH 
Drums, Pittsburgh, PA 
Drums Ltd., Inc., Chicago, IL 
Drums Only, Vancouver, BC 
Drums Unlimited, Inc. Bethesda, MD 
Fabrizi Drum Shop & Studio, Pittsburgh, PA 
Andrew Feldman Handcrafted Percussion 

Products, Clifton, NJ 
John Fornaszewski Drum Shop, Granite City, I L 
Franks Drum Shop, Inc., Chicago, IL 
John Combas Music, Van Nuys, CA 
John Hartwig, Copenhagen, Denmark 
Jeff's Drum Shop, Normal, IL 

Alfred Music Co., Inc. 
Associated Music Publishers/G. Schirmer 
Bramora 
C. L. Barnhouse, Co. 
Mel Bay Publications 
Boosey & Hawkes, Inc. 
Cirone Publications 
M. M. Cole Pub. Co. 
Columbia Picture Publications 
Congeros Publications 
Cosmos Music/Dennis Carlson 
DLA Publications 
Drumcharts Magazine 
Editions, Salabart, Inc. 
European, American Music Dept. Corp. 
Carl Fischer, Inc. 
Fereol Publications 
Galaxy Music Corp. 
HaMaR Percussion Pubs., Inc. 
The Instrumentalist Co. 

PUBLISHERS 

Long Island Drum Center, N. Merrick, NY 
Lone Star Percussion, Dallas, TX 
Kastuck Percussion Studio, Ridgefield, CT 
Mary Ellen Donald, San Francisco, CA 
May & Duncan Music Co., Midland, TX 
Nippon Sakki Co., Ltd., Tokyo, Japan 
Northern Music Co., Potsdam, NY 
PauI-Mueller Percussion Studio, Indianapolis, IN 
The Percussion Center, Ft. Wayne, ID 
Charles Perry Sch. of Drumming, Hempstead, NY 
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, AZ 
J. E. Stoessel Products, Lemont, IL 
Terminal Music, New York, NY 
Joe Voda's Drum City, Omaha, NE 
Zampino's Drum Shop, North Canton, OH 

Kendor Music, Inc. 
Kemper-Peters Publications 
Lang Percussion Co. 
Logical Publications 
Ludwig Publishing Co. 
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 
Studio P/R, Inc. 
Windsor Music Publications 
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