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NEW P.A.S. APPOINTMENTS ANNOUNCED

Several new appointments to P.A.S. positions were recently
announced by President James Petercsak. Thege include - F.
MICHAEL COMBS to the position of editor of The Percussion-
ist, the society’s official journal; JOHN BECK to the board of
directors to fill the vacancy created by the resignation of Jackie
Meyer; and JUDY MINGER to the position of advertising
manager of Percussive Notes Magazine.

PERCUSSIVE NOTES TO FEATURE
MARCHING PERCUSSION

In keeping with its stated intent to provide *““Total Percussion”
coverage, this issue and future isgues of Percussive Notes
Magazine will carry increased information, news, and photos of
interest to all those involved in MARCHING PERCUSSION. Be
sure to look beginning on Page 32 where articles by Jay
Wanamaker and Pat Flaherty present timely information on this
important area of percussion performance.

CIRCULATION INFORMATION

PERCUSSIVE NOTES MAGAZINE is an official publication of
the PERCUSSIVE ARTS SOCIETY published three times per
year — Fall, Winter, Spring/Summer.

COPIES PRINTED (This Issue) — 6,000
TOTAL READERSHIP CIRCULATION — 28,000

© PERCUSSIVE ARTS
SOCIETY, INC. 1979



Paiste offers an unmatched
breadth of cymbal soundS...
each one with its own sound
characteristics. In addition,
the quality Paiste product
line includes Pitched/
Symphonic Gongs, Proto Gongs
and Sound Plates.

SOUND CREATION RIDE CYMBALS
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 Herman
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 PALMER

Started playing drums at age
11. At 15 left school and
came to London to play in a
group. Early in 1970 joined
with Greg 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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AMERICA'S OLDEST AND LARGEST
EXCLUSIVE PERCUSSION CENTER

th
NOW IN ITS 38 YEAR AT THE SAME LOCATION

our:

7 players required (including 1 string bass) 4
marimbas, 1 xylophone needed

- ANNOUNCES
SUPE Rcuss; Products Li
. RIS
MAURIE LISHON . MARTY LISHON
Pros pereussion confer of ameries V.P. & Gen. Mr.
|
226 South Wabash Avenue ' 319.999.8761
312-922-1300
Chicago, lliinois 60604
in percussion instruments, accessories and literature
EXCLUSIVE DISTRIBUTORS OF:
e s raccase
om the Li ?a_gzgussmN ENSEMBLE FDS CUSTOM TAMBOURINES
VITTO UTILITY MALLETS
SWORDS OF MODA-LING- G. Peters o
7/8 players plus piano (timps, Mallets, Perc.) ONCERT SLAPSTICKS
MARIMBA ENSEMBLE METAL RUTE (CYMBAL CLAW)
LENTO-Schlenk STOESSEL JINGLES
PRELUDE IN Bb MINOR-J. S. Bach STOESSEL TRIANGLE BEATERS
GREENSLEEVES BETHANCOURT MALLETS
GALOPING COMEDIANS-Kabelevsky
MATONA MIA CARA-Dj Lassus VITTO TYMP SOLOS (2)
BALLET OF THE UNHATCHED CHICKS (Pics at w/piano accompaniment
Exh.)-Moussorgsky 4 MALLET TRADITIONAL KEYBOARD SOLOS
CHORALE-Resseger (unaccomp)
POLKA from “Golden Age”-Shostakovich ED STRAIGHT - Snare Drum System
SCHERZO-Symphony #4-Tchaikovsky
KANON-Pachelbel . . THE ONE-STOP ANSWER FOR EVERYTHING AND
WALTZ (Serenade for Strings]-Tchaikovsky ANYTHING IN PERCUSSION INCLUDING THE
FARANDOLE-(L’Arlesienne)-Bizet MOST COMPREHENSIVE LIBRARY OF PERCUS-
All ensembles have full scores & parts. SION MUSIC AVAILABLE IN THE U.S.A.

FRANKS DRUM SHOP



Synariy 3 Sequencer \\

Great News! The day of the
grummer has returned. And
bynare makes it happen.

In the beginning, drummers
pally had to throttle back to
@ep from drowning out the

gf the group. But when

body else went elec-
, the drummer got pushed

he ba ndstand

ECTRONIC
ERCUSSION...

SYNAE

Synare 2 «

Synare 3

tronic percussiQais
that'll just KnoCkaty -
cessories like roat Lot
Synare 3 bass g

avatilable, too.

Talk to your 10€al Tusig
dealer. You'll get snared b
Synare. Or write to Star fqg
more information.






PRESENTING THE RIGHT SOUND,
THE RIGHT RESPONSE,

THAT’S JUST RIGHT FOR YOU.

Presenting Yamahd'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 % YAM AHA

-7-




YOUR INVITATION TO PERCUSSION GREATNESS !

READY FOR FREDDY

Again we have Patato along with Julito
Collazo, Papalto, Nelson Gonzalez,
Orestes Vilato, Bobby Rodriguez, Al-
fredito Rodriguez, Joe Mannozzi and
Roberto Rodriguez. This recording is no
longer Just a rhythm section, but a full
band of the “heaviest” cats in the fleld
of Salsa — the originators. All tunes are
orlglnol and there are two selections
that feature the fabulous Bata Drums,

AUTHORITY

This album features the tops in Cuban
percussionists — men who played to-

other in Cuba. We've added the

uban guitar called tres. It's a great
example of Cuban improvisationat
music and shows the roofs of today’s
Salsa, Features Carlos “Patato” Valdez,
Papaito, Julito Collazo, Virgillo Marti,
Nelson 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, Emoll Gamer. This album
confalns 20 of today’s leading musi-
clans featuring the finest rhythm section
ever assembled.

r---------------------------------—--

Latin Percussion Ventures, Inc.

PO BOX 88+ DEPT PA« PALISADES PARK.N J * 07650

ORDER FORM

Please send the following records:
Qty.

—LPV337

— LPV422
— LPV445

L----------------------------------------

Description
Understanding Latin Rhythms, Vol | . $7.98
Understanding Latin Rhythms, Vol Il . $7.98

Drum Solos, Vol.1 ................. $§7.98

.............. $6.98 Clty

—LPV450 Drum Solos, Vol. 2 ...
— - LPV451 Drum Solos, Vol. 3 ...
——PVAI9 Ready For Freddy ...
— LPV393 Authority ...........
—_T433 Buyu ...............
— 1439 My Own Image .....

MY OWN IMAGE
The most ambitious Latin album ever
ﬁroduced; featuring 27 of the finest
ew York City studio musicians with the
best Latin thythm section ever.

UNDERSTANDING LATIN RHYTHMS,
VOL. |

Qur first release for which we assem-
bled such leaders as Carlos “Patato”
Valdez, Jose Mangual. Manny
Oquendo, Bobby Rodriguez, Milton
Cardona, Jose Mangual, Jr., Porfirlo
Fernandez, is strictly rhythm., Great
example of the Interplay of the various
rhythmic  components.  Presents
perhg{)s the greatest Latin thythm duo
~ Patato and Jose Man . Comes
with illustrated instruction klet with
musical notation.

UNDERSTANDING-LATIN RHYTHM,

VOL. I, DOWN TO BASICS
A no fiills teaching disc covering elght
of the most popukar rhythms In Lafin
music, It illustrates these rhythms on
Conga, Bongo, Timbale, Guiro, Tam-
bora and Cowbell, and its all new lllus-
trated book with musical notation offers
numerous valuable tips that make
leaming easler. Percussion Is accom-
panled by plano and the beat of the
metronome.

Name

DRUM SOLOS, VOL.4

This is the first In a series devoted to the
drum solo. This record features working
professionals involved in the leadin
Salsa bands of New York Clly. Sides
and B are Identical except that Side A Is
with solos and B is wit . Not only does
the record feature the talents of today’s
foremost new percussionists, Eddle
Montalvo and Charlie Santiago, but its
stereo solos in beautiful high fidelity
make learning much easler.

JUST RELEASED

DRUM SOLOS, VOL. 2 & VOL. 3
Volumes 2 and 3 of the DRUM SOLOS
serles take the concept of Volume 1to a
new dimension. These albums are no-
holds-barred drumming
albums with an
accent on virtuosity.

Quality in Latin®

Recording/Publishing

Please send the albums as indicated af left.
Add $1.00 for handling. Send Check or M.O. for
full amount. N.J. residents add 5% sales tax.

Address

State Zip

-8-
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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 WESTERN 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 Outfit 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 study of all aspects of the
bar percussion instruments. This summers program will focus on
the study 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 Pimentel —
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 Demonstrations
on Instrument Building and Mallet Wrapping, Private Lessons at
No Additional Charge, and Regular Evening Programs by
Faculty 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. Faculty — Joe Sinai, Charles Dowd, Robert
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-
partment 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 student
and total percussion section. This is a unique opportunity for
five days of concentrated exposure to marching percussion

before marching band season. For 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 limited enrollment, high intensity 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 portion 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. For detailed 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 Artistic Director will be Don Cherry and the
guiding artists will include: Collin Walcott, Trilok Gurtu (India),
Okay Temiz (Turkey), Bengt Berger (Sweden), Amadou Jarr
(Sierra Leone), Foday Suso (The Gambia), Karl Berger, and
Ingrid Berger.

The idea of this session is to bring our students 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 Composition. 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 student orchestra will rehearse and perform premier
works of the guiding artists as well as their own compositions.
Other activities will include workshops and intensive seminars
dealing with all aspects of composition.

For 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 addition 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)
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£Le NEWS

PASIC ‘79—NEW YORK CITY—
October 26-28, 1979
An Invitation and Progress Report
by Morris “Arnie” Lang, Host

It 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 — but 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 couniry, 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 sexvices. And although a
few more time slots need to be filled, the list of performers
booked reads like a “Who’s Who of Percussion”

‘“The Symphonic Section’ — Philadelphia Orxchestra
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

‘“Agpects of the Mallet Family”’ — Ladji Camara — African
Balafon: Karl Berger — Vibraphone; Leigh Stevens — Marimba
and Mr. Sumarsam — 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 Hochreiner

-10-

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 Ensémble” directed by Morris
Arnol.d 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

Al!:hough 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

E. the first 150 people who register. The schedule looks like
is:

Thursday, October 25

10-12:30 attendance at rehearsal of New York Phitharmonie,
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 S8aul 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
Street. Sigfried Fink, the eminent German
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 *79~

Morris ‘Arnie’ Lang, Host

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 Engemble” 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. - Tth Fl., New
York City, NY 10001.



The 1979 Percussive Arts Society International Con-
vention will be held in New York City October 26-28,

Plan Now To Atiend 1979 with Morris “Arnie” Lang of the New York

Philharmonic Oxrchestra as convention Host. Conven-
tion headquarters will be at the TAFT HOTEL - 51st
Street & 7th Avenue.

PERCUS SIVE ARTS SOCIETY 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 details

INTERN ATION Al CONVENTION concerning the program and other details. Also note below the
information concerning hotel reservations.

1979

DETACH BELOW AND MAIL
PLACE
15¢
STAMP
HERE
i HOTEL TAFT
777 Seventh Avenue at 51st St.
ATT: SALES DEPARTMENT New York, N.Y. 10019
FOLD

HOTEL TAFT

777 Seventh Avenue
(at 51st 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. Cancella-
tions should be received 48
heurs prior to arrival to Insure
refund of deposit.

S—

PERCUSSIVE ARTS SOCIETY — Oct. 26-28, 1979
(NAME OF GROUP) (DATE)

Please reserve room(s).1 Indicate your room breakdown below by category.

Single rooms | I Arrival

Double / Twins I-_] Hour ém

Triples l_:l Departure

Quads '_-‘ Approximate Time

NAME(S)

ADDRESS

CITY STATE ZIP

-11-

t Rooms subject to applicable taxes. /



Report of PAS
Research Committee

Dr. Harrison Powley, Chairman

Several important projects have been begun by this committee. Across the page an
information-seeking form has been printed. We are attempting 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
by 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 hopefully bring together interested scholars. The committee is also
completing an index to the Percussionist vols. 1-15; Percussive Notes will receive similar

treatment 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/demonstration 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

-12-




7
: dec Wy
PERCUSSIVE ARTS SOCIETY '96‘7*0 '(/-q,v 2
. . Ry, YO
Index of Theses, Dissertations, Papers, ‘

and
Works in Progess on Percussion

. 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:

LAST NAME FIRST MIDDLE
2. ADDRESS:

CITY STATE A1

3. TITLE:
and
subtitle

(Include

English

translation.,

if in language other than English)

4,
Degree Discipline University Year Granted

5. No. of vols. Prefatory pp. Pp. of text

11, Plates Tables

Mus. Ex. Transcriptions List of Works

Appendices Discography Bibliography

Indices Mode of Repro. Facsimiles
6.

Source of Abstract

1. PUBLISHER:

Name Place Date
8. Period or Dates Encompassed:

9. INDEX WORDS:

Make additional copies of this form for each item submitted. Mail completed forms to Dr. Harrison Powley,
Chairman PAS Research Committee, E-221 HFAC, Brigham Young University, Provo, UT 84602,

-13-



Perecwssion Discussion

| Seemme—

NATURE AND SECOND-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).

It 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 attempt 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 Carrico
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 dilema 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

-14-

Editor’s Note—

You are encouraged to write “Letters to the Editor” for
inclusion in the “PERCUSSION DISCUSSION” column of this
magazine, Articles and other material in this magazine reflect
the opinion of the writers and do not necessarily reflect the
opinion of 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.
Let us hear from you!

PERCUSSIONE 4

Editor’s Note: Disaster struck Percussione 4 last December

24th. Fire wiped out their complete collection of instruments

(U.S. value $37,000.). They were one of Italy’s contemporary

gercussion groups. Anyone wishing to help is urged to contact
ALS,

In January 1974, four young Italian musicians — Guido
Facchin, Giuseppe Marotta, Silvano Penzo and Lino Rossi —
three of them members of the La Fenice 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 8. 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 lire 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, Venezia

LLts

PERCUSSIVE ARTS
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ADVERTISEMENT SPACE IS AVAILABLE
IN PERCUSSIVE NOTES

Write for rate card which contains details: Editor,
PERCUSSIVE NOTES, P.O, Box 02095, Columbus, Ohio 43202.



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 Wm. 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 by the Slingerland Drum
Co. that they have ceased manufacturihg 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.

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. Keim & Buchert Rd.
Potistown, 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

-15-

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.

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 Arts Society
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 virtuostic and exciting solo
marimba work: Toccata Fantasy. Watch for next issue of
Percussive Notes for ticket information.




Percussion
Ensembles

for 3 or more players

FUropean

ricCan

Heinrich Konietzny
TRIADE for Xylophone, Vibraphone,
Marimba & Cymbeals (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

Wilfried Hiller CHOREOGRAPHIC STUDIES for
CATALOG Il for 3 percussionists 6 percussionists (71 A6534) .. 8.50
(72C0005) . .....cvvnn. 5.75 Hermann Regner
CATALOG |V for 4 percussionists 6 EASY PERCUSSION TRIOS
(72€C0025) ... cv e 5.75 (72€0020) . .............. 4.75
CATALOG V for 5 percussionists Rudolf Schingerlin
(72€C0006) . .......c.... .. 5.00 5 STUDIES FOR PERCUSSION TRIO

Osvaldo Lacerda (72C0021) . ..o vvvenn .. 4.75
3 BRAZILIAN MINIATURES for 4 to 19
percussionists (72 C0016).... 8.50 Prices subject to change without notice.

Write to Dept. PER for a free copy of the new SCHOTT PERCUSSION CATALOG.

EUROPEAN AMERICAN MUSIC DISTRIBUTORS CORPORATION
195 Allwood Road Clifton, New Jersey 07012
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©
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MIKE BALTER MALLETS

. . . a stroke to perfection®

Balter 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 Balter 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
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O% Super Discounts! 40%

Remo & Evans drum | Every major brand drum
heads. set & Marching

Pro Mark drum sticks. equipment.

400 / OFF Zildjian Cymbals

0 Regal Tip Sticks
Send for our recent catalog ($2.50) for great savings on: Mallet
instruments, Vic Firth, Hinger, LLP, Synare, Syn drums, PerDell,

Paiste, CS, AP, Zalmer, Pace, Reunion Blues, drum refinish, etc.,
plus cases, hardware, thrones, metronomes, coversand muchmore.

FREE monthly product & price bulletin.

Send $1.00 for educational catalo%
\FREE CATALOGS WITH INITIAL ORDERS!

Mail Orders, Inquiries To:

Mm S P.O. Box 2481A, North Canton, OH 44720

OR CALL: 1 (216) 499-1198
Dealer Inquliries Welcome.

VISA & MASTERCHARGE Acceptea“Drum Distribution Throughout the W(ll’ld"J

CADENZA NO. 1 for timpani

A . ) (by David Ameele) ................... $1.50
GRAND FANTASY IN C MAJOR (R. Hsible) o CADENZA NO. 2 for timpani
As performed by Leigh Howard Stevens - - $6:00, (by David AMEeIE) ......vevenenenens. 1.50

SUITE FOR MARIMBA - unaccompanied

’ l'("/ ‘“
Selections from Tschaikowsky's ALS (by David AMEele) ... .......vovmenns 3.50

YOUNG (trans. by Leigh Howard Stevens) )

Send for free catalog -

ANDANTE AND ALLEGRO (Gordon Stout) exceorpts of music included!

for marimba & piane

: ) S L SEE YOUR MUSIC DEALER
VARJATIONS ON A GA] ) OR ORDER DIRECT (add 50¢
YA o ‘ for handling - 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.

D PusLICATION/
S54¢ Hoywerd Ave.
A Rochester, NY 2409




since 1967

STOESSEL

AS ILLUSTRATED ABOVE: All beaters 9 inches long.
COLOR BAND BEATER FACE DIAMETER WEIGHI
White 2

1. 1/4 inch 3 =
2. Grey 5/16 inch 26 gm
3. Yellow 3/8 inch 36 gm
4. Brown 3/8 inch 20 gm
5. Green 7/16 inch 40 gm
6. Red 7/16 inch 32 gm
7. Blue 1/2 inch 45 gm

8. "DOUBLE HEADER" TYPE BEATER: A beater face on
both ends of the rod makes a "2 in 1" beater.
While any combination is possible, the follow-
ing are the most popular used: (a) White-Grey,
(b) 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; $6.00/pair, # 1-7.
DOUBLE HEADER PRICES: $5.00 each; $9.00/pair..

HOW IS THE STOESSEL TRIAKGLE BEATER DIFFERENT?

In one word--design, Its center of gravity, or
point of balance, is toward the plaving end.
Conventional beaters have the balance point in
the middle of the beater (or slightly closer to
the hand, as with the "eyehook" type beaters).

HOW DOES THAT MAKE THEM BETTER?

The "sweet spot" is bigger. In golf, the "aweet
spot? is that place where the clubhead best hits
the ball. While all triangle beaters have this
characteristic, this “"sweet spot" is far larger
in the Stoeasel triangle beater. By concentrating
the mass at the working end, you gain two things:
(1) higher atick 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 Stoessel pro-
ducts., It was to the professionals that these
beaters firat went, were tried, and were bought.
IMPORTANT NOTE: Some earlier production beaters
were gold 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
other than postage.

Other fine products,

RUBBER TUBING for beater handles, used by players
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 to
slip on snugly. Instructions enclosed.

$0.70 each; 2/$1.25; 10/$5.00; 14/%6.80.

CROTALES (ANTIQUE CYMBALS): Investment cast bronze
and individually tuned., Can be ordered individ-~
ually, in pairs, or mounted. Specify pitches.

$15.00 each; 2/27.00. Chromatic octave set
without mounting, $130.00, Mountings vary in
price according to specifications,

—and THE tambourine jingle

GENUINE GERMAN SILVER AND BRONZE: hese jingles
are made of alloys used in tambourines made in the
30's and are not to be confused with the common
steel jingles used in all rcial tambourines
today. The copper alloys create sounds far more
brilliant and penetrating. The German silver jin-
gles have a higher pitch than the bronze, but both
types have brilliant overtones which make a won-
derful sound.

$15,00 per SBT of 36

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

$20.00 per SET of 36

J.E. Stoessel

410 Grant Street
Lemont, lllinois 60439

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

(Detach at dotted line) - Mail to 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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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, Vie 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 Dlinois 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 Berns, Vice-Pres. 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 64, 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.

il ¢ ‘ ; .
Kansas P.A.S. Chapter officers Jay A. Wanamaker (left}, Pres.
and John Rugolo (right), Treas.
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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, but 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.V.
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-
tion 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 advertizes 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.

Bobby Christian Tom Brown



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.ASILC.

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 of members approximate. 78-79 activities may be
either projected or already accomplished. If Chapter does not
appear, it is because no membership count and activity was
reported. For a complete listing of names and addresses of all
Chapter Chairpersons, see PERCUSSIVE NOTES, Vol. 17, No.
2, Winter 1979, p. 20.

ALABAMA

60 members

77]78 4 clinics, for band directors, students, ete,
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.

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

78-79 -
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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 Perc.

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 - Al New England Day of Percussion, revision of
All-State Audition 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 competition

NEW MEXICO
41 members
78-79 - 1 issue of Newsletter, Day of Percussion



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

77-718 - 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 until 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 Perc., 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

T77-78 - 2 issues of Newsletter, Display at State music conven-
tion, Day of Percussion

TOWSON STATE UNIVERSITY PERCUSSION ENSEMBLE,
Dale Rauschenberg, Director

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

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,

78-79 - 3 issues of Newsletter, Clinics at State Music organiza-
tion, Booth at Bandmaster’s Assoc.

UTAH

77-78 - 18 members, Prelims for Western States Pexc. FEstival,
with clinicians

78-79 - 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, ete. 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

- = ool N

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

|

# o e

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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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, assistant 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.”’

The Northern Ilinois 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 musie, 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 Pexrforming 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 2 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.

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
Jazz Ensemble.

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 PETERCSAXK has been appointed to the Olympic Coorxdin-
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 dJuly 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
New Jdersey 07013.

Avenue, Clifton,

WALTER THOMAS, steel drum virtuoso from Granada recently
performed and discussed steel drumming at the University of
Texas - El Paso.



FRANK MARGIDA, gradaute student at Akron University,
recently won the MAJE Outstanding Drum Set Soloist Award-
Combo at the Elmhurst College Jazz Festival. Frank is a student
of LARRY SNIDER.

MARY AILOR, University of Kansas sophomore, was selected
to perform with the American Wind Symphony Orchestra under
the direction of Robert Boudreau for the 1979 summer season.
She was also selected to perform Mayuzumi’s ‘“Concerto 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 student of JAY
WANAMAKER.

BRIAN TRUSLER, a University of Akron freshman, will be
performing at the “Family Entertainment Capital of the World”
this summer. Following auditions 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 student 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, timpanist of the Rochester
Phitharmonic 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 timpani
and classical traditional percussion playing.

MICHAEL VARNER was the featured guest clinician at the
1979 Utah Percussion Festival in February. Clinics, concerts,
competitions, 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 Competition.
Chris will play the Concertino for Marimba by Creston with the
Cleveland Civiec 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 Percussion
Ensemble under the direction of Phil Faini. Included was the
local premere of Schinstine’s PAS Award winning Sonata No. 4
for Timpani and Percussion Ensemble with Donald K. Gilbert as
solist. Gilbert, a former student of Schinstine, is presently
director of percussion studies at West Liberty State College.

T4 2
DONALD K. GILBERT

“Percussive Notes Magazine gets better with each issue. My
congratulations to you and the staff for such quality.”

John Soroka, Prine. Perc. Assoc. Prine. Timp.

Pittsburgh Symphony Orchestra

The Drummer; Man

B, GORDON B. PETERS

principal percussionist,
Chicago Symphony Orchestra

first president of The
Percussive Arts Society

The basic
percussion
reference

Compendium of
historical and expert
practical information
for both teachers and
students.
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indexed
¢ extensive bibliography
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KEMPER-PETERS PUBLICATIONS
800 Hinman Ave. (#306) Evanston, lllinois 60202
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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
composition competition 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 composition is scheduled for the fall of 1979.

The Music Department of the College of 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,

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 of 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 Administrator 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 of New York at Stony Brook in 1976, and since then
has participated 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 recently joined forces with other musicians to present
workshops and concerts. He collaborated with Frank Gillis for
“From the Cakewalk to Bossa Nova—Rhythms in Jazz and
Popluar Musie: 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 rhythm
section clinic at Crane School of Music last December.

LIONEL HAMPTON and his Band presented two concerts at
the Triton College Student Center in River Grove, 1llinois, in
December.

MARIO GAETANO, JR. recently completed the Master of
Music degree in Percussion at East Carolina University, Green-
ville, North Carolina, where he studied with HAROLD JONES
and was awarded the ECU Young Artist Award. Mr. Gaetano is
awaiting the release of a number of percussion compositions
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 Ilinois: JAMES
HARRIS, FREDERICK FAIRCHILD, ROBERT BENFORD,
BYRON HEDGEPETH, and K. ALLAN BROWN. TOM SIWE is
the director of the Percussion Ensemble.
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PATRICK HAYES recently moved from Mayville, Wisconsin, to
Chicago to assume the position of Sales Manager for Mec-
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 Italy. 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 Ceniral
Michigan University, where he was Drum Major of the “March-
ing Chips.” In addition 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, student 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 Auxiliary Units published by Alfred Publications.
Mr., Wanamaker is a faculty member of the Midwestern Music
and Art Camp, a member of the New York Federation 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 position of Advertising
Director. Mrs. Mazz has been affiliated with the publication
since its inception three years ago. Previously she held the
position of Assistant Advertising Sales Manager.



TRUDY D. MUEGEL, former faculty member of the College-
Conservatory of the University of Cincinnati, Northern Ken-
tucky University, and the College of Mt. St. Joseph has recently
joined the Modesto Symphony Orchestra in Modesto, Califor-
nia, as Principal Percussionist. She is also employed by
California State College, Stanislaus in Turlock California, and is
timpanist of the Turlock College-Community Symphony.

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 study 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 Latin Percussion, Inc. Gall comes to the company
with ten years of gervice 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-
tion”, in New York City as purchasing agent where he became a
familar name to many dealers.

RAY WEINER well-kknown 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 Fort 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 title 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.0. Box 02095
Columbus, Ohio 43202
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IN MEMORIUM

AVEDIS ZILDJIAN 1889-1979

World-renowned cymbal maker, Avedis Zildjian, 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 of other industry contemporaries such as Joseph Rogers,
Sr., 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 of 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 part 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, Zutty 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 operation of the business right up until his death. He
maintained a rigorous schedule ag chairman of the board, as well
as personally overseeing the regular preparation of the secret
metal alloy used in producing every Zildjian cymbal.

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

ANE DN,
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Zildjian factory in Quincy, MA.



Siegfried Fink gave a course for percussionists from October
30th. to November 6th. 1978 at the CENTRE D’ESTUDIS
MUSICALS DE BARCELONA andhe will give another course
from September 10th. to 15th. 1979.

MALMO (DENMARK) PERCUSSION ENSEMBLE directed by
Bent Lylloff 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 Helsinki, 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.

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.
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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

The school board of the city of Berlin and the Neukoelln Music
School with the help of Ludwig Industries and Paiste, 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

Ed Thigpen

Heinz von Moisey

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.



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 of Music, is chairman of the
Percussion Department at the Indiana University School of
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 of
knowledge to the art of percussion.

Born in New York City, he received his education there
including at the Manhattan and Juilliard Schools of Music. He
studied percussion privately with David Gusikoff, Karl Glassman
and Jdoe 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 Foss, Paul Whiteman,
Noah Greenberg, Erich Leinsdorf, Otto Klemperer and Heitor
Villa Lobos. He worked, 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 Bernsfein, Ziibin 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 time 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
Austria. . .an area subject to the cultural, spiritual and ethnic
influences, of the Ottoman Empire. This influenced a lot of the
values in my extended family. . .its 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: 1 wasn’t born vet 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.
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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 rich. . .Italian,
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. . .what was it like? Did you have musical
instruments there?

GABER: Well, this area is quite well known to those 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 apartment. . .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 house

that I recall as a child was a piano. It 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 musicians.
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 lessons
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 professionals.
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, but 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.



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 tin 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, flams, and drags, etc.,
ete., ete. 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 timpani 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 Leedy.
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 timpani heads at that time too. . .in 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 drum. . .but 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 Krupa developed. Later on, Morello, Bellson, Manne and
others displayed percussion artistry that came to us via the
immigrants from Europe and ecrystallized in a place like
America. This heritage helped give the focus to the kind of
percussion ability which I felt influenced my growth. . .that
kind of environment. . .that kind of history. One would have
had to experience seeing what was possible on the eymbals in
the hands of Gus Helmecke.:.the bass drum or with the
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cymbals...dyramic differences or dynamic eounterpoint or a
dynamic complexity and rhythmic complexity left hand and
right hand. As Isay... .hearing the mallet work of Castka and
Sam Herman or Harry Breuer. . .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 timpani with Glassman,
what kind of instruments did you use, and has the studying or
teaching of timpani changed from those days until 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 appertunances I’d call
peripheral to timpani 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 intonation 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
counferhoop, number of lubricants one used ... .that kind of
familiarity gives the insight to the development of tone
production. . .or what one gets in sound. The next indispensable
element, is to know what your hands and fingers are doing. . .
Being aware of it, can you do something about it?

SMITH: So what you’re saying is. . .it isn’t the instrument, even
the stick?

GABER: So I say, . .producing 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...did some
remarkable things. Artists of that quality come perhaps, by the
cenfury. Like I spoke of Gusikoff, Gladstone, and Helmecke. . .
they were those exceptions; like in the jazz world, having
Bellson, Morello, Dawson, etc. They’re really exceptions. . .in
artistic achievement and influence.

There are various elements that go into what is considered
success. There are luck factors, cireumstances, opportunities. . .I
think opportunity is a very important thing. In my own
lifetime, I've seen tremendous talents without image who, with
the opportunity 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 conduected, is Oscar
Schwar. Apparently his work predates a lot of modern recording
techniques. What was great about that man’s timpani 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, but...on the
contrary, a full rich, organ-like kind of sound. You felt the
depth of the sound, the depth and 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’ mind, the technique he has in his hands, and
the stick he uses. . .that’s all. . .no more, no less. There are many
paths. . like in religion. . .I think every student, every perfor-
mer, every listener...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. It 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 skills. . .or interests... or commitments. . .or 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 individuality. . .
there is a gift. . .there is talent. . .there is something emanating
that is unusual. It can be an Indian drummer, a timpanist in the
modern symphony orchestra, or a tambourine player from
Brazil. . .you’ll feel it, the charisma is there. . .the 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, but 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 also feel that...as I said earlier...with some tambourine
players, etc. and players of instriiments 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 timpani
playing. .,.they have, whatever quality they have. . .to 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 intention 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.
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GABER. Right. All my foot operated cymbal mechanisms came
from Europe...to be used in music hall theaters 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 beggers 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, brass howls,
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, 1 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 legs 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 first 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 cans e an enlightened public, a public
that pursues its Arts, its Hun .nities, as well as its Sciences. . .
will have a State Symphony Orchesira 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 symphony.. .in
jazz. . .in ballet. . .in folk music. Everything or anything that is
of interest and comes from the culfural so0il of that community
will enhance that circle. That magieal circle which will feed back
to the community 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 styles. . .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
blues. . .just goes on and on. How can anyone predict that?
There’s a time they were blasted out of America’s concert halls
with decibels. . .almost 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 timpani performance. .there
are a lot of great talents around today. I've heard young
timpanists in 50 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.



“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 should then
be followed with the opposite hand.

L4

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 of ‘“Corps Style Clinics Columns.)

The Author

JAY A. WANAMAKER is a graduate of the Crane School of
Music and is completing a Master’s degree at the University of
Kansas, where he is a graduate assistant. He is the author of 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 of
Championship Auxiliary Units, Alfred Publications, 1979. Mr.
Wanamaker is a faculty member of the Midwestern Music and
Art Camp, a member of the New York Federation of Contest
Judges, an instructor of the American Drill Team Percussion
Camps, and Kansas PAS State Chairman.

day 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

WANAMAKER TO HEAD MARCHING
PERCUSSION COMMITTEE

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
opportunity 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 of Marching
Percussion, Included will be discussion of
trends, techniques, instrumentation, news
of activities, and photos of percussion
sections of 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 of
percussion activity for inclusion in com-
ing wissues.

Ball State University Marching Band Percussion Section — Dr. T. Roger McConnell, Director.
32-
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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.

It 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 8) good ensemble
sound.

The drumline is usually staged similar to the following
diagram:

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 Attention 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
motion 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.

Bass Drv

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”, 167, 18”
Bass Drums: (2-4 players)
drum sizes— 327, 28”, 26, 22”
Timpani: (2-4 players)
drum sizes— 297, 26, 26, 23"
Roto-toms: (1-4 players)
drum sizes— 18”, 167, 147, 12
Cymbals: (2-4 players)
sizes— 247, 227, 20”, 18”

[26]
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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

PAT FLAHERTY received his Master of Music in Percussion
from East Carolina in May of 1979. He has studied with Harold
Jones and John Baldwin. He waes a member of the Casper
Troopers Drum and Bugle Corps from Casper, Wyoming and

teaches Marching Percussion clinics in various parts of the
United States.



TEST YOUR PERCUSSION I Q.

—

WIN A ONE YEAR’S 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 of 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 1.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 of 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 1.Q. QUIZ in the Winter 79 (Vol. 17, #2) 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) AN AIRPLANE ENGINE-

Answer - BALLET MECHANIQUE - George Anthiel

2) A CANNON-

Answer - OVERTURE 1812 - Peter Tschaikovsky, 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 1.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-flat and 1 horizontal with
detachable sucker in C, the floor polisher is in E-flat..”

And Francis Routh in Contemporary British Music - 1945-70

(pub. MacDonald-London) has this to say about the Malcolm

Arnold work:
The style of his symphonic and chamber music if 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 of the pent-up tension of the previous fraught and
agonized decade, and let down their musical hair in an orgy
of 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 of 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:

WINNER
Dave Vincent, Box 24442, East Tennessee St. Univ, Johnson
City, TN 37601
RUNNERS UP
Phil Shipley, 147 N. Belmont, Wichita, K8 67208

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

dohn S. Antonio, 9 Turner Lin. Loudonville, NY 12211

And also returning correct answers:
Kevin Schmaltz, 419 Pine Brae Dr., Ann Arbor, MI 48105

David B. Edwards, 1073 Mecaslin 8t.,, NW, Atlanta, GA 80318

Siggilzture unreadable, 5900 N. Park Av., Philadelphia, PA
1 1.

Richard Schwarz, 536 W. 111th 8t., Apt. 85, NYC, NY 10025
Terry Gunderson, 730 8. Oakcrest #308, Casper, WY. 82601
James A. Strain, Box 1841, State University, AR 72467

Paul Mazzacano, Dept. of Music, Univ. of Wisc.-Oshkozh,
Oshkosh, WI 54901

Terry Cornett, 4021 Apollo Dr. SW, Huntsville, AL 36805
James Woodward, 4004 Kenley, Ft. Worth, TX 76107.
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. for putting Remo drum heads
on top ... and on the bottom, too . . . the
choice of drummers around the world!

REVI®

We help you sound better!
Remo, Inc 12804 Raymer St, North Hollywood, CA 91 605

Send $2 00 for set of 6 posters, 97 x 12”7, as shown.
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Thanks to these superstars for choosing and using
our percussion products . . . and to the thousands of
friends the world over who have made Remo the

most asked-for name in drum heads!
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We help you sound better!
Remo, Inc. 12804 Raymer St., North Hollywood, CA 91605
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AN INTERVIEW WITH
JIM ROSS/“JERRY JEROME":
Master Percussionist and Entertainer

By Van Tony Free

In the total spectrum of percussion there are many giants
who have served the needs of great conductors and audiences.
Many have lived to see their accomplishments bring about
changes for the betterment of all of 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 Society these
artists have been given numerous opportunities to preserve and
share their contributions to society. Example (P.A.S. Hall of
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 of notable conductors such as
Toscanini, Pierre Monteux, Steinberg, Fritz Reiner, and many of
the great symphony orchestras such as Pittsburgh, San Fran-
cisco, Cincinnati and retired as Principal Percussionist of the
Chicago Symphony Orchestra. It 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 110-piece 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 IL I did a xylophone act for 25
years thereafter under the name of “Jderry Jerome.” While
in San Francisco I was asked to play with the San
Francisco Symphony, Pierre Monteux, conductor. It 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 of the Chicago Symphony and again invited me
to join him where I played for 15 years until I semiretired.

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.
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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
“Jerry 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.0. 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,
ete. 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.

1 A q

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 — Reiner 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 Concertino 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 essential
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

€
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VF:

JR:

VF:

JR:

VF:

JR:

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

How much showmanship should there be in the percussion
section?

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
50 they can be seen. The same with triangle and tambourine. I
have seen such terrible ways of playing the triangle — as
though the player was ashamed of it. Be proud of your
instruments — your are in show business!

Don’t you have a son in Chicago that’s a percussionist?

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.

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

Yes, and not only that, but it’s probably the foremost
drum shop in the world, complete with teaching studios.
Maurie Lishon 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,

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

Being born in 1901 puts me in the proverbial “Dirty Old
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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 hardly wait
to get to a rehearsal or concert.

Are there any of your former students you’d like to
mention?

: 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.

Didn’t you have a student that made good tambourine
jingles?

: What is a tambourine without good jingles? — nothing! A

former student of mine, John Stoessel, is a metallurgist and
I suggested he make some fine jingles. After much
experimenting, he came up with some excellent ones
known as Stoessel Jingles — used worldwide.

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

: I certainly would, but it’s a limited field at present. Even

the widely played Creston Marimba Concertino ig 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.

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

: It was my pleasure.

The Intexviewer

VAN TONY FREE, Assistant Professor of Percussion 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.
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REVIEWS
OF NEW MATERIAL

Ae a service to all publishers, camposers, 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
Schinstine.

SNARE DRUM SOLOS

CHOP BUSTER — Jay A. Wanamaker — Potsdam Publications,
One Hillerest, 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 notation 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 rhythmie groupings (5 against 2, 4 against
3, etc.). The subject is treated thoroughly (one might even say
exhaustively). It is puzzling to this reviewer why the other 12
pages contain 2 “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 I (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 “full” and “down” strokes are to be used
for playing accents, while the “up’ and “tap’’ strokes are to be
used for unaccented notes. Thus,
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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. — 657-67 East 140th St., Cleveland, Ohio 44110
— 650 p. $4.95.

Paul Moore’s book deserves some careful attention 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 11th 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 n which
may become a problem in later instruction when attempting to
explllain the differences between a multiple bounce and a double
stroke.

For 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 bhefore
leaving 2/4 for 8/4 meter. The book eventually covers the usual
2/4, 8/4, 4/4, ¢and 6/8.

The introduction of the flam 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 student use. This should be
used to enhance the book and material therein,

It is unfortunate that this author, who seems to have so
much to offer, has not availed himself of ail 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. It 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 mobility 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
notation 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 1 bar funk beats. (SB)

THE ROCK DRUMMING WORKBOOK — Chet Doboe —
published by Chet Doboe, 51 Searing St., Hempstead, NY,
1155031978, — $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 attention given to creativity and the system of
routines is well organized and draws upon the creative potential
of the musician. Each routine 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.



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 his 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 not specified
it could lend a real “old time” 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 notation; 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
(28.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 Clagsical.” 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 Duo —
Murray Houllif - Permus Publications, P.O. Box 02033, Co-
lumbus, Ohio 43202. — $6.00. i .

The blend of vibes and marimba is most 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 8t., 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 bhe 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 ingtrumentation
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 notation 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. (M)



O’ SACRED HEAD — J.S. Bach/Moore: Permus Publications,
P.0. 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. It 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. It 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 notation 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 Dont: Ludwig Music Publishing
Company, 555-67 East 140th St., Cleveland, Ohio 44110 —
$3.50

Bon 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 notation 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 POEM — 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 contribution 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: Magnamusic — Baton, Inc., 10370 Page Industrial Blvd.,
St. Louis, Mo. 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
notation 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, Ingolf Olsen, guitar and Bent
Lylloff, percussion. (4B)

ODORU KATACHI (Dance Patterns) — Heuwell Tircuit —
Associated 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: “It 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 MANUAIL — 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, timpani 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 find 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 — 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
chance!

REPERCUSSION UNIT is a group of west coast percussion-
ists including John Bergamo, Jimmy Hildebrant, Lucky Mosko,
Bob Lepre, Gregg Johnson, Larry Stein, Paul Anceau, 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, #2)

the following work was reviewed but the address of the

publisher was omitted. The complete information should read:

FOUR VERSES FOR TIMPANI by Murray Houllif, Paul Price

gru.blic;t;ogg, 470 Kipp Street, Teaneck, New Jersey 07666 -
ice: $3.



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 attention than any other section
of a band or orchestra if not with the conductor. Players should
pay particular attention 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-
laxly 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
go-called “indefinite” pitch instruments (snare drum, bass drum,
ete.) 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, oxchestra 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
gseemingly 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 Conductor. . .
Some of the points given below can be considered *“‘busii m g
ment” matters, others deal with musicianship of the conductor. However,

all contribute to the success of a performance and the overall
effectiveness of the program.

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 — Playing
musical Instruments of importance to your organization, wheth-
er it be the timpani or the triangle! No belittling comments
from the conductor. This attitude usually only exposes the lack
of knowledge of the conductor. Attitudinal concepts of an
organization develop from the leadership given from the
podium.

3. A Knowledge of the Terminology of Percussion — 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 “tacet’ 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 of —

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 Tschaikowsky “FFFF”!, and
should a “PP” only be ‘felt’ 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 percustionist 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, #1) 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, ete.), 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 student 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 opportunity 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.

PFirst, 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
confrontation: 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 Holst’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 leaxrn 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.
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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-small
ensemble contest into a broader perspective. We would be
well-advised to step back at regular intervals to reconsider our
pexspectives. 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.

. He could play marimba duets with his daughter.

. He could take up square dance calling.

He could be a member of the church music committee,
the symphony board, the band parents’ organization, or
coordinate the local Renaissance Fair.

. 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.

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

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

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 percussionist/musician 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.

Be able to “speak,” or improvise basic patterns by ear, on

several (one complex and several simple?) instruments.

Be able to read intermediate difficulty music symbols

with a minimum of rehearsal time. This should include

popular chord symbol reading.

Understand and recognize through musical application

that differing cultures at differing times tend to emphasize

varying parts of music (melody, harmony, rhythm, tim-

bre, ete.) or tend to use music in varying social formats,

and that such differences are not something to distrust,

reject, or ignore, but rather something to explore and

appreciate,

Be a competent worker and leader in the planning and

organizational aspects of a typical music productions.

Be able to sing a rehearsed part, with confidence, in a

choral group, demonstrating a basic knowledge of breath

support and tone production.

Understand the basic tone production and functions of ail

common musical instruments.

Be able to recognize formal musical designs and describe

them in simple English (same/similar/different/contrast-

ing, etc.).

Be able to coordinate music and simple body movements

in formal and informal situations.

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.
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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 sesson 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?



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, ete., 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 fulecrum,
shifts somewhat, particularly if his heels must be moved
vertically or horizontally; the mallet performer, by the slightest
shift in weight and fulerum, 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-
tion 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 siriking tools and
striking surfaces. Each human joint has a*goint 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 pertinent
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.

Example 1 T \/‘

xample 2L

b a1
lnmﬂl,e%

Euw:&ﬁ \\

v

arba
W—W= yeS

w’

Exam /D le
nare

W =\/eS

L‘w. = No

Examp/e

4 %hﬁ %%nb%‘

M= B g £ F |

Vositrin. Tarersme Thversian 'P.aémﬂiwsm Lipersion

7. The subject of ornamentation on all percussion
instruments is so huge that it deserves a book in itself. Its
historical perspective, its relevance to various changing social
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 flam, striking the
new bar firmly with the right hand while using the tiny tap in
the left hand, leaving the mallet tip on the bar momentarily
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, but rather the
complete pattern in one sweep (example 5).

(to be continued in a future issue)
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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 Flam”

Several students have asked me about the so called “French
Flam” as used in some music of French composers, notably
Maurice 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 Philharmonie, told me that Ravel heard the Vienna
Philharmonie shortly before he composed La Valse. In Vienna,
Hochrainer says, the style is to play flams very tight, or close
and he suspects Ravel wrote them in this way ¢ 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 Flam” does not
differ essentially from what we in the United States know as a
flam. I posed the question to Francois Dupin, Soloiste a
1’Orchestre de Paris, Professeur au Conservatoire National de
Bobigny and author of Lexique de la Percussion. M. Dupin
offers the following:
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“First of all—French Percussionists don’t know that
Americans distinguish a French Flam 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 flam. . .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 flams in traditional military
fashion: fJ 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-
tion” (Pictures at an Exibition), he wrote the flams
thusly: in Limoges-Le marche. For him, no doubt, it
was the quickest way to write a flam. But it is nothing
more than an ordinary flam. In my opinion, it is not a
satisfactory manner in which to notate the flam 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 notation is, therefore, impossible to execute. It 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 measuf_c_e_ ,?t; La Valse where he wrote 4 quarter notes

thusly: JJJd3J
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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 (2ll 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-tubular 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 of

Percussive Notes because I am expecting a few more which

should prove more informative to us all.



PUBLICATIONS
and
PRODUCTS

Material Compiled by
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 (1) 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 compositions written 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 entitled “The Percussionist’s Guide” to the
music of Southern Music Company.

S & S SCHOOL OF MUSIC, N. Keim & Buchert Rd., Pottstown,
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 arrangements of many Christmas
tunes, and information about a new timpani book by Schin-
stine.

UNIVERSITY OF IOWA PRESS, Iowa City, Iowa 52242 has
published a new book by Michael J. Budds entitled “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 composition “TIMEPIECE” by Murray Houllif has been
added to the catalog of PERMUS 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.

NEW PRODUCTS

THE AMERICAN CONFERENCE’S Instrumental Odyssey, 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,

CAMBRIDGE RECORDS, 125 Irving Street, Framingham, 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 Fairmount 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, Palisades
Park, N.J. 07650 is a manufacturer which specializes in quality
Latin-American percussion instruments and accessories 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
be 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,
II, 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 timpani tonal indicator. These tuning devices can be
ordered from S & S School of Music, N. Keim and Buchert Rd.,
Pottstown, PA 19464.
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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.Q. Box 198, Accord, MA
02018 has introduced two new cymbal designs to their line
including the ML; Swish and the Earth Cymbal pictured below.
Additional information can be obtained by contacting the
Zildjian Company at the above address.




complete selection in percussioninstruments
including top namesin

xylophones »» vibes ¢« marimbas

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

218 S. WABASH AVE. DOWNTOWN, CHGO 8thFL. 312:427-8480
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! THE NEW SYMPHONIC CASTANET !

Kastuck Percussion

Studio Castanets are hand made from imported grenadilla wood, mounted on
a new and improved handle, and available in three different sizes:
DZICOZI”Z M%JZC C&thlOg small, medjum, and large. The small (#5) castanets produce a high,

bright, and cutting sound; the medium (#6), somewhat lower in pitch,
produce a more mellow sound; the large (#7) are low in pitch and

have proven particularly useful in softer passages as well as louder
2 NEW V0|umes A passages. The new improved handle allows for maximum control,
rhythmic articulation, and beautiful tone.

s b . For further information contact: Frank Epstein, ¢c/o The Boston
Send .2'50 for jmblubmg, postage and Symphony Orchestra, Symphony Hall, Boston, Massachusetts 02115,
handling to:

or your dealer.
KASTUCK PERCUSSION STUDIO

25 Brookside Road
Ridgefield, Conn. 06877

(203) 438-2910 \ MORE NEW PRODUCTS
Also featuring new vibe solos MIKE BALTER MALLETS, P. O. Box 531, Northbrook, IL

60062 announces the design and availability of the Gordon
Stout Solo-Tone™ Mallets. There are four hardnesses from
extra-hard to soft.

by Steve Kastuck

$6.50 b

$1.50 b ( d. E. STOESSEL, 410 Grant St., Lemont, IL. 60439, (also see
E ad on page 19 ) announces two new products just developed.

Star SklPng ¥3.50 b (l)pAg nevg type tambourine j?ngle called “Alloyp3' and

Crystal Light $1.50 b having an even more brilliant and penetrating ring than the
January Song $1.50 B Stoessel German Silver and Phosphor Bronze jingles.

y (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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FOUR MALLET KEYBOARD PERFORMANCE: A CONCEPT FOR BEGINNING
INDEPENDENT ROLL DEVELOPMENT - GARY D. COOK

VIBE WORKSHOP: MULTI-KEYBOARD PLAYING - ED SAINDON

TEN SIO N ve

BASIC DANCE RHYTHMS - PART HI - JIM PIEKARCZYK
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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 “tight” 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. It 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.
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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.

* The drumming styles of Jack DeJohnette, Tony Williams and Bernaxd
Purdy among others are examples of intensity applied expertly and
exceptional elasticity of form.

The Author

CHARLIE PERRY is one of New York’s leading teachers,
clinicians, and writers of 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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PRACTICAL DIRUM SET STUDIES

BASIC DANCE RHYTHMS—PART 11l
(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 doble. Understand-
ing parts I & II will aid understanding part III. 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

T 1 1
r 1 1 —T.

F B

Baes Drum

Floor Tom-tom Sasre Drum Small Tom-tom R-Cymbasl LCymbal

#1 MERENGUE
Note: (snares off)
think in a two bar
phrase bass drum
is played on 1 &
2

also, use the tom

tom’s to add
color.
ARGENTINE TANGO

(snares on)

MAMBO
Note: right hand-on

cup of cymbal or
play cow bell.

#1 left hand-on snare

by drum with snares

e off along with
tom tom’s.

TEur y—joladed g #2

FEEESEEESE bass drum plays
onl &2
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SAMBA

Note: two bar
phrase to make
up rhythm
play on closed
hi-hat
bass drumon 1 &
2.

#1

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

right hand brush,
play left hand
stick, both hands
on the snare
drum.

#3 same technique as
in #2. Also, try
mixing all three
patterns together.

NANIGO

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

o
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#2
AMERICAN POSO DOBLE

Performed in the
same manner, —
but 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 as
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 1 have stated in one of my earlier columns in Percussive
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. . ...



t 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.
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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.
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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
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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 attention 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 bottom head should be looser, yet
having about the same pitch as the top head. Adjust the snares
8o they respond with a bright snappy sound.

TIMPANI SOLOS

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 timpani 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 timpani 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.

o —4
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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 howl 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. Daily 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 possible., 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 instrument
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 not
more important than, technical ability. Having someone, prefer-
ably a percussion instructor or music teacher, listen to and
critique the solos, daily 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

BRIAN K, SHEPARD, a senior at the University of Kansas,
Lawrence, KS., is majoring in percussion under George Boberg,
and serves as President of the KU Bands, and Section Leader for
the KU percussion section. He has been active 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,
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VIBE WORKSHOP

By Ed Saindon

MULTI-KEYBOARD PLAYING

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
mallet 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
459, 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, ete. are placed
upon the mallet player. These now become valid and viable
resources employed in this multi-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: 4 3 2 1

VIV

In the first example, all 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.)
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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.
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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.
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This next 8 bar example (B section of Nica’s Dream) utilizes
a “Walking bass line” played on the marimba while the melodic
line is played in octaves on the vibe.
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This next two bar example has a melodie 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.)
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The 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.

” ? ﬁ_ [} I
X i 1 (3] [ [ ]
M = 1 == .:Eﬁ' S
BV (Fe[#3F 3] [F[*=[*% e
T = —
(2.3 7 3 > 1;- 4 > 3 - =
[1 (] —f 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.
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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.
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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 8rd measure,
the L.H. starts on the marimba and then proceeds to the vibe to
dampen a counterline on the 2nd 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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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
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David Samuels. He received a BM in Music Education from
Berklee College of Music in Boston. For the past few years, he
has been on the faculty at Berklee teaching private lessons
(vibes), mallet ensembles, ear 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.S. day held at
Berklee in April. Ed will have a book coming out in the spring
of ’79 published by Berklee Press, which will deal with
dampening on the vibraphone.
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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 opportunity to experience first hand at
the past few Percussive Arts Society International Conventions
has inspired even novice keyboard players to attempt 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 Keiko 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 musician-
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, Ervin, Burton, Friedman, and Samuels, to name but 2
few. However, due greatly to PAS activities both on the state
and national level and to Deagan’s and Musser’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 writien 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 attempt such feats
as four mallet independent rolls they find their techniecal
development to be infantile or perhaps even embryonic! The
concept of the four mallet independent or Musser-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 motion” 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 infervals should
also be used to develop total control.
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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 37-4” 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 “rotation” 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 motion
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.

Each 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 combinations 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.
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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-
thythms 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 instrument 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.

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 invexsions 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 the 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 experiment with 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, Moore,
Neuhaus, Whaley, Ervin, Holmgren and the solo literature of
Musser, Stout, Helble, Penn, Mink, Peters and many, many
others.

The Author

GARY D. COOK is head of the percussion area and Assgistant
Professor in the School of Music, University of Arizona in
Tucson. He holds degrees in percusgion from the University of
Michigan and was the percussion instructor at Louisiana Tech
University before accepting his current position at Arizona. He
has traveled widely in this country and in Europe studying,
teaching and performing. He is presently principal percussionist
and timpanist with the Tucson Symphony and Arizona Opera
orchestras and is an active conductor and performer of chamber
music at the U. of A. As a composer, Prof. Cook has written
works for percussion ensembles and soloists and is author of the
text Teaching Percussion soon to be published by G. Schirmer
Books of New York.
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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

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 Milhaud 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 Milhaud 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 “Exhortation’’ scene with spoken chorus and
percussion was so well received at the premier that it was
encored.b

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.?

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.?

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.19 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 Faure as soloist with the Orchestra
of Radio Luxembourg.11

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
“multiple 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 be 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 rthythm 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
time with the quarter note at 76 beats per minute) closes the
work with a somewhat anticlimatic diminuendo in the last eight
measures. Performance time 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 modality 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 NN
Winnipeg, Canada .
Ao CITRA S IRERLE -THOD “cAR Be
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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, but I
have seen one with skins 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 bottom 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.

AT o Tie PRUYD
I The e PAXTof
B oatan,

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 most any form of fiddle
musie, I sat in the square-dance band last summer and my drum
enjoyed that just fine, too.

When 1 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, but it’s still a relatively obscure instrument.

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

The Chieftans-feature Bodhran in fine 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 mention is Martha Nagler of
Larkspur who manages some very 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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Programs

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

ATTENTION - ONLY PROGRAMS
THAT GIVE PUBLISHER INFORMA-
TION ARE PRINTED IN PERCUSSIVE
NOTES. (Always write this information
in on your programs before sending
them. By doing so it will make the
Programs listing much more valuable as a
resource for locating and ordering litera-
ture by all of our readers.) ONLY
REGULAR PUBLIC PERFORMANCE
PROGRAMS ARE NOW INCLUDED IN
THIS COLUMN, “STUDIO CLASS,”
“PERFORMANCE CLASS,” ETC. PRO-
GRAMS SHOULD NOT BE SUBMIT-
TED.

ALABAMA

University of South Alabama
Parcussion Ensemble

Dr. John J. Papastefan, Director
2719729

Classical Harch in o-Brand
{Bramcra}

Ritmo "ondo (flamenco)-Surinach
{ne)

Concerto for Percussion Ensemble-
3rand (Brasora)

Sonata for Piano and Percussions
Brand (Bramora)

Sonata for Piano and Percussion
Ensemble-Glanville-Hicks (AMP)

=Aspan® Pexcussion Quartet No. 3
Brand (Bramora)

Russian Percussion-Stotesbery
{Bramora)

Puranit for Solo Marimba and

Nipponess Miniatures for Percussion
White (White)

Timplana-Goodman (Belwin-Mills)
Minor Time-Bob Tilles {(Downbeat)
Just Plippin’-Xraus {Belwin-Mills)
A Time for Jazz-Spears (Southern)

Senior Recital-Teresa J. Harzis,

Pexcussion 2/1/79

Furioso and Valse in D minor-Hatch

{Harisabas Unlinited}

Ballade-Stabile (Honour Publ.)

Preludes, Opus 37, 1,2,4,8-da Gastvne
)

Just Plippin-P. Xraus (Henry Adler)

ALABAMA STATE UNIVERSITY

Student Recital-van T. FIes, Director
271379

March for Two Pairs of Xettle Drums

A & J. Philipor (McGinnis & Mary)
Parcussion DeBate-L. Snider {Pro Art)
Hungsrian Dance No. S-J. Bratms (Rubank)
Sounds of the Xabuxi-Daviw (Creative}
Etuda (Opus 6, No.9)-C. Musser

{studlo 4 Publications)

Concaxt H 1)
"Ade to Grace”sG, McPhearson (manu)
Scherzo-M. Peters (Mitchell Peters)
Prelude No, =5, de 7astyne (Yereol)
Untitied Piece-Unkuovn (manu)

Invention it D Major«Y.S. Bach KKendor)
Flitation-D, Rogers {(Southern}

ARIZONA

The Wniversity of Arizona
Fercussion Quartet - 10/7/77

v Acts for Three Plavers-R. Finnev
(C.F. Peters)

Three Studies fn Fours-R. Pinney
{C.F, Peters)

The Universitv of Arizona
Pexrcussion Fnsemd.
Gary Cook, Director, 10/29/77

Musica Battuta=H. Schiffman (AMP)

A La Samba-M. Peters (Peters)
Auriqa-R.S. Rrindly (C.F. Peters)

French Sulte-W. Xraft (WIM)

Swords of Moda-Ling = G. Peters (Peters)
Suite for Percussion-W. Xraft (Belwin=
Hilla)

Bach to Pop-Marinba Ens. (menu)

Three Studles in Fours=R. Finney {Peters)

The tniversity of Arizona

Wind Ensemble) Gilbert Baker, Marimba
4719778

Concertino«P. Creston (G. Schirmer)

The University of Arizona
Parcussion Fnsenbles

Garv Cook, Pirector, 4/2A/78
Fip-Fop-Puppe = L. Spivack (Lang)
Toccata=C. Chaver (Belwin-uills}
Sunrise CeremonialeG. Cook (manu)
Baromatric Readings-P. Xoch (Sea Saw)
Horunculus €.P.-J. Perrv (Southern)
African Welcome Piece-R. tdow (UMMP)

The University of Arizona

Senior RecitaleLarrv Reeder

4729778

Fantasy on Japanese Woodprints-

A, Hovanesa [C.F. Peters)

Pirst Mexican Dance-G. Stout (Studic 4)
Ztude fn AR, Op. 6, No. 2-C.0. Musser
{studio 4)

Trianqulation for Six Timpani and
Electronic Tape-R. Cucinotta (Lanq)
Duo for Percussion and Piano~B Pillin
(WIM}

Barometric Readings-F. Koch (See Saw)

The University o” Arizona
Master's Recital, Gilbert Baker 6/22/78
Chinol Ter/C:

(Foley Fisher)

No. 9 Zyklus-K. Stockhausen (Universal}
Diptych-G. Stout {(manu)

Concertind for Marinba and Orchestra-
R. Xurka (Keintraub)

The tniveraity of Arizona

Recital) Gary Cook, Percussion 10/11/78
Eight Sonas for a Had King-P.M. Davies
Boosey-Havkes)

The Universitv of Arizona

Contemporary Composers Forum

Music of Geo. Crumb 11/1/73

s, Book II1 and IV (C.P, Peters)
Songs, Drones and Refrains of Death
(C.P. Peters)

The University of Arizona

Percussion Ensembles, Gary D. Cook,

Director 11/21/78

Percussion Movement from Symph. #1-

A. Tcherepnin (Presser)

Concerto for Percussion and Wind Ens.-

K. Husa (AMP)

Antiphonies-S. Leonard {(Leonard}

Tambuco-C. Chavez (Relwin-Mills)

Song of Queztecoatl-L. Haxrison (MFR}
Lo Dancers

r
and Artists-Improvisation

CALIPORNIA

San Jose University
Percussion Ensesble 12/11/78
Sonata No. 4 for Violin, Pianc & Perc.-
A. Cirone (Cirone)
for
R, McCormick (manu)
Yive Items for Sopranc & Percussion—
A. Cirone/Harrison (Cirone)

ity of South rilorida

Parcussion ¥nsembls; Robert McCormick,
Conductor = 1/4/79

Tres Zstudos-Lacerda (P.Price)

Adaglo for Strings-S. Barbar (Schirmer)
String Quartet No. 4-Bartok (Boosey &
Hawkes)

Duets for Percussion - R. McCommick
{Schirmer)

No. 5-M.

University of South Florida

Percussion Ensemble-Robert McCormick,
Conductor 11/26/78

C for . Trombley

{manu)
String Quartet #4-B, Bartok (Relwin)

No. S-M.
Tres rstudos-O. Lacerda (P. Price)
Three Dithyramboi~R. Shechtman (P.Price)

University of South Florida

Faculty Recital; Robert McCormick, Perc.
177779

Two Pleces for Unaccompanied Timoani-
. McCormick (menu)

Jeu~Parti-M. Ptaszynska {P. Price)

TWo Mexican Dances-G. Stout (Studio 4)
Fantasy Duos=R. Meyers {Artisan Music)
Fncounters III-W. Xraft (WIM)
Improvisation for Drum Set=R. McCormick
{manu)
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University of Wiami

Student Recitals Terence S. Gunderson,
Percussion 4/3,

Four Songs for Med. Voice & Vibraphone=

G. Steiner (See Saw)

Concertino for Marimba & Orchestra, Op. 21-
P. Creston (G. Schirmer)

Skatch for Double fuartet-J. Lawis (M)
The Man I Love-Gershwin/Ounderson (manu)
Dill Pickles-C. L. Johnson (manu)

University of Miami

Student Recital; Sam Ruttenbery, Percussion
2711778

Canaries-E. Carter (WP}

HKarch-E. Carter (A}

Concerto for Marimba & Orchestra-J. Basta
tarr)

Bouree and poures Anqlals-J.S. Bach
L'Histoire du Soldat-I. Stravinsky

{3, & W. Chester)

IDAHO

Boise state University
Yaculty Recital; John Baldwin, Percussion
10/20/78
Ephemerons-A. Russell (Alphaus)
Concerto for Marimbe & Vibraphone =
D. Milhaud (Enoch)
Five for Organ & Marimba - M. Noberts
{C. Fischer)

Boisa State University

4 by
Dr. John Baldwin 10/22/78
Russian Percussion-L. Stotesbery
{Bzamora)
Two Plctures for Percussion- J. Sutcliffe
Py
Sonata for Plano and Percusaion
P. Glanville-Ricks (AMP)
Tetra-A. Russell {Alphaus)
Coatrarhythmic Ostinato-C, Xverson
(FP)

3o State University

Percussion Ensemble, John Baldwin,
Dixector 11/19/78

Plunkin' Peter-P. Barnard/J. Baldwin
{manu)

Concerto da Cawera, No, 5-D. lLosb
Lang)

Quintetto III-J.F, Pater/Baldwin (manc}
Galop-D. Xabalevsky {manu)

Espana = Spanish Rhapsody-E. Chabrier/
Wisdom (manu}

Dizzy Pingers-Z, Confrey (manu)

Boise State University

Student Mecital; Mobert Allen., Snare
Drum 9/1/78

Sonata for Snare Drum & Piano~E. Xoha
(4 Cole)

doise State University

Student Recital; Percussion Ensemble,
J. Baldwin, Director 10/20/78
Concerto da Camera, No. 5-D. losb
(zang)

Boise State University

Student Mecital; Percussion Enzemble
J. Baldwin, Director 11/17/78

Dizzy Fingers-Z. Confrey (manu)
Galop=U. Kabalevaky (manu}

Espana - Spanish Rhapsody-E. Chabrier
{manu)

ILLINOIS

Quincy College

Senior Recital; Steve Hufford, Parcussion
3/11/79

Fanfare for & New Theatre-I. Stravinsky
(Boosey & Hawkes)

Sonata for Threa Unaccompanied Kettle Druma~
D. Jones (Hinrichsen)

Trois » Aubain (A

Two Part Invention No, 8«J.5. Mach (Schirmer)
Concertino for Marimba & Orchestra, Om, 21~
P. Creston (Schirmer)

Space Model-H. Ptasyzinska (Lang)

Illinols State University

Percussion Znsemble 11/29/78

The Swords of Moda-Ling-Peters (G. Peters)
Toccata=Cha'vez (Mills)

‘The Sonq of Queztecoati-Harxison (MFP)
Lento-Schlenck/Peters (rranks Drum Shop)
Matona Mia Cara-Lassus/Peters {(Franks 0.S.)
Parade of the Wooden Soldiers-Herbert/Hatch
{Hateh)

Phonatics-Delp (Xendor)

Ostinato-Heyer {(Xendox)

Eastern Illinois University

Senior Recital; John A. Williams, Perc,
276779

Suite for Marimba-A. Pissinqer (Perc. Arts)
Pour Pieces for Timpani-J., Bergamo {MFP)
Conversation for Multivle Percussion Solo-
D. Witten (Southern)

Suite for Three Drumsets-S. Elias (Creative)
Stamina for Solo Snare Drum-H. Markewvich
fCreative)

Eastern T1linois University

Percussion Ensemble; Jef{ Pellaton, Director
12/15/78

Cameleon-arr, J. Lane (manu)

01d Devil Moon-arr, J, Pellaton (manu)

Just the Way You Are-arr. J. Pellaton (manu)
Yeels So Good-arr. J. Pellaton (manu)

Night in Tunesia-arr. J. Pellaton (manu}

Eastern Illinois University
Graduate Recital; Jeff Pellaton, Percussion
11/20/78
Tvo Scenes for Marimba-S. Hixon{Permus)
Stick-it-E. Clonek {manu)
Three Pleces for Four Timpani~E. Carter
[Associated)

for Sole Mivoshi

(J.X.A.)
Thres Pleces for Vibes~G. Steiner {Sees Sav)
Spain«C. Corea (manu)



North Park College

Guest Recitaly Linda Maxey, Marimba
5/15/78

Inventions and Xnterludes-C. Hoag [Price)
Capriccio-H. Tomase {Leduc)

Canzona~S, Barber {Schirmer)

Etude in A flat, Op, 6, No. 2 (Gamble Hinged)

duction at Rondo Capri 0p. 28=
C. Saint Saenz {C. Fisher)

American Conservatory of Music
studont Recital; Peter Rogala, Percussion
11/3/98
Twe Etudes for Vibraharp-D., Friedman
{Rerklee)

Sonata for Timpani-¥, Beck {Boston)
Prelude ¥o.3 in A Minor-H. Villa-Lobos
Suite for Marimba-A, Fissinaer (Perc. Arts)
Prasludium-Bach~Xreisler/Dutton

& r Mood~Y. Dutton (Perc. Arts)
Piktchure=-P.Roqala {manu)

Adventures for one=R. Stern (MFP)

uo=P, Rogala/Skoog {manu)

Xhe American Conservatory of Music
Percunsion Ensemble;y James Dutton, Conductor
11/5/778

Caremonial=P, Creston {Schirmer)

IV for Bight Parcuniemuu-aeyct {Pleisher)
Auto A
Percussion Music for Three Phyen-G.
Strang (Presser)

Three Chorals for Marimba Orchestra-

arr, 3. putton (manu)

Tondo alla Turca-W.A. Mozart/Schultz imanu)
Sonata No. 1 & Majore Mozart/Schultz {manu)
The Blind Mice are Strutting=Colombo
{Colombo)

)umh uurh in sdnq Tinme=Colombo (Colcnbo
51} v Wheeler

'ﬂu Anerican Conservatory of Music
Student Recitaly Joseph Ferre
“16}75

fox
(s-o sav)
Sonata No. 1 for Timpani & Piano-A. Cirone
{Civone)
Introduction et Rondc Capriccioso, Op. 28
€. Saint=Saens [(Schirmer)
Sonata for Two Pianos & Percussion=
B, Bartok (Boosey & Hawkes)

Western Yliinois University

Student Recitaly C. William Rice, Pexc.
A718719

MultieSonics«G. Deibolde (MFP)

Recital Suite-W, Watson {(MFP)

Recitative & Improvisation-E. Carter (AMP)
Ludus Americanus-W. Schaidt/Pillin (WIM)
Duo Miniature-P. Tanner (MFP)

Sonata No. 2-A. Cirons (Cirone)
NasstosoF, Hinger [(Hinger)

INDIANA

Indiana State University

Student Recitaly Bruce Lehman, Percussion
1077778

Canaries-E, Carter {(AMP.

Marimba Suite-P. s’.fhr {Brightstar)
English Suite-W, Kraft (AMP}

Fantasia in G Minor=G.P. Telemann (Schirmer)
Scherzo for Four Timpani & Piano-D. Graeffe
{mre}

Concertino for Xylophone=T, Mayuzumi

{C.F. Peters)

rt Presbyterian Church, Michigan city
Bud Recitaly Linda Maxey, Marimba
12/18/77
€

Barber (G, 2
Christmas Medley-Trad, {(manu}
Intro, et Rondo Capricioso, Op. 28
€, Saint-Saens (C, Pischer)

Indiana Untversity

Student Recitaly Daniel M. Heslink 4/3/78
Inventions-J,S. Bach (manu)

Poene, Op, 25-E. Chausson (manu)

Yellow Aftex the Rain-M, Peters/Heslink
{4, Peters)

Two Hexican Dances-G, Stout (MPP)
Krissa's Dance-D. Heslink (manw)

Hoto perpetvo, Op. 11-N. Paganini (manu®

Tow

Drake University

Student Recitaly BPrenda Westervall, Perc.
2701779

March & Polonaise for Kettledrums-J, Tausch
(Patexs)

bustto Concertante-I. Dahl {wIM)
Sonatina~K. Xohn (Pischer)

Concerto for Marimba-J. Basta LMr®)
Rainbow Ripples~G.H. Greene {manu)

arz. Westervall

Nid-West Marimba Ensesble 1/21/79

Qverture to the Hariage of Figaro-

Mozart/Musser (Fischer)

Three Dances from the Danserye-susato

{vincent

The Galioping Comedians-Xabelevsky

{Peters}

Woodworks-Bach (Bach)

Bolero-Rosales/Husser (Fischer
down™ & (manu)

TOm P
China Stomp-L, Hampton (manu}
The Green Mountains~S. Swallow/Smith
irticlle)

Black & White Rag-G. Botsford/smith
{manu)

Calamity-Did. Dlsen (manu)
Xylophonia=Y. Green (maru)

Powder Puff-H. Breusr/Norgan {manu)
Back Talk-H. Breuer/Kaptain (manu}

Drake Oniversity
Faculty Recitaly Laurence Xaptain,

Percussion 2/18/79

Zyklus-X, Stockhausen (Universal)
Time=M, Miki (Urgaku No Tomo)

“wo Mexican Dances-G. Stout (Studio A)
Sonata for Two Pianos & Percussion=
Bartok (Boosey & Hawkes)

Iowa Arts Council Solo Touring Artist,
Laurence Xaptain 1/12/79

No. 9, Zyklus=K. Stockhausen (Universal)
Die « Payson

Three Pieces for Marimba-Musser (Studio 4)

Salig ist die Seele-J.S. Bach {Fischer)

Welsh Hymn~L.M. Stevens {(manu)

Time-M. Miki (Orgaku No Tomo)

Two Mexican Dances-Stout (Studic 4)

Drake University

Percussion Ensemble; Laursnce Kaptain,
birector 1/30/79

Four for Four-R. Keuer (x«ur)

. Gaug
Pliatan (Echoes oz r.h- -clnn)-).‘.. Hatch
(Hatch)
Chaka Waka-D. Carlson {Cosmos)
KANSAS

University of Missouri-Xansas City
Percussion Ensemble; Michael W. Udow,

Director 12/3/78

Pulse-H, Cowell (C.F. Peters)

Suite for Weatherkings-W. Kraft (Mills)
Four Movements for Percussion-M.W,

Udow (ACA)

Music for Skinheads-1. Cresswell

(manu}

Las Moutons de Panurge-F. Rzewski (manu)

The University of Xansas

Faculty Recitaly Linda Maxey,
Marimba 9/25/78

capriccio=H. Tomase {Leduc)

sonata in G Minor-J.S, Bach (manu}
Nocturne, Op 72, No. 1-Chopin (manu)
Vocalise, Op 23, No. l4-Musser
{Gambel~Hinged)

The University of Xansas
Percussion Ensemble; Georgs Bobexg
Director 3/6/79

Afrs & Cadenzas-S, Shumway (PPP)
Concerto for tuba and nercussion-
W, Hartley (J. Boonim}

Take That-W, Albright (T. Presser)
MARYLAND

Towson State University

& Marimba bley Dal
Rauschenberg, Director 11/12/73
Cataphonics-Weiner{U. of Miami)
Momentum-W. Kraft (Southern)
Concerto in C Major~ Telemann {IMC)
Selections from"Carmen*~Bizet/Musser
{Forster)

Y /Y0$CO,
{manu)
‘The Swords of Moda-Ling+-G.Peters (FDS)
African Welcone Piece-M. Udow (U. of
Hiami)
Bali-D, Gordon [MFP)
Motifs de Batucada-C. Gaber {manu)
La Barba-arr. Rauschenberg (manu)

Peabody Conservatory of Music
Student Recital; John Roeland, Perc.
3721778
Sonata No, 4 in D minor for Solo Violin-
J.S. Bach (Schirmer)
The Love of L'Histolre-C. Delancey
(4, Peters)
Variations for Solc Xettledrum-
{MFP)
Etuda No. 6 for Timpani-F. Begun
{B. Thomas)
Etude No. 7 for Timpani-F. Begun
{B. Thomas)
Etude No, 21 for Timpani- F. Begun
(3. Thomas)
Concerto pour bhatterie er petit

h Milhaud (Uni 1)

MASSACHUSETTS

University of Massachusetts

Student Recital; David Wiener, Perc.
3/1/79

§ Etudes for Marimba, Book 1-G. Stout
{P.Price)

Threa Sketches for Six Timpani~D. Wiener
(manv)

Concerto for Percussion-Sveshnikov

it 3

Lang,

Najima-J, Coltrane {(manu)

Like Sonny-Coltrane (manu)
Lush Life-B, Strayhorn (manu}
A Love Suorema-Coltrane (manu)
Moment's Notice-Coltrane (manu)

lmivanitz of Massachusetts-Amherst
cussion & Marimba Ensemble; Dr. Peter

ll. ‘Tanner, Director 2/6-9/79

¥o. )=
Tcherepnin (Presser)

Phonetiks=-Delop (Kendox)

b

Pralude & Double Fugue-Reichert (Lang)
Spectrum-vincent (Vincent)

‘Thres Dithyranmboi-Shectman (Price)
$ix Pieces-Cann (Cahn}

For Four
Conflict of Interest-Delp (Kendor)
Baile de Tres Piernas-Delp (Berklee}
A Time for Jazz-Spears {Southern)
Jazz Variants-Beck (Boston)
Morning... Glory-Delp (Kendor)
Matona, mia caxa-Lassus/Boyd {Peters)
Intermezzc (Cavalleria Rusticana)«
Mascagni/Vincent

Io pur respiro-Gesualdo/Tanner
Andante (Piano Concerto, K. 467-
Mozart/Tanner

Dansa Macabre-sSaint-Saens/Vincent
Farandole (L'Arlesienne Suite $2)~

Blu:/.:unm
Andani Yo. haikowsky
Bel.om-nonlu/mua:

Gmnl-ucuonn/mnh (Paeuu)

MICHIGAN

Michigan State University

Composer's Symposium of New Musicy
Karel Husa, Guest Conductor 11/16-17/76
Dava Morris, Percussionist

Concerto for Percussionist & Wind Ens.-
3. Blahnik (manu)

Concerto for Percussion and Wind Ens,~
X. Husa (AMP)

-63-

Michigan State Uni it

Student Recitaly David Morris, Pexcussion

1715719

Suite for Marimba-A. Fissinger {(Perc. Azts)

Prom "Eight Pieces for Four Timpani®

E. Carter (AMP)

Journey Past the Unicorn-J. Stamp {manu)
frad i 1)

Concerta pour Batterie et Petit Orchestre-
D. Milhaud (Universal)

arcu!

Dlr'ctut 11121.178

Overture for Percussion Ensemble-J.Reck
{Kendor)

Momentum-W. Kraft (sau:hnm)

October
Chambar Conc-:to-m Liptak (unu)
5 Miniatures-W, McCauley {(Leeds)
Particles-T, Brown (Southern)

Michigan State University
Guest Recitaly Linda Maxey, Marimba

1/716/78

for
Marizba-C. Hoag (P.Price)
capriccio~H, Tomas! (Leduc)
Canzone~S.Barber (Schirmer)
Concertino-P. Creston (Schirmer)

for Clarinet &

Xalamazoo College

Guest Recitalsy Linda Maxey, Marisba
12/1/11

Prelude and Licks for clarinet & Marimba-
C. Mais (manu)

capriccio~H, Tomasi (Ledue)
Canzone~Barber (Schirmer)

Concertino-F. Craston (Schirmer)

Hestern Michigan University

Guest Recital; Linda Maxey, Marimba 10712777
Loure, Preludio=t.S, Bach (manu)
Canzons-Barber {(Schirmer

Capriccio~ M. Tomasl (Leduc)

Meditation=P. Creston {(Schirmer}

Prelude and Licks-C. Mais (menu)

Fantasy on Japaness ¥Wood Prints, Op. 21)

A. Hovhaness (Peters)

toai

at Rendo
Op. 28-C, Saint-Saens (C. Pischer)

n _Hichigen Univers
Guest Recitaly Linda Maxey, Maxrimbs
10/719/77

Inventions and Interludes-C. Hoag (Price)
Goncertino-Creston {Schirmer)
Introduction et Mondo Capriccioso,

Op. 28 {Pischer)

Hope Colleqe

Guest Racitaly Linda Maxey, Marimba
1724778

Prelude and Licks-C. Mals (manu)
Capriccio=H, Tomass (Leduc)
Canzone-Sarber (Schirmer

MINNESOTA

$t. Cloud State Universit:
mtmwnm—apu:n.
Pexrcussion 1/14/79

Morris Dance-W, Xraft (WIM)

No. 9 Zyklus~K. Stockhausen (Universal}
Chorale: Von Gott Will ich nicht Lassen-
J.S. Bach {H{tt Rinehart Winston)

Welsh Hymn~tradit. (manu)

Three Pisces for Marimba-Muszer (Studio 4)
Time=M. Miki (Ongak Mo Tomo)

Two Mexical Dances~G.Stout (Studio 4}

College of St. Benedict

Faculty Recitals Fred Harderness,
Percussion 1/16/79

Sonata ¥o. 12-N. Paginnil (Schirmer)
Sonata IXI-G.P. Hendel (Schirmer)
Mexican Dance No. 1-Btout (Studic 4}

Duo for Massoon & Percussion -E. Chindler
(BramoTa)

Green Mountains-%, Swallow {Etoile Husic)

St. Cloud State University

Percussion Ensemble, Moxrris A. Brand,

birector 1/21/79

Maxch for two Pair of Xettledrums~

A& 3. Philidor (Marx & McGinnis}

String Quartet Op. 33 No. 3«J. Haydn

{D. Vincent)

Serenade in D-M. lnml (lan)
Cirons

"Claveland™ Percussion {Quartet No, 4«

M. Brand (Sramora)

Hacalester College
Student Recitaly Kathryn Weingarden,

Percussion 11/19/78

Drusmex's Jig-Firestona (wanu)
Estudic 5, €, & 7-Sor/Sebovia (Marke/
Balwin-Mills)

tor Timp. Ridout
Concertino for Marimba-Craston (Schirmer}
Da-Dit-W. Xraft (Award)
Rhapsodic Fantasie~M. Edwarde/Lisst
(rubank)

MISSISSIPPI

University of Southern Missiseippl

Student Recitaly Howard Joinew, Perc.
1/23/79

Inspirations Diabolique«R. Tagawa (WIM)
Thene and Variations for Pour Timpanie

F. Ployd {Studio 4)

Concerto for Marimba Y Orchestra ~K. Xurka
{Weintraub)

Powder Puff-H. Breuver (manu)

University of Southern Mississippi
Student Recitaly Joellen Brooks, Ferc.
11/19/7

Synchronisms No, %, for Percussion Ens,~
M. Davidovsky (Maxks}

Toccata for Marimba & Parcussion Eng.~
Ko Xelly (ACAY

Duatting Concertante=I, Dahl (Broude)



University of Southern Mississivpi

Student RecitaljJames Hamilton, Percussion

779778

Pour VERSES for Timpani-M. Houllif (PPP)

uiet Movement, Xanon Fantasy~-for Two

Harimhas-S, Huston (manu)

Inspirations Diabolique-for Percuszion Solo-
Tagava (WIN}

Yantasy on Wood Pri .

{Peters)

Unive ty of Southern Mississippi
Pexcussion Ensemble;y Sherman Hong, Cond.
278/79

Toccata for Pexcussion Instruments—C.
Chavez (Belwin-Nills}

Violin Concerto No, 1, in A Minor-J.S. Bach
{Schinstine)

You are the of My Li.
(Schinstine)

Peslings-Arr. Schinstine {Schinstine)
FPowder Puff-Breuer/Joines (manu)

University of Southern Mizsissippi
Parcussion & Mallet Ensembles, Sherman Hong,
Director 12/6/78

Symphony for Six-R. Russell {Price}

Octet for Yeyboard Percussion (MFP)

You Are the Sunshine of My Life-Arx.
Schinstine (Schinstine)

Feall
Powder | Puu-luu-r}-‘lolnn fmanuy

University of Southern Mississippi
Southern Instrumantal Conductors Conference
Shumn Hong, Conductor 2/8/79

L du Sold y {Xalmus}

University of Southern Mississippl

Region VI Confarence, Joellen Brooks &
Howie Joines, Parcussion 2/23/79
Introduction & Allegzo =C. Grainger (manu)
World the Sea-A.

{manu)

Delta State University

Parcussion Ensemble, Douglas Wheeler,
Director 1/30/79

Bayport Sketch-Y, Spears (

Prelude for Percussion-M. Miller (MrP}

@ Rex gloriae-Palestrina {(Uxford U.)
Pughetta alla Siciliana-W. Benson (Schirmer)
Dance of Black-Haired Mountain Storm-
A, Hovhaness (Peters)

Sextet-T, Sive (Wrp)

Summer Mood-J, Dutton (Percussion Arts)
Toccata-C, Chavez (Belwin)

NEW JERSEY

mn College of New Jersey
cussion Enseabls, Paul Price,

Conductor 12787780

Toccata para Instruments de Percussion=

C. Chavez {Mills)

6 Pe-TESP for Pexcussion Sextet-R. Dana

{manu)

Undercurrents~-H. Houllif (manu)

Toccata for Marimba & Percuzsion-

R. Robert Xelly (ACA}

NEW YORK

State University College

cussion Ensemble; James Petercsak

Director 2/9-12/79 {at E.M.E.N.C.,

Atlantic City, N.J.)

Music for Pisces of Wood-S, Reich {manu}
op. 32-M. {manu)}

Tres Estudos ~ara Percussac-0. Lacerda

(rrice)

Troplcussion II-T. Brown (manu)

Windfall-T. Brown (manu)

Manhattan School of Music
b 1 Price,

Conductor 11/20/78

Toccata para instrumentos de percussion-

C. Chavez (Mills)
iations U

for

Ouartet-ll. Mamlok (Peters)

Sensors I-A. Lanza {Boosey-Hawkes)
Los Dicses Aztecas-G. Read {M.H, Cole)

Manhattan School of Music

Percussion Ensemble~Paul Price, Conductor
2/21779

Two Pleces for Timpani-E.Carter {AMP)
Aria #5 for Oboe & Xeyboard Percussion-E.
Schwartz {CRI)

Inventions & Interludes for Clarinet &
Harimba~C. Hoag (PPP)

3 for Multi Houllif
{manu)

Rhvthmetron-K. Nobre (Tonos)

Syracu: nive y School of Music
Percussion Ensemble; John Barker, Director
{Onondaga Community Colleqe), Syracuse

U. Percussion Xnsemble; Ernest Muzquiz, Dir.
137197718

Your for Percussfon-D. Exb (MFP)
Divertimento for Piano & Percussion-N.
Plagello {(WrP)

Concerto for Violin with Percussion Orchestra-
L.Harrison (Peters)

Toccata for Altc Saxophone & Percussion Ens.
A. Stout (Manu)

Sonata for Trombons & PercussionsW, Cahn
{Hanu})

Universit:

nxculnon Ensembles; Ernest Muzquiz and
Michasl Bull, Conductors-11,/29/78

‘Thres Episodes-J. O"Reilly (Schirmer)
Concerto for Violin & Percussion Orchestra-
L, Harrison (Peters)

Toccata for Alto Saxophone & Percussion Ens.=
A. Stout (manu)

Sonata for Trombone & Percussion-W. Cahn
(manu)

Syracuse University

Student Recital; Richard Considine,
Percussion

Movement for Marisba & Harpsichord-R. Helble
{studio 4)

Your Preludes for Marimba-W. Penn (See Saw)
Scherso for Xylop! & Pilano=-M.

(Pischer)

Tambourin Chinolw+r, Xreisler (Foley)

Pas de Deux-A. Russell {(MFP)

Theme & Variations for Drumset-S. Gosek
(manu}

Syracuse Universit:

Student Recital; John Lipton, Percussion
2/9/79

French Suite-W. Kraft (WIM)

Suite for Timpani-M. Houllif (Potsdan)
Diptych for Marimba-G. Stout (manu)
Perturbations-X, Conrad (manu)
Concertino for Marimba-P, Creston
(Schirmer)

Eastman School of Music

Student Recital; Brian W, Stotz, Percussion
11/6/78

Diptych=G, Stout {manu)

Sonata No. 5-W. Schinstine (nnu)

Fantasy on
{manu)
Prelude No. 1 in E minor-H. Villa-Lobos
{manu}

XL plus One-A. Etler

bivertimento for Marimba-A. Yuyama
{manu)

Eastman School of Husic

Percussion Ensemble; John Beck, Conductor
2/5/79

Xochipilli-C. Chavez (Mills)

Interferences II-A, Lanza (Boosey & Hawkes)
Rhythm & Colors-M. Farago (M.M. Cole}

The Bumble-Bee-Rinmsky~Korsakov {(Carl-Fischer}
Four Pleces for Timpani-J. Bergams (MFP)

Nazsau Comwmunity College

Guest Recital; Matthew Xocmieroski,Percussion
4/26/77

Frou the Seven Daysa-K. Stockhausen (Universal)
*Tine" for Marinba-M. Miki (Ongaku)

Sasta, Re e, & Inp; Carter
{assoc)

Duo for Percussion-W. Sydeman (See Saw)

Suffolk Comaunity College

Guest Recital-Matthew Kocmieroski,
Percussionist 12/18/78

Improvision-E, Carter [Associated)
"Notturno e Due Scherz{™-D. Loeb {Lang)
"Time" for Marimba-Hinoru Miki (Ongaku)
Sources IXI-D, Burge (Broude)

Mannes College of Music
Percussion Ensemble; Howard van Hyning,
Director 1/15/79
Crystal Canon-J. Tenney (manu)
Toccata-C. Chavez (Belwin-Mills)
Concerto for Violin & Perc, Orchestra-
L. Harrison (Peters)
Suite en Concert for Flute & Percussion-
A. Jolivet (Braun)

sms No. 5 for & Tape~
M. Davidovsky (Harks)
A La Naniqo-M. Peters (Peters)

State University of New York-Stony Brook
Student Recital; Dominic Donato, Timpani
Cteve Martino, Vibraphone 11/6/78
March-E. Carter [Associated)

Concert Dust for Flute & Vibraphone-

M. Houlllf (Studio 4)

The University at Albany
Percussion Ensemble, Richard Albagli,

Director 12/3/78

Three Pieces for Percussion Quartet-

W. Benson (MFP)

Song of Queztecoatl-L. Harrison (MFP)
October Mountain, Op. l35-Hovhaness
(Peters)

Song for & . 1
{¥rP)

Pive Pictures-R. Albagli {manu}

Hestchestar Conservatory of Music

Recital of Contemporary American Composgrs

James Earl Barnes, Percussion 2/2/79

Madriqals, Book I - G:orgo Crumdy (Pntars)
h dler-A.

Diversions for Flute & Marimba-P. T‘nncr

{manu}

Duettino Concertante for Flute & Perc.

T. Dahl (Broude)

Westchester Conservatory of Music
Student Recital; Wayne Targove, Xylophone
Janes Barnes, Vibraphone, John Ficchi,
Percussion 12/17/79

Comedians Galop-Xabalevski/Goldenberg
(Leeds)

Concert Etude-Goldberg (Chappell)

Duet No, l-Colgrass (Lawson-Gould)

Wastchester Conservatory of Music
Student Recital; Mike McEvoy, Psrcussion
1721779

Pas de Deux for Clarinet & Percussion—
Russell (MFP)

State University College/Potsdam
Crane Percussion Ensemble; James Petercsak
birector 11/30/78

Chavu {M4il1s)

Octagon for octet=A,

{manu)

Interactions-J, Berqamo (MFP)

Three Movements for Perc. Ens.-R. Xeagle

(MFP)
NORTH CAROLINA

East Carolina University
Student RacitaliMaric Gaetano, Jr.,

Pazcussion 4/11/78

Two Movements for Marinba-T. Tanaka
{Ongaku}

Four Verses for Tympani-M. Houllif

P, Price}

Logarithms - G. Sebesky (manu)

Prelude No. 1-M. Gastano (manu)
Sources 1II-D. Burge (Broudy)

Mexican Dance No. 2-G. Stout (Studio 4)

East Carolina University
cussion Enzemble-H.

Conductors 11/2/78

African Welcome Piece-M. Udow (Mlami U.)

Prelude XXII-3.S. Bach/Peters (FDS)

Matona, Mia Cara-Lassus/Peters (FDS)
for yong Xim

Jones & Rich Holly,

(Peterc)
Raga for Timpani-W. Cahn (manu)
dovak

Salute to Truckers-J.C. Combs (manu)

-64-

ast Carolina University

The
10/16/78
Canticle No. l~L. Harrison (MPP}

Two Asiatic Dances~G, Frock (Southern)
Hosaics-N. Hubbal (manu)

Jazz Variants-3. Beck (Boston)

Plece for M. Paters

ich Holly,

East Carolina University

Student Mecitaly Janet X. Whitman,
Pexcussion 11/17/77

Sonata for Tympani & Planc-A. Cirone
C.

My Funny Valentine-arr, M. Alvey (manuj

University of Worth Carolina

Student Recital; Steve McMugh, Percussion
1}/12/78

Partita for Percussion-R. Croley (Atlantic)
Marimba Suite-P. Sifler (WIM)

March for Pour Timpani-E, Carter {AMP)
Rhapsody for Vibraphone & Violin-J.
DeBeradinis (Ses Saw)

Music of the Day = N, Molenhof {Xendor)

University of North Carelina

Faculty Recitals Don R. Baker, Percussion
10/11/78%

French Suite-W. Xraft (WIM)

Torse XII-A. Miyoshi {Ongaku)

Four Places for Timpani~J. Bergamo (MFP)
Poem I, II, III~S. Smith {Media)

Four Bagatelles-Gitta Stelner (SeeSaw)
Tvo Plus Two-5,A. Wyatt (manu)

University of North Carolina

Faculty Recital) Judson Griffin, Viola
with Don Baker, Percusslon 2/9/79
Radwood, for Viola § Perc.-P. Chihara
{Protone)

University of North Carolina

Pexcussion Insemble) Don R, Baker,
Director 12/6/78

Three Songs of Mad Coyote-P, Garland (manu}
Introduction & Allegro-J.H. McKenxie (MFP)
African Skatches-J.X. Williams (Ludwig)
October MountaineHovhaness {(Peters)
Tzriptych-Cirone {(Cirone)

North Carolina School of the Arts
Pexcussion Enssmble) J, Massie Johnson,
Director 3/3/79
Suite Moderne for Maximba-S. Smith (Permus)
Children's Song-Corea-Dean (manu)
Black Y White Mq-)oelford-bcm {manu)

on a X orr)
October Mountain-Hovhaness {(Paters)
Overture for Percussion Ensembles-J.
Beck (Xendor)
&wm—_ﬂﬂ
Artist ~Percussion Ensemblay
nulh Johnson, Conductor 2/2/79
Ionizati Varese
Madrigals, Books IIX & IV-G. Crumb {Peters)

North Carolina School of the Arts
Parcussion Ensemble; J. Massie Johnson,
Director 12/6/78

Antiphon-F. Michael Combs-(SHC)
Symphony for Six-R. Russell {Price)
Pursult for Solo Marimba & Percussion=
J. Jenny (Permus)

Polyphonies for Percussion Quartate
M. Cunningham (Media)

Toccata for Percussion Instruments-C.
Chavex {Belwin Mills)

oHIO

Ohio State University
Percussion Ensesble; Dr. James Moore,
Director 3/31/79
Overture in Percussion-A. Cirone (Cirone)
Pzelude and Dance for Mallat Instruments-
R. LoPresti (Hre)

for Qui

Gaugar (Southern)
Encore in Jarz-V. ¥irth (C. Fischer)
Evil Ways-S. Burke/D. Eyler {manu)

The Chio State Univ Y
Percussion Ensemble; James L. Moors,
Director 11/27/78

Protopl r.

M 1 Y (MrP}
Dance Barbaro-P, Lambro (MFP}

» Gauger
Prelude & hxg\u xxxx-a.s. neh/rctcn (uma)

Bass Ball-W. Lolvlll/b.lp (Berklee}
The Pink Panther-Mancini/Akins (Xendor)
The Bridge-K. Alford/Appleman [manu)

The Ohioc State University

Student Recital; John Kitchens and Julia
Russell, Percussionists 1/21/79

Sonata for Three Timpani & Planc-A.
Tcherepnin {Boosey & Havkes)

Concert Asiatique-H, Tomasi (Leduc)
Sonata for mnm L] Phno-'nnncr {cole)

1'. Hly\lz\-i (P-hn)

ayson
rnchlon-nolml (K.ndnx)

¥ave Motion-Molenhof (KXendor)

Billy bDorn’s Duets-porn (Renry Adler)

The Ohio St niversity
Percussion Ensembles James L. Noorse,
Director 2/26/79

Overture in Percussion-A.Cirons (Cirone)
African Sketches-J, Xent Willlams (Ludwiqg)
Three Pleces for Keyboard Percussion Soloists
D. Xnipple (manu)

Prelude and Dance for Mallet Instrumants<

R. Lo Preati (#r?)

4 /Eyl )
Encore in Jazz-V, Yirth (Fischer)

Ihe Ohio State University

Percussion Ensemb. David P, Eyler & Wa,

R. Stevart, Conductors 3/4/79

Ritmo Jondo-C. Suxinach (AMP)

Mirage-D. Robnett (Parmus)

Diversions for Flute & Marimba-P.Tanner {MPP)
Eternal Pather, Strong to Save-tradit/Eyler
(manu)

Scherzo from Symphony No. 4~Tchalkowsky/Peters
(ros)




Miat from fuits for Marimha-Fissinger/Jeanns
(Jeanne

®1ink, Plank, Plunk-L. Anderson {Milla}

The Ohlo Sta aiversity

tudant Racital) Janv Sadins, Percussion

1728779
Preludes for Nnh\bﬂ-}hlbh {studio 4}
ot Patit

pour
Rjlhaud (Universal)
Tive Etudes for Harlmba-stout (Price)
Dajbresk=Chapman (HFP)
Xxcerptafrom Carmina Purana-0rff/sabink (manu)
Wake-Beat/Sahing (wenu)
Elght Pleces for Four Timoani=Carter {ANP}
Pour en Six-Nontyomery {manu)
Moonlight Feals Right-RBlackman {Rrother Bill's
Nunic)

The Ohlo State University

Percussion Ensemble) James L, Moore, Conductor
1271718

Xochipilli=C, Chavex {Nills}

Regtine for Eleven Instruments-Stravinsky
{gchirmer)

The Ohio Stats Universit

The Narimba Ensemble)] Janes L. Moore,
Director 11/18/78

Mrrllq. of Figaro Overtura=-Moxart/Musser
[Gamble)

Eapani Can&-mmlnu’dnnnu {Jeanne}
Ballet of the
Peters (IDS)
Dance of the Sugar Plum Fairies.
‘Tschalkowsky/Applebaum (Permus)

The Choo-Choo Train-Hexican Song/Jeanne
{Jsanne)

The Ohio State University

Studic Recitaly David Eyler, Vibraphone
& Willism Stewar:z Harinba 11/14/78
Timepiece for Flute, Clarinet, Vibra-
phone and Marimba-Houllif (Permus)

Ohio University

Percussion Ensemble, Guy Remonko,
Director 3/31/79

Percussion Quintet-E. Miller (AMP)
Straight, No Chaser-T. Monk {(manu}
Forest Flower-C, Lloyd {manu}
Blue Bossa-X. Dorham {manu)

Cincinnati College-C rvatory of Music
Paxcussion Ensemble; Stacy Bowers, Garry
Xviztad, & Allen Otts, Directors 3/31/79
Ganding Bali-R. Xvistad (manu)

sur Mall lez (Uni-

varsal)
Canticle No. 1-L. Marrison (MFP)
Marimbastucke-M. Ishii {(Ongaku}

Miaat University

Wind Ensenble; William Albin, Marimba
Soloist 3/29/79

Concertino for Marimba-P. Creston {(Schirmer)

Hiaml University
y Orchestray Jos Hickey, Marimba

Solojst 4/5/79

duction and

Saens {(Paters)

The University of Akron

Faculty Recital; Larry Snider, Percussion
4/5/79

‘The Journey-N. Duckworth (M.M. Cole)
Lanterns and Candlelights-3, Childs (Suith)
Your Pleces for Timpani-J, Bergamo {MFP)
Etude Op. 6, No.B-Musser (Studio 4)
Encountars IXI-W, Kraft {Avant)

Obertin College

Student Recital) Stephen Fitch, Percussion
271477

Hosaic-N, Hubbel [(manu)

Music for Percussion by One Player-H. Sugiure
{Onqaku)

Two Mexican Dances for Mariaba-G. Stout
{studio 4)

Sowling Green State University
Fercussion & Merimba Ensenbla) Wendell

Jones, Director 11/13/78
Sonatina-Fisher Tull (Boosey & Hawkes)
Encore in Jaxz-V, Firth (Pischex)
October Meuntain-Hovhaness (Peters)

3

Prelude and Fugue-J.S. Bach/Hatch (Hatch)
Polka [from the Golden Age)-shostakovich/
Peters (FDS)

Baile de Tres Piernas-R. Delp (Berklee)

Ballet of the Ch

Patars (FDS}

Comedians Gallop-Kabalevsky/Peters (FDS)

OKLAHOMA

==

The University of Tulsa

Parcossion Ensemble; Cliff Whitelegg,

Director 11734778

Bossa Pequeno-T.C. Frazeur (KFP)

Hystexicus Horse Bafore the Cate-Hovhaness

(Paters)

r Snider
fh=T. Gauger

Suite for Three Drumsets-S. Elias (Mi-Mus)

Evening

African wdcc-n Plece-N. Udow (Miami U.)

Southwestern State University

Departmental Recitaly Curtis Ketch, Bob
Rector, Loren Pettys, Tom Mcradden & Roger
Jamison, Percussion 12/6/78
Largo-Dvorak/Jolliff (Rubank}

Suite for Marimba-Smith (Permus)

Sonic Variations-Yamison {(manu}

Southwestern State University

Departmental Recitaly Bob Rector and
Tom Mcradden, Percussion 11/5/78
Ballade (Night Song)~Stabile (WIM)
Liebesfreud-Xreizler/Green (roley)

Southweatern State University
Departmental Recitaly Jef Leslie and
Loren Pettys, Percussion 11/8/78

G Major Preluds, Op. 11, No. 3-Musser
tstudio 4)

© Major Etude, Op 6, No. 10-Musser
(5tudio 4)

veard

PENNSYLVANIA

Indd University of Pennsylvania

jon Ensemble; Gary J. Olmstead,
Conductor

‘Thres Episcdes for Percussion Ensemble-

Je. O'Reilly {Schirmer)

Scherzo for Tuned Percusszion-Hartley (manu)
Mtnica No, 5-A. Moldan (Southern)
Spectrum No. 1 Graen-A, Lauer {(Creative}
Yor Four Percussionists-R. Keezer {Xendor)
Bhalrava-S. Feldstein (manu)

Duqu: niv Ly

Percussion Ensemble; Michael Xumar, Director
1273778

Prelude and Allegro-Voltz (Bourne)
Percuszion Panorama-Hall (Ludwig)
Tarantella-Farberman (Adler

Three Brothers-Colgrass (MFP)

Hotif-Latimer (Cole}
Scherzo-Goodman (Belwin-Hills)
Four for
UHuru-Frazeur (Kendor)

A Tazte of Brahms-Davis {(Creative)

TEEssEr

Universitv of Tennessee/Knoxville

Faculty Recital;F. Michael Combs, Pexc.
2/5/79

Suite for Timpani-R. Peterson (MFP)
Susanna and the Elders and the Lord=J.
Ayers [manu)

Whisper with the Rainbow-J.S. Lennon (manu}

University of Tennesses/Xnoxville

Percussion Ensemble & Marimba Cholry

P, Michael Combs, Divector 5/2/78
Mosaics-J. Spears (Barnhouse)

Water Music-G.r. Handel (manu)

Scherso from Symphony No. 4-Tschaikowsky
{FDS)

Trio Sonata No. l-J. luydnlnoou {Permus)
Suite for £t (Belwin-Mills)
Polka from the Golden Aqv—sholtlkovlch/
Paters (FDS)

Galloping Cosmedians-Xabalevsky/Jeanns
Multiphonix-T. Hutcham (Haman}

Ballet of the /
Peters {FDS)

String Quartet, Op. 33, No. 3-J. Haydn
(manu)

Flight of the Bumble Bee-Xorsakov/Musser
(Forster)

Sabre Dance-xhachaturian/Moore {Permus)

University of Tennesses/Xnoxville
Percussion Ensemble & Marimba Choir-

F. Michasl Combs, Director 11/27/78
Introduction and AlleqreOD. Schorv (Creative)
The Swords of Moda-Ling-G. Peters (FDS)
Peasant’s Song, Op. 65-Grieg/Vincent (manu)
Two Movements from Peer Gynt Suite No. 1=
Grieg/Vincent {Manu)

Rag-Time Dance-5. Joplin/Vincent (manu)
Jarz Varlants-J. Beck (Boston)

Toccata for Marimba & Percussion Eas.-R.
Kelly {MCA)

Libarty Ball-O. Henry Ufedia)

Dances from Terpsichore-M, Praetorius (manu)
Don't Blame Me-Arzanged (manu}

Manhattan Rag-Arranged (manu)

Unsquare Dance-Brubeck/Vincent (manu}
Alegre Muchacho-A, Abel (Ludwig)

University of Tenne oxville
Percussion Ensemble; F. Michael Combs,
Director7/19/78

Alegre Muchacho-Abel {Ludwig)
Greenslesves-Arr, (manu)

March of the Zagles-Peters (M. Peters)
Evening Prayer-E. Humperdinck (manu)
Three Episodes-0'Reflly (Schirmer)
Black is the Color-Arr. (manu)
Demonstration of West African Dance Rhythms
There is & Ladye-A. Murray (manu)
Sabre Dance-Khachaturian (Permus)

Univarsity of Texas/El Paso

Studio Recitals ~ Fall 1978

14 Hodern Contest Solos-J.Pratt (Belwin)
Six Unaccompanied Solos for Snare Drum-
M, Colgrass {Schirmer)

The Solo Snare Drummer-V. Firth {Chappe}l)

March for 2 Pairs of Xettledrums-
Philidor Bros {McGinnis & Marx})

Rock Duet-Xashanski/Captain (manu)
Primeval Dance~t, ©'Reilly (Schirmer)
Three Dasigns for Timpani-Muczynski
{Schirmer)

Cymbalism-Burns/Feldstein (Belwin)
Four Sonic Plateaus-M. Goldenberg

(Chappell)

Prench Suite-W, Xraft (WIM}

Die Zwi . Payson (C: 3
Adaglo & Handel/0'Reilly

Allegro-Loeillet/O'Reilly (Schirmer)

Children’s Lagoon-Charles Camilleri

(Camelleri)

Cool-Bernstein {Schirmer)

Concerto in a minor-J.S. Bach/Goldsnherg

{Chappell)

Deep River-Negro Spiritual (Permus)

Evening Prayer-Humperdinck/Payson (PPP)
g del/Pinkel

rinlandia-Sibelius/Pimentel (Permuz)

Music of the Day-Molenhof (Kendor)

Sea Refractions-M.Peters (Peters)

Rondo-T, Frazeur (MFP)

Sonata=P. Tanner (M.M. Cole)

Rnnrwood Blues=C. Douncoy (M. Peters

0'Reflly

Thene md Variations = M. Peters (Peters)

Two Mexican Dances-G. Stout (Studlo 4)

Waltz Xing-B. Molenhof {Xendor)

Wave Motion-B. Molenhof (Xendor)

University of Toxas/El Paso

& Marimba les 12/6/78
Chief Judqe-J. Colling {Creative)
Ritmica No. 5+A. Moldan (Southern)
Jazz Variants-J. Beck (Boston)
Geometrics—J. Bendrick (manu)

-65-

'A“hc Shadow of Your Smile-Arr. Schinstein
S48}

Histy-Arzr. Schinstinme (855)
Greensleeves-Arr, G, nurl (rbs)
Comedian’s Gallop {ros}
Sabre Danc--xhaclucurlm/ﬁoon (Pormus)

UTAH

Northern Utah Fonor Band

Concert Pxogram - 1978

Concertino for Harimba and Band-P. Creston
{5chirmer)

Brigham Young University

Percussion and Marimba Ensembles; Harrisom
Powley, Director 11/18/78

Overture for Percussion Fns.-Beck (Kendor)
The Song of Quetzalcoatl-Harzrison (MFP)
4/4 for Four fox Percussion Quartet«
Cirone (Cirone)

Raspberries-C. Scons (Salabert)

Yhuru-T, Frazeur {Xendor)

Comedians Gallop-Xabalevsky/Peters (PDE}
Peer Gynt, Suite No. 1, Op 4é-Grieq/
Vincent (manu)

Ballet of the Unhatched Chicks-Mussorysky/
Peters (FDS)

Gresnsleaves-Tradit/G. Peters (PDS)
ragtime Yoplin/Vincent (Vi

Sabre Dance from Glzlnd-ﬂach.tuthn/
Hoore {Permus)

Brighsm Young Univers’ty

Pexcussion and Marimba Ensemble; Marrisom
Powley, Director 2/23/78

Overture to Le noxze éi Pigaro-Mozart/
Husser (Foxester)

Polka frm The Age of Gold-shostakovich/
Backer (manu)

Prelude No. 22 froa Das wohltemperierte
Klavier-3.S. Bach/Peters (rok)

ot of the gsky/
Peters (rD$)

Dance of the Comédlany-Smatana/musser/
Powley (Forester)

Sonata for Violvh Solo, BNV 1001-J.8. Bach

Fantasy on
(Paters)
Concerto for Timpani and Brass Instrumenta-
Tanner {manu) ,

» Gauger
Symphony No. 1-A. Cirona (Cirone)
Overture for Fercussion Ensemble-J. Beck
(Xendor)

Brigham Young University
and Marimba 1
Harrison Powley, Director 11/16/77
Crescendo-A, Lepak (Windsor)
Ritmica No. 5-A, Noldan (Southern)
Ritmica No. 6-A. Roldan {Southern)
Toccata for Percussion Instriuments~
C. Chavezr (Mills)
Pursuit for Solo Marimba & Percussion-
J. Jenny (Permus)
Sabre h

/Moo

Brigham Young University

Student RecitaliColette Kimball,
Percussion 2/28/78

Sonata No. 1-A. Cirons (Cironae)

The Winner-M. Markovich (Creative)
Teddy Bears' Plcnic-Bratton/Rolandelli
(manu)

Raga No. 1-W. Cahn (menu)
Sonata-Allegro £or Marimba & Planc=
M. Peters (Paters)

The Worried Drusmer-Schreiner/Goodman
(Mi11m)

Brigham Young Un!%llsy_
Noon Recital = Max: Enaenble;3/31/7%
The Worried Drusser-A. Schreiner/Coodman
{Milly)

Teddy Bears' Plenic-Bratton/Rolandell
(manu)

Cantina Band, from Star Wars-willlas/
Rolandelll (manu)

Brigham Youny University

Noon Recital-Nerimba Bneesbls 12/7/77
Matonx, mia cara-0. di Lasso/Peters (roS}
Adaglo~A, Corslli {(Studic 4)

Ballet of the Unhatched Chicks-MussoTgsky
Peters (FDS)

Cumana, Afucia~Tradit/Schinstine (manu)
Grasnslesvas-Arr. G, Peters (PDE)
Comedians Gallop-D. Xabalevsky/Peters (FDS)

VIRGINIA

virginia Cowmonwealth University

Fercussion Ensemble; Donald »ick, Conductor
11/10/78

Overturs for Percussion-Beck (Xendor}
Streans-¥W. Benson (MCA)

tuintet for Percussion = A. Lepak {Award)
Concerta for M.A. Brand

Inages I for Percussion - Tanenbaum (Price)
?“‘ frem The Golden Ags-Shestakevich/Tetacs

PDE)
Marche alla Turca-Mozart (manv)
Pon't Fret-N. Leavitt/R. Delp (Berkles)

Virginia Polytechnic Instituts and $tate
University

Percussion Ensemble; John Floyd, Conductor
11713778

Overture for Percussion Ensesble-~J. Meck
(Xendor)

Anores-J. Cage (Paters)

Laura Soave-F, Caroso (Simreek)

Loy Cabin Blues-G.¥. Uresn/Byles (manu)

A Blast of Clasa-N. Schinstine (Southern)

Interiors<R. Moran (C.r. Peters)
1, Op. 103
Introduction and March-G. Mhaley (Kendor)

Virginia Polytechnic tnstitute and State
University

Symphonic Wind Ensemble; David Widder,
Conductor 12/3/7!

Concertine for Marisba and Band, Op. 21 B-
P. Creston (Schirmer}

Virginia Polytechnic Institute and Statm
University

Parcussion Ensemble; John Floyd, Conductor
12/9,10/78

Pour Carols for Christmas-Arr. B. Hollman
{Hollman}



WFST VIRGINIA

Harshall University

Graduate Recitaly Jeffrey A. Mvers, Perc.
2726779

Fioht Tieces for Four Timpani-F. Carter
AMP)

Prelude-Ravel/Daviz (manu)

Die Zwitschermaschine-A. Pavson (Creative)
Tantasy On Japanese "% Tr  cae sar gresy
{Potern)

ode to Jude-T, Myvers (manu)

Green Mountains-Swallow (manu)

Sources IIX-D. Wurce (fetra)

H. ‘irginia Honors Concert
Miller, Director

onqa Prazil-S. Firk {(Simrock)

Panca Pause-T.L. Davis (Creative}

Toccata Without Instruments-R. Mever (Kendor)
Baroque-A-Nova-M, Williams/Miller (manu)
Oriental Mambo-T.L. Davis {Creative)

Hava Nagilah-Tradit/Tillacaugh {manu)

WISCONSIN

University of Wisconsin/Green Rav

Paculty Recital-Ronald Gard, Pexcussion
4/19/78

Harch and Polonaise-Julius Tausch (Hinrichsen)
Sonata for Timpani-J. Beck (Boston)

Etude, Op, 6, No. 8-Musser (Studic 4}
Etude, Op. 6, No. l0-Musser {Studic 4}
Black is the Color of By True Love's Hair-
Yolk Song/Arr. S. de Gastvne (Ferecl)

TWo Mexican Dances-G. Stout {Studio 4)

Duo for Percussion & Piano-B., Pillin
{Western International)

Yni ity of Wiscons{n/Green Bay

Parcussion Ensemble~Ronald Gard, Conductor
272777

Rhyttm and Colors-M. Fargo (Creative)

Four Storius-L. Bellson {Trv)

Ballet of the tnhatched Chitks=
Moussorgskv/Peters (Peters)

Symphony #1-A. Cirons {Cirone)

Comedisns Gallop-Xabalevakv/Peters (Peters)
Hopak~Houssorgskv

For Four Percussions-R. Keszer (M.M, Cole)

University of Wisconsin/ Bay
‘Ronald Gard, Conductor
5/3/78

Trio Sonata No. 1-F. Hawdn/loore (Permus}

Sony of Cueztecoatl-L. Huxl.lon nrp)
auger (!

Prelude XXII-J.S. Bach (Peters)

Concerto for Four Biclins-Telemann/Fink

{studio 4)

A La Nanigo-M. Peters (Peters)

Inventions on a Motive-M. Colgrass (MFP)

University of W nsin/Green Bay
Robe:

Percussion Ensemb!
Director 11/29/78

DOvertura for Percussion Ens.-3. Beck

{Xendor}

African Sketches-J, Xont William (Lodwig)
Ocetober '$)

Thrae Dances-I. ch-nzio (H!-'P)

Percussion Quintet-G. Coleman {Today's Music)
The Whistler-G.H. Green {Manu)
Xylophonia=G.H. Creen {manu)

Nonet=J. McKenzie(HFP)

University of Wisconsin/Green Bay

Student Recitaly Cheryl Grosso, Percussion
127187717

Scherzo for Four Timpani & Pianc-D. Graeffe
{MFP,

Four Bagatelles~G. Steiner {See Saw)
Horxis Dance-W, Kraft (WIM)

Harimba Suite-P. Sifler (WIM)

Yellow After the Rain-M. Peters (Peters)

University of Wisconsin/Green Bav

Student Recitaly Chervl Grosse, Percussion
5/5/78

Sonata for Marimba & Piano-P. Tanner (Cole)
Solo Impression for 4 Timvani-v, Pirth

(S, Pischer)

Two Movements for Marimba-T. Tanaka
{ongakuy

Suite for Solo Vibraphone-A. Lepak
{Windsor)

Thoughts for Flute and Vibraphone-N.
DaPonte (MFP}

Enihs-G. Burton [(Creative)

Ajax Men of Science-G. Burton (Creative)

University of Wisconsin/Green Bay

Student Recital; Mert Malchow, Percussion
47977

Etude 25-D. Friedman (Berkles)

Harch of the Turks=A. Payson {(Cole)
Daniel J Jones (I h

University of Wisconsin/Green Bay

Student Recitaly Tom Weigert, Percussion
5713778

Piversion for Flute and Marimba-P. Tanner
{nre)

Four Pleces for Timpani-J, Bergamo (MPP)
Etude for Membranophones-A. Payson
(Creativel

Furioso & Valse in D minor~-E. Hatch {Try}

University of Wisconsin/Eau Claire

Student Recitaly Tenl Durbin, Percussion
577/78

Sonata fox Xyloohone-Pitfield (Peters)
Meditation-Creston (Schirmer)

Batteria Sketch-Dervaux (Leduc)

What are you doing the rest of your Life=
Leqrand (manu)

Sencr Mouse~C.Corea (Litha)

Soft-C. Manqione/Breunig (manu}

University of Wisconsin/Fa Claire
Marimba Ensemble; Ponald Keezer, Conductor
11/6/78

Lento-Schlenck (FDS}

Polka froo the “Gol@en Age™-Shostakovich
(ros)

Irish Tune from County Derry-Arr. Cirki
{manu}

Overture to The Marriage of Figaro-Mozart/
Musser (Forster)

Send in the Clowns-Sondheim/Allen (manu)
Day by Day-Schwartz {manu)

University of Wisconsin/Eau Claire

Student Recital; Dennis Lester, Percussion
$/3/28

Invention #2, ¢ Minor~J3.S. Bach (Adler)
Invention #1, C Major-J.S. Bach/Lang (Adler)
March-F. Hinger (Hinger)

March of the Albenareth-D. Lester (manu)
Peaches En Reqalia~F. Zappa/Lester (manu)
Jazz Improvisations-(Manu}

Impetus-R. Xeezer (manu)

University of Wisconsin/Eau Claire

Student Recitals Robert Gibson, Percussion
11/6/78

Ballads with Epitaphs-A. Russell (SeeSaw)
Two Miniatures for Vibes and Rhodes Piano-
J. Gallagher (manu)

Chameleon (Marimba Quartet}=H. Hancock
(manu)

Reverence (For Solo Marimba)-Smith (Permus)
Fugue in g minor No. 3=J.S. Bach {Fink)
Norman®s Blues-B. Gibson (Manuy

I Believe in Love-Gibson (manu)

We Got it Made~Gibson (manu)

Pavy-Gibson (manu)

Ease on Down the Road-Gibson (manu)

University of Wisconsin/Fau Claire

Student Recital; Christine Bates,
Percussion 4/30/78

Prayex-R. Gipson {(Southern)

Wachet Auf~J.S. Bach/Vincent (Vincent)
Fugue in C Minor-J.S. Bach/Moore (Permsu)
Fantagsy for Timpani & Piano~E. Wuebold
{MFRY

Closez-V, Feldwan{(Gywn)

Unjiversity of Wisconsin/Eau Claire
Marinba Ensexble: Ronald Keezer,
Conductor 4/24/78

Sabre Dance-Khachaturian/Cirkl (manu)
Nadia's Theme-Axr. Struve (manu)
Selections from Carmen-Bizet/Musser
Forster)

Peaches En Regalia-F. Zappa/Lester (manu)
Peasant"s Song-Grieg/Vincent (Vincent}
Spain-Corea/Breunig {manu}

Allegro from Water Music-Handel/Moore
{Parnus)

Reggas Woman~Wonder/Gibson (manu)

University of Wisconsin/Fau Claire

Percussion Fnsemble; Ronald Feezer,
Conductor 5/1/78

Coppin' with Cadaver-B. Shepanik (manu}
Rondinc for Zight Hand Clappers-W. Benson
(marks)

Classical Gas~M. Willisns/Schultz(manu)
Improvisations by the Tube Ensemble={manu)
Inmpetus+R. Keezer (manu)

University of Wisconsin/River Falls

and Marimba Terry
Smith, Director 3/22/79
Pralude and Fuque for 4 Percussionists-
€. Wuorinen (MFP)
Sonatina~F. Tull (Boosey & Hawkes)
Knock~On-Wocd-A. Blank (MFP)
Trio Sonata No. l-Raydn/Moore (Permus)
Calamity-D. Olsen (manu)
River Falls - Reno~T. Nehls (manuj
Six Reflections-M. Frank (Boosey & Hawkes)

University of Wisconsin/River Falls
Student Recital; Bob Larsen, David Price,
Joel Forthun, David Olsen, Parcussion
27157719

Sonata for Marimba & Pianc-P. Tanner (Cole)
The Xing of Denmark-M. Feldman (Peters)
Concerto in A Minor-Y.S. Dach {(Schirmer)
Sonata for Timpani-J. Beck (Boston)

Green Mountains-Swallow/Smith (Etoile)

University of Wisconsin/River Palls
Percussion Ensemble; Terrv Smith, Director
1722779

African Welcome Piece-M. Udow (Miami ¥}
Four Movements for Percussion Duartet-M.
Udow (ACA)

for

Two

Cuintet-M, Udow (ACA)
Timbrack Quartet-M, Udow (ACA)

Boq Music for Multiole Percussion Soloist-
M. Udow (ACA)

University of Wisconsin/River Falls

Guast Recital; Michasl Udow , Percussion;
Nancy Udow, Dance 1/11/7%

Duet-M. & N, Udow (ACA)

Solo from Mirage-M Fulkerson/Udow (manu)
Xnocking Piece-B. Johnston (smith)
Piqures-NeH. udow (ACA)

The Moral of the Story-M. Xowalski/Udow
{manu)

Stalks & Tress & Drops & Clouds-H. Brun
(smith)

Cycle, Retrace, Progress, Be Still-NaM, Udow
(ACA)

University of Wisconain/River Falls

Band Concert: Terry Smith, Pexrcussionist
11/10/78

Concerto for Percussion-Milhaud (Presser)

University of Wisconsin/River Falls

New Music Ensemble; David Olsen & Bob Larson,
Percussion 11/12/78

Black Topaz-J. Tower (ACA)

A Flight of Virtuosity-G, Steinke (HaMaR)

WYOMING
Casper College
Ensenbl S. G
Conductor 12/15/78
Harsaw 1939-C. Butts (CHPY

A La Samba-M. Peters (Peters)
rnz-u

Piece for re ]
Ballade (Night sor\g)--Y. Sthbilt (WIM)

-66-

Toccata Without Instruments-R. Meyer (Kendor)
4/4 for Four~A. Cirone (Cirone)

CANADA {Ontario)
wen's Uni

Student Recital; Percussion Ensemble;

Jim Patexcsak, birector 12/7/78

Busic for five pleces of Wood-S. Reich (manu)
Rhythm and Coloxs, Op., 15A-M, Farago (manu)
Two Rituals for Percussion-~ (MFP)

WASHINGTON D.C.

Th ‘thoue vnlmutz of Mne:

& Marimba Ensemble; Randy
ZEyles, Conductor-12/15/78
Gywel-N. Duckworth (Smith)
Triplets-G.H. Green/Eyles (manu}
Flight of the Bmble Bee Rimskv-Korsakov/
Musser (Forster)
October Mountain-A. Hovhaness (Peters)
Pulse-H, Cowell {MFP)
Four Holidays-H. Bartlett {HFP)
Toccata-C. Chavex (ulwln—)ﬂlh)

Gavqer {:

The Catholic Univer: of Amer{.
Student Recital; Ali Naqvi, Chris Flannery
Rich O'Meara, Ruth Gray, Mike Cullens,
Percussion 10/26/78

Etude 1n r Hnjor-clulhnl/mulw (-‘IR)

Wie schon
Sive (manu)

Ballade for the Dance-S. Goodman [Belwin-
Mills)

Concerto in G Major-A. Vivaldi (Record)

The Plight of the Rmble Bee-Rimgky-Xorsakov/
Hatch {Hatch)

Allegro Puri Colgrass

Etude No. 1 for Harimba-G, Stout (Price)
Children's Song-C. Corea/R. O'Meara {manu)
Trio Sonata No. l-Haydn/Moora {Permus)

CHINA {(Taiwan)

H¥wa Gang Fine Arts High School

Threa Areas-H. Ranta (manu}
Forever present-Dnu Huntrakul [manu}
First Construction in Metal-Cage {Paters)

ITALY
Civic Music School of Milan

Percussion Ensemble; David Searcy, Conductor/
Director 4/8/78

Qctober Mountain-Novhaness (Peters}

Gavotte en Rondeau-Bach/Searcy (manu)

Etude No. 2% for Vibraphone-Friedman (Berklea)
2 Piecas from Mother Goose-Ravel/Searcy (Leduc)
March for 2 Pairs of Xettledrums« Philider
{McGinnis & Marx)

IBO OYA (Primitive Pire) Tradit./Searcy (manu)
Three Brasilian Miniatures-Lacerda {Schotts)
Bolero-Brasilian Tradit/Searcy {(manu)
Toccata-Chavez {Belwin)

JAPAR {Tokyo}

Marimba Recital; Yukihiko Xoiso, Merimba
2/722/79

and (Hatchy
Concerto for Marimba md s:zlnqs- Hatch
{Hatch)
Themes and Variations on Japansse Children's
Songs-Hatch (Hatch)
Hungarian Rhapsody No. 6-Hatch (Hatch)
Slavonic Dances, Op. 72, No. 2-Hatch {Hatchy

PUERTO RICO

Universidad Interamericana

Percussion Fnsemble; Allen X. Lanham,
Director 12/6/78

Entrada-A, Lanham (manu)

Bali-D, Gordon (MFP)

Pursuit for Solo Marimba & Pexc. Enm-Y.
Jenny (Permus)

Ceremonial, Op 103=P. Creston (Schirmer)
Concertino for Percussion-Byong-kon Kim
M. Peters)

Russian Y
Greensleeves-Arr. T.L. Davis (Creative)
The Swords of Moda-Ling-G. Paters {FDS)

Universidad Interamericana

Groun Recital; Ernesto Colon, Snare
Pall 1978

Snaze Drum Sclo §i-Price (Mrp)

Universidad Interamericana
Student Recital-Groun; Heriberta Bonilla
Ricardo Cortes, Carles del Toro,Nels
Mth\nz, nr:\lllim Fall 1978

ogue & Jubil ars
Sounds of the Xabuki-Davis (Creative)
Ftude for Memhranaphoncs-Schinstine
(Creative)
TWo Dance Pleces-3.S. Bach (IR}




NO MALLETS WILL LAST A LIFE TIME...
FIXIT

but you can help prolong the life
by keeping the following in mind:

BUIIJD IT * DO NOT — 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

CORNER damage the core.

* DO NOT — with timpani or bass drum mallets, throw them in
or on dlrty places. Dust, dirt and grime will
imbed in the felt heads and cause excessive
contact sound.

* DO NOT — let sharp articles come in contact, for they can
slice the felt and open the stitching.

* DO NOT — Lend your personal mallets.

*DO— wipe clean all playing surfaces (timpani and bass
drum heads) before striking.

* DO — keep your mallets separate from all other traps
and props by placing them in a cloth bag after
use,

2= Reprinted from - Ayoub Percussion Enterprises.

AVOOALAERTDOAVYVOOAATNRYAGO

now create your own customized
set-up. Add tom foms, cymbals,
concerttoms, or even timbales to
your outfit. Put them where YOU
want them o be...and Pearl’s
unique lock system and pat-
ented ams keep them there until
YOU'RE ready to change.

LONG ISLAND DRUM CENTER No sip..no wobblel

Long Island’s First and Only Shop catering exclusively to Drummers and Percussionists ‘Is Visit your Pearl dedler 'rodcy and

ndrew feldman 82"Fairmount ave.
lifton n,j. 07011 201-772-3875

TPy
QOGO OEEERRENITIOOOOOO

v HAND-CRAFTED PERCUSSI ON PRODUCTS A
v £ .
CUSTO @3&2@@3&% :

A4 TO YOUR SPECIFICATI ONS S A
YV FULL STANDARD SERIES STICK SYSTEM E A
v bamboo,wood turning available o A
NE\‘;-D bd, series;single and double end - =
v x o A
U contact your local dealer : -g R With the varl-sef adapleryou can

or
v v - A
v A

Proud to Announce’ see how vari-set can add com-
The start of our Publishing Division — fort, flexibility and stability to your
‘Drum Center Publications’ scheduled for Spring Release: | " he Book (Rev.) set...orbetter yef, hy it on a set of
1. Jack De Johnette — Charlie Perry Book 3. Mickey Sheen’s — ‘It’s all in the Boo ev. Pearll With innovations i

2. Les De Merle — ‘Jazz-Rock Fusion Vol. II' 4. Dom Fam-Jerry Ricci - ‘Drum Set Duets’ ovail like this,

perhaps it's time fo iake a closer

i ted ]
(Orders being accepted now) lookl We've got your sound, ool

The opening of our 2nd store — LONG ISLAND DRUM CENTER, SUFFOLK COUNTY

Our full time 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 Goutd-Percussion (Principal Percussionist, N.Y. City Ballet).

Discounts of 40-50% off list price, Visa, Master Charge, or C.0.D.
LONG ISLAND DRUM CENTER'S ea”l
NASSAU SUFFOLK —RU M S S—
2204 Jerusalem Ave. 223 Commack Rd. Anginer Quaty Produc” o gt
N. Merrick, NY 11566 Commack, NY 11725 1n 3731 Sicere Avenue, Lincainwgod . Mh%gm
516-781-0777 516-499-0455
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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

 FAS)

PERCUSSIVE ARTS
socHTY

Percussive Arts Society

(PROFESSIONALS, COLLEGES,
SCHOOLS, TEACHERS, STUDENTS,
BAND DIRECTORS, ETC.)

Get first hand Information about the TOTAL
Percussion World by receiving both
THE PERCUSSIONIST JOURNAL and
PERCUSSIVE NOTES MAGAZINE
WRITE for application forms:

PAS
130 CAROL DRIVE

TERRE HAUTE, INDIANA 47805

The new, enlarged

LLE

o—

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 yet calculated the cycles per
hour!

Best, Del Roper

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

-68-

Edition of the PERCUSSIVE ARTS SOCIETY SOLO &
ENSEMBLE LITERATURE GUIDE FOR PERCUSSION is now available for
purchase. This booklet is the most complete listing of percussion literature available

anywhere. Price - $3.50 each. Order from: Percussive Arts Society, 130 Carol Drive,
Terre Haute, Indiana 47805.

UNIVERSI OF SOUTHERN MISSISSIPPI PERCUSSION
ENSEMBLE, Sherman Hong, Conductor

4

i

In performance - THE UNIVERSITY OF ALBANY PERCUS-
SION ENSEMBLE, Richard Albagbi, Director.



“PAUL MOORE'S
PERCUSSION METHOD”

2

This book has been designed as a course to instruct
percussionists. It invoives the instruction of all
basic percussion instruments: snare, bass drum,
cymbals, marimba and bells. A cassette tape is
available to help the student with skillful practice.
Included are percussion ensembles.

oox--?

ZO=~wnEOnm

..... BK-40 Book Only
..... BK-40A Book And Tape
..... BK-40B Tape Only

(tunwie MUSIC!@: YPUBLISHING C2/

55767 EAST 140th STREEY CLEVELAND. OHIO 44110

FROM TOM GAUGER

PERCUSSIONIST BOSTON SYMPHONY

FUN MUSIC

Enjoyable to play - Easy to listen to.

WRITE.«se...TOM GAUGER
23 AUBURN ST.
BROOKLINE, MA. 02146

BEETHOVEN WITH A BOOM

ﬁg

“Copyright, 1978, Los Angeles Times. Reprinted by permission.”

by Tom Gorman

It’s easy to spot Charlie Marsh in the orchestra. He’s the one
with 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 philharmonie is to perform Beethoven’s “Welling-
ton’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 THE COLLEGE SERIES
FOR PERCUSSION by ALEXANDER LEPAK

THIRTY-TWO SOLOS FOR TIMPANI ....c0000e0vee0..6.00
For 2, 3, 4 & 5 timpani
Advanced solo-etudes for the contemporary performer cover-
ing difficult pitch, rhythmic, and technical problems.

CRESCENDQO - for percussion ensemble - score and parts ...7.50
A rousing ensemble composition for eleven performers includ-
ing 2 drumsets,

SUITE FORSOLO VIBRAPHONE ......c.v0t0veeeesqe 350
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 books!!

DUO FORTIMPANI ..i..tiiiiinnnnnnsescanansansss 500
An integrated composition in three movements. Each per-
former uses three timpani. Both parts are equal in musical
importance and difficulty.

CONTROL OF THE DRUM SET —

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

ORDER DIRECT
Sand check or money order
plus $.50 postage & handling
to:
Windsor Music Publications
P. O. Box 33

e

Windsor, Connecticut 06095
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He got into the cannon-firing business during Fourth of July
celebrations, he said, and performed in his first concert in 1968
in Philadelphia.

Since then, he has performed throughout the country.
Today, he said, there are two or three other owners of Civil War
cannons. In the case of conductor Arthur Fiedler in Boston,
modern National Guard equipment i8 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-size 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 precise timing
needed for the charges to be get off. Marsh hag 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” button 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 calls 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-
lng.”

It was the year Boom Boom Marsh almost sank the Los
Angles Philharmonic!
Tom Gorman is a writer for the Los Angeles Times,
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SUMMER CYMBAL SPECIAL!

14” Hi Hats ( ($160./pr.) $104./pr
15> Hi Hats ($170./pr) $111./pr
10 Splash (3$50.) $ 33.

16” Crash $90.) $59.

18” Crash or Ride ($115.) $ 75.

20” Ride $130.) $ 85.

21” Rock 21 ($150) $ 98.

call Rick Rock for details at (315) 265-8100 (X &

northern musjc

8 MAIN STREET - POTSDAM, N.Y. 13676 - (315) 265 - 8100

Vaughn Y
Craft ¢
Tambourines ©?

e

VAUGHN CRAFT PO BOX 22728 NASHVILLE, TENNESSEE 37202

h\ - ;(,,/4

SEND $1 FOR CATALOG

BACKGROUNDS
IN
PERCUSSION

R

(From an undated publicity 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 Marim-
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. Mail to
Classified Ads, PERCUSSIVE NOTES,
P.0. 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 FOR MULTI-
PERCUSSIONIST & QUARTET — 1978
PAS Prize-winning composition; $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 2 major addition to the litera-
ture available for recital performances. For
marimba & piano., $8.50 + 65¢ 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.
$6.560. Studio 4 Productions; box 266;
Northridge, Ca. 91328.

DUO 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 Houllif, Quartet
for Flute, Clarinet, Vibraphone, & 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: $5.560. Book and Cassette: $8.95,
4-Way Rock, P.O. Box 521, Dept. C,
Cornwall, Ontario, Canada. K6H-6T2

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. Factory tuned (A-440); expertly re-
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, ML
(517-427-3335)

FOR SALE-USED MARIMBAS, VIBES,
XYLOPHONES, AND BELLS, All makes
and sizes, with constantly 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 quality available
contact Larry Kass, 415-472-6694, 1615
Vendola Drive, San Rafael, Calif. 94903.

LEEDY MARIMBA-XYLOPHONE - 5 oc-
taves, c%-c®, 61 rosewood bars, solid brass
resonators and fittings, vintage instrument
in excellent condition, truly an artists
instrument. Serious inquiries only,
$2500.00, Contact: James J. Seabra, 84
Cottage Ave., North Providence, R.IL
02911 or 914-647-6000 ext. 151 or
401-358-27817.

MUSSER MARIMBAS: 4% octave Kelon
“Symphonic Grand”, $1650; 4 octave rose-
wood “Brentwood” superior tone, $1595.
Both in immaculate condition. Chris
Cheeley, 317 Mill Ave., Coeur d’ Alene,
Idaho 83814, (208) 664-2612.

FOR SALE: High quality 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. $16000r offer, Heuberger,
6 Van Vorst, Utica, NY. 13501.
1-315-735-0208.

71-

Old Model (Pd500) PREMIER 4-octave
xylophone. New. Still crated - $1100.00.
Music Mart, Salisbury, NC 28144.
704-637-0050.

MUSSER 4% octave (Kelon) marimba -
immaculate - $1650 or best offer. Chris
Cheeley, 154 Bay State Rd., Boston, Mass.
02215 — (617) 3563-6803.

MARIMBA-XYLOPHONE FOR SALE -
4% 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 gell to best offer
over $1,000. 202-562-0071 or write:
Randy Eyles; 3454 D March Circle, Box
19; Bolling AFB, D.C. 203386.

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 used mallet
instruments, especially marimbas. For in-
formation contact Marc Adler, 199 Quail
St., Albany, NY 122083 or (518) 463-0290.

PRODUCTS

MUSIC TEE SHIRTS — Select from 38
instruments & designs — 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: Arthur 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

Premier Percussion
Remo, Inc.

Rogers Drums
Singerland Drum Co.

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 Balter Mallets, Chicago, IL

Blocks, Memphis, TN

Danmar Percussion Products, Studio City, CA
Deschler Mallets, Lynhrook, NY

Frank Epstein, Boston, MA

Evans Products, Inc.-Robert C. Beals, Dodge City, KS
Fall Creek Marimbas, Freaville, NY

Vic Firth Enterprises, Dover, MA

Pat Flaherty Percussion Products, Boise, ID

Tom Gauger, Brookline, MA

Gon Bops of California, Vernon, CA

Hinger Touch Tone {Custom Percussion), Leonia, NJ

Hyer Marimba Products, Delaware, OH

Latin Percussion, Palisades Park, NJ
Man-Ran Percussion Enterprise, Inc., Potsdam, NY
McCormick’s Enterprises, Inc., Elk Grove, IL
Custom Music Co., Royal Oak, Ml

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, L

DRUM SHOPS, TEACHING STUDIOS, AND OTHER RETAILERS

B & S Percussion Center, Dallas, TX
Birka Music, Stockholm, Sweden

Carroll Musica!l Instrument Service, Inc., New York, NY

Coyle Music Centers, Inc., Columbus, OH

Creative Drum Shops, Scottsdale, AZ

The Drum Shop, Dearborn Hts., M|

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, IL

Franks Drum Shop, Inc., Chicago, IL

John Combes Music, Van Nuys, CA

John Hartwig, Copenhagen, Denmark

Joff's Drum Shop, Normal, 1L

PUBLISHERS

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, Salabert, Inc.

European, American Music Dept. Corp.
Carl Fischer, inc.

Feraol Publications

Galaxy Music Corp.

HaMaR Percussion Pubs., Inc.

The Instrumentalist Co.

72-

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

Paul-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 Schoo! 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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THANKS T0 OUR FRIENDS

tor putting Remo drum heads
on top ... and on the bottom, too the
chaice of drummers around the world!
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REMD and FRIENIS

Thanks to these superslars for chooasing and using
jur percussion products and o the thousands ol
frienda the world over wha have macde Remo the
most asked-for name in deum hegds
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Come to Where
the Heavies Are

LP...
Percussion Makers
to the Stars
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