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President's
Report

Looking back over the past twelve months
since my last report, I can once again see a
pattern of activity that continues to mark the
growth of the Percussive Arts Society.
Percussive Notes magazine continues to be
the premier percussion journal. Produced
now in Urbana, Illinois, it offers outstanding
articles, transcriptions, news, and reviews.
PN Research Edition has become the
touchstone of percussion scholarship. Percus-
sion News, the official PAS newsletter, in-
creased this year from ten to twelve annual
issues. A Directory of Schools plus a PAS
Sustaining Member Product and Service
Guide give each member comprehensive in-
formation in these areas. A special 1986 Hall
of Fame Calendar, listing birth dates of per-
cussion composers and Hall of Fame mem-
bers, marked the beginning of the PAS 25th
Anniversary year. To be released soon is the
1986 Solo and Ensemble Literature Guide.

The annual PAS Composition Contest,
with its increased prize money, attracts the
world's leading composers as both judges
and contestants. Winners of the first national
PAS High School and College Percussion
Ensemble Contest will perform as part of
November’s PASIC ‘86. Finally, the annual
international convention, PASIC, is by far,
the place to be, to learn, to see and be seen,
and to hear performances by the world’s pre-
mier percussion ensembles and soloists.

What else is there to do? High on my list
of priorities remain: (1) the need to increase
student membership, and (2) establishing a
strong financial base for PAS by creating a
substantial endowment fund. Towards the
first of these two goals PAS has initiated a
membership contest. Two silver anniversary
prizes — a free trip to PASIC 86 or a $1,000
scholarship — will be awarded: one, to the
PAS member who enrolls the most new
members by August 31st and the second, by
drawing from among those members who
have recruited at least one new member by
August 31st. Join in the spirit of this contest.
If successful, it could push our membership
over the 10,000 mark.

PAS needs to have a secure financial base
so that it can operate efficiently. The goal is
$100,000. During 1986, at the time of your
renewal, I ask that you contribute an addi-
tional $25 to the endowment fund. Indus-
tries will help, but we can't ask them to do
the whole thing. I urge you to help PAS reach

DR
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its goal by next November. Those members
contributing at least $25 this year will receive
a unique, key-chain size PAS woodblock, de-
signed especially for the Silver Anniversary
by instrument innovator Gary Kvistad. This
is definitely a collector’s item!

Thus, with its committees, projects, publi-
cations, contests, conventions, and world-
wide network of chapters, PAS touches and
influences most professional student and
amateur percussionists,. PAS is definitely
“more than just a magazine subscription”

— Tom Siwe
President

—

PAS
Endowment
Roll of Honor

Benefactors
William E Ludwig, Jr.
Remo, Inc.
Armand Zildjian
Sponsors

Drums Ltd./Frank’s
Drum Shop

Thomas Gauger

My, & Mrs. Jack McKenzie

Thomas Siwe

The following levels of contributions

have been established:
Benefactor . . . . $10,000 or more
Patron ....... $5,000 - 9,900
Donor ....... $2,500-4,900
Sponsor . ...... $250 — 2,400
Friends of PAS $25 or more
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New Board
Members

By resolution of the PAS Board of Directors,
the size-of the Board has been increased to
twenty-seven members. PAS welcomes the
newly elected board members listed below
and sincerely thanks those members leaving
the board, Leigh Howard Stevens, Larry
Vanlandingham, and Lauren Vogel, for
their past service, dedication, and hard work.
The new PAS Board Members are as follows:

Phil Faini is interim dean and professor
of music, percussion, and African music at
West Virginia University. After early percus-
sion study with Roy Knapp, Erv Honsa, Jose
Bethancourt, and arranging with Max
Gerrard and Richard Marx, in Chicago, he
received the B.M., with highest honors, and
the MM. degrees from West Virginia Uni-
versity. His professional experience includes
appearances on radio and television (NBC's
“The Today Show; on CBS and PBS), with
symphonies, and with bands and singers. He
is a timpanist with the West Virginia Sym-
phonette and drummer with the Milten-
berger Jazz Quartet of West Virginia Univer-
sity. Faini has been the recipient of grants for
the study of African music in Ghana,
Uganda, Kenya, and Tanzania, and has done
research on the influence of African music in
the Caribbean and South America. The per-
cussion ensemble Faini directs was selected
by the United States Department of State for
a nine-nation tour of South America that in-
cluded research, concerts, workshops, and
television appearances in Argentina, Brazil,
Colombia, Ecuador, Haiti, Panama, Paraguay,
Trinidad, and Uruguay. The ensemble was
also chosen to participate in three interna-
tional expositions in Japan. Faini has done
additional lectures and study in Puerto Rico
and the Bahamas.

4/ Percussive Notes

As well as being an acclaimed performer,
David Samuels is also a highly respected
teacher. As a clinician for Ludwig Industries,
he has lectured throughout the United States
and Europe on a wide spectrum of topics,
ranging from mallet technique to jazz im-
provisation, rhythm section playing, studio
percussion, and the business of music. Pre-
sently Samuels is touring with Spyro Gyra
and working with co-PAS member David
Friedman in Double Image.

David Samuels

Heinz Von Moisy is director of percus-
sion studies at Tuebingen Music School in
Tuebingen, Germany. He studied at Berklee
College with Alan Dawson, and was a drum-
mer with Barney Kessel, Leo Wright,
Carmell Jones, and Illinois Jacquet. His mus-
ical compositions are published by Simrock/
London and Advance/Germany; in addi-
tion, he has recorded an album with his own
group, Irisation. Von Moisy is currently a
studio musician for eight radio stations in
West Germany. Ie has also written numer-
ous articles and books,

PReS |

Heinz Von Moisy

Garwood Whaley was educated at the
Juilliard School of Music and at The Catholic
University of America, where he earned the
Doctor of Musical Arts degree. While com-
pleting his graduate work, he performed with
the United States Army Band in Washing-
ton, D.C. His published works include nine-
teen method books, two supplementary
band methods, solos and ensembles, and ar-
ticles for The Instrumentalist, Music Educators
Journal, Woodwind World-Brass & Percussion,
Percussive Notes, and The Journal of Research
in Music Education. Whaley has been the re-
cipient of the Outstanding Secondary
Educators of America Award and the Out-
standing National Catholic Bandmaster
Award. He has been a member of the Percus-
sive Arts Society’s Board of Directors, presi-
dent of the Virginia chapter, and is editor of
the percussion education column in Percus-
sive Notes. Whaley is currently an associate
professor of music at Catholic University, di-
rector of the Bishop Ireton Wind Ensemble,
and coordinator of instrumental music in the
schools of the Diocese of Arlington, Virginia.
In addition, he is president of Meredith
Music Publications and an editor for Music
for Percussion, Inc.

Garwood Whaley

Ian Turnbull's music career began in
1946 when he joined the British Army as a
boy entrant with the Band of the Worchester
Regiment. After serving in Europe, the Far
East, and the Caribbean, and attaining the
rank of sergeant, he joined the Band of the
Canadian Guards. In 1963, he was transfer-
red to London, Ontario, and became princi-
pal percussionist of the London Symphony
Orchestra of Ontario, and was invited to be-
come the first instructor of percussion at the
University of Western Ontario, where he was
responsible for the inception of the percus-
sion department. Turnbull free-lances in
London, Ontario, and is the manager of the
Belle Air Music Company and first president
of the Ontario chapter of PAS,



Hall of Fame Awards

Lou Harrison

The Percussive Arts Society welcomes dis-
tinguished American composer Lou Harri-
son (b. May 14, 1917, in Portland, Oregon)
into its Hall of Fame, honoring him as one of
our most influential percussion composers
and innovators. His extraordinary talents
have included, among others, those of com-
poser, performer, teacher, musical theorist,
ethnomusicologist, conductor, instrument
maker, poet, calligrapher, critic, polemicist,
dancer, puppetier, and playwright.

Lou Harrison

He received his earliest training in piano
and dance, later taking up composition, and
finally studying music at San Francisco State
College. His interest in writing music for per-
cussion dates from the 1930s when he heard
the ostinatos in a Henry Cowell theater work.
From 1934 to 1935 he studied with Cowell,
having previously taken his University of
California Music of the Peoples of the World
course. While teaching at Mills College
(1936-39), Harrison began to present percus-
sion concerts with John Cage. From the
period of 1939 to 1941 came a great cutpour-
ing of pieces, many of which have become
standard works in the percussion ensemble
repertoire, including Bomba (1939), Concerto
No. 1 for Flute and Percussion (1939), Concerto
Jor Violin and Percussion Orchestra (1940),
Canticle No. 1 (1940), Canticle No. 3 (1940),
Labyrinth (1941), and Fugue (1941). In one
concert, held in San Franciscos California
Hall in 1941, Harrison and Cage pieces were
played alternately, closing with the premiere
of the collaborative Double Music. Fle moved
to Los Angeles in 1941 where he studied at
UCLA with Arnold Schoenberg and where
he also became involved in the University’s
dance department.

From 1943, the year he moved to New
York, he wrote extensively, serving as music
critic for the New York Herald Tribune (1943
to 1948) and contributing to View and Mod-
ern Music. For a time he edited the New

Music Edition. Composer and critic Virgil
Thomson became an enthusiastic proponent
of his music, and Harrison himself put forth
the causes of Ruggles, Varése, Cowell, and
Ives, editing major works of the latter and, on
November 3, 1947, conducting the world
premiere of Ives’ Third Symphony.

In the late 1940s he taught in Portland and
at the innovative Black Mountain College in
North Carolina. He received his first
Guggenheim Fellowship in 1952. Returning
to California in 1953, an earlier interest in
tuning systems and instrument building was
rekindled by his meeting and subsequent
friendship with Harry Partch. More honors
and awards followed including a second
Guggenheim Fellowship in 1954, a Fromm
Award and a commission from the Louisville
Symphony in 1955, and a Rockefeller Grant
in 1960, which allowed Harrison to study
various aspects of Asian music in Tokyo,
Taiwan, and Korea. In 1963, he received an
appointment as senior scholar at the Univer-
sity of Hawaii East West Center.

In 1965, he received a Phoebe Ketchum
Thorne Award to undertake research in Oax-
aca, Mexico. He started teaching at San Jose
State University in 1967, subsequently per-
forming and lecturing on both his own and
oriental music. During the late 1960s he
spent a great deal of time designing and
building instruments with his friend William
Colvig. This latter collaboration resulted in
the American gamelan, which provided Har-
rison with an important vehicle for compos-
ition and performance, including such works
as Heart Sutra (1972) and Suite for Violin and
American Gamelan (1974). He became music
director of the Red Gate Shadow Players
(1970), was elected to the American
Academy of Arts and Letters (1973), de-
veloped and taught his World Music Theory
course (1974-82), and served as American
representative to the League of Asian Com-
posers (1975). Harrison also became an ex-
pert in the Indonesian gamelan and, in 1977,
built two Javanese gamelans with William
Colvig. He was a Fulbright senior scholar in
New Zealand in 1983, subsequently becom-
ing involved in recordings and international
performances of his works. He served in the
Darius Milhaud Chair of Musical Composi-
tion at Mills College from 1980 until his re-
tirement in 1985.

We of the Percussive Arts Society feel
especially close to Mr. Harrison because of
his major contributions to the 1980 Interna-
tional Convention in San Jose, at which he
presented workshops on gamelan, gave per-
formances of his La Koro Sutro and Scenes
from Cavafy, and served as the featured
speaker at our annual banquet.

Lou Harrison's contributions to the world
of music, indeed, toward world music, have
been enormous. He is responsible not only

for providing some of the most important
works in the percussion repertoire, but for
pioneering the expansion of our ensembles
by the use of “found objects,” the addition of
non-western instruments, the use of newly
invented instrumental resources, and, of
course, for introducing us to his sensitive, lyr-
ical compositional style. His election to our
Hall of Fame is a long overdue recognition of
one of the twentieth century’s most signifi-
cant contributors to the percussive arts.

Frederick Fairchild, PAS Historian

Chick Webb

There was a fine house band at the Savoy
Ballroom during the 1930s. They weren't
widely known in the first half of the decade,
but in 1935, after their leader discovered and
hired the loser of an amateur singing contest
(her name was Ella Fitzgerald), their fortunes
began to change.! In 1936, their record ‘A
little bit later on” (Decca 831) was one of
Metronome’s records of the year.? In 1937,
they got a regular radio spot on NBC, played
successfully at a major downtown theater
(Lowe’s State), and toppled none other than
the Benny Goodman Orchestra in a “battle
of the bands”® More records of the year fol-
lowed in 1938 (including the novelty hit “A-
tisket, a-tasket” Decca 1840),* and the New
York gigs became even more prestigious;
they played at the Paramount, and, in De-
cember, became the first Black band to be
hired at the Park Central Hotel.® This was, at
last, a most successful band.

Half a year later, on June 16, 1939, the
leader of the band, William “Chick” Webb,
died at the age of thirty of tuberculosis of the
spine. Wlthout his leadership and strong,

William “Chick” Webb

tasteful drumming, the band lost its spark;
they broke up| in 19417

Webb was “a crazy drummer” (Mary Lou
Williamson), “the most luminous of all drum
stars” (Gene Krupa);® in 1937, “the greatest
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drummer living today” (Dave Tough).® He
started playing professionally at age 11 with
the Jazzola band, in and around his home-
town of Baltimore. He became friends with
the guitar player of the Jazzolas, John
Trueheart, and they continued to play to-
gether throughout most of Webb's short life,
forming the heart of one of the best rhythm
sections ever to propel a big band. The lift of
that rhythm section is evoked by Webb's own
poignant definition of swing: “It’s like loving
a gal, and having a fight, and then seeing her
againxlo

But it wasn't only the powerful swing of
the Webb-Trueheart combination that
gained the loyalty of the fans at the Savoy
(and their “happy feet; as the band’s famous
theme song has it). Webb was, according to
Cootie Williams, “perhaps the greatest natu-
ral bandleader jazz has ever known. . . Any
musician that worked with Chick. . . became
a great musician”* Although he was never a
particularly good score reader, he had an ear
and a memory which enabled him to pick out
and correct mistakes in the often intricate ar-
rangements played by the band. Edgar
Sampson (who was responsible for many of
those arrangements) recalled how, after a
good night, Webb would draw attention to

any unusually good solo improvised by one
of his sidemen by singing it back from mem-

ory.2
If he had a fault as a leader, it was that he
was too trusting; he became an easy mark in
the cutthroat music business. So for his first
few years as a leader, in the late 1920s, he had
to scuffle for work, and lost a number of side-
men during dry spells — sidemen such as
Johnny Hodges and Cootie Williams.™ Des-
pite advice to the contrary, he refused to re-
place the ‘brilliant but unpredictable” Benny
Carter; Carter quit the band and took half of
the other members to start his own band.*
But Webb perservered, despite bad luck. In
the words of his one-time boss, Duke El-
lington, he had “taken it on the chin for a
good long time. Webb was never a quitter —

and in the end got the success he was after”
Chick Webb led a band noted as “the least
appreciated band in the country’™® After his
death, he was recognized as a great man""’
and one of the “immortals of jazz”*®Down-
beat’s writer, providing the latter accolade,
predicted that, “likeable and kindly, Chick
and his talents long will be remembered by
musicians”*® Happily, it was a prediction that
is coming true; such musical excellence des-

erves to be honored.

James Robbins

Notes

! Barry Ulanov, “Cootie calls Chick greatest leader”
Metronome 57 (July, 1941): 46; Anon., “Immortals of
Jazz, Down beat, 8 (Jan. 1, 1941): 10.

% George T. Simon, Simon says: The sights and sounds
of the swing era 1935-1955 (New Rochelle, N.Y.: Ar-
lington House, 1971), p. 375.

® Ulanoy, “Cootie calls Chick;' p. 46.
* Simon, Simon says, pp. 377-78.
* Ulanov, “Cootie calls Chick? p. 47.

€ Ibid., p. 7. According to Charters and Kunstadt,
Webb died after an operation for a liver ailment
(Samual Charters and Leomard Kunstadt, Jazz: A
history of the New York scene (Garden City, N.Y.:
Doubleday, 1962), p. 260,

7 Charters and Kunstadt, Jazz, p. 260.

* Nat Shapiro and Nat Hentoff, Hear me talkin’ to ya
(New York 1955; reprint ed. Rinehart, Dover, 1966),
pp- 194-195.

® Simon, Simon says, p. 443.
® Ibid., p. 76.
! Ulanoy, “Cootie calls Chick;’ p. 20.
2 Jbid., p. 46.
 Ibid., p. 20.
" Charters and Kunstadt, Jazz, p. 256.
* Shapiro and Hentoff, Hear me talkir’ to ya, p. 195.
** Simon, Simon says, p. 391.
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' Anon., “Immortals of Jazz, p. 10.
® Ibid., p. 10.
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A Brief History of the Founding of
the Percussive Arts Society

by Frederick Fairchild, PAS Historian

Over the years percussionists have banded
together into guilds in order to train perform-
ers and guard professional secrets, joined
musicians’ unions to promote better working
conditions and higher pay, and set up clubs
and societies for the purpose of achieving
professional, educational, and philosophical
goals, During the past fifty years there have
been several percussion groups spawned in
the United States. The 1930s saw the rise of
the National Association of Rudimental
Drummers, whose efforts in codifying and
standardizing snare drum rudiments affected
generations of American drummers. In suc-
ceeding decades, groups such as the Hol-
lywaod Percussion Club and the short-lived
Guild of American Percussionists were
tounded for various purposes related to play-
ing, teaching, and the dissemination of per-
cussion knowledge. As interest in these latter
goals increased, so did the need for the crea-
tion of an organization to serve as an advocate

and vehicle for improvement of the percus-
sive arts.

During the late 1950s, it became the cus-
tom for a small group of percussionists and
interested school music directors in atten-
dance at the annual Midwest Band Clinic at
Chicago’s Hotel Sherman® to gather infor-
mally in order to discuss common problems
and needs. In late December of 1960 (or
perhaps 1959, although most evidence now
favors the former),? one of the group, Remo
Belli, an exhibitor at the convention and a
professional percussionist himself, decided
to invite the others to dinner at the hotels
Well of the Sea Restaurant in order to pro-
vide a more convivial atmosphere for discus-
sion. In Mr. Belli’s words:

There was our clique, so to speak — our

isolated group of percussion players, and

we would talk among ourselves . . . and
... we would reflect on our professional ex-
periences. It was interesting to me to see

Near side of table (I: to R): Remo Belli, Jack McKenzie, Don Canedy, Mervin Britton.
Fax side of table (L to R): Hugh Soebbing, Vern Reimer, Sid Liutz, and Kenneth Leisen

the percussion problems of the educator.
This went on and on, so, one year we just
said, “Well, come on, let’s go down to din-
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ner.

The photograph taken at this dinner-meeting
documents those in attendance as Hugh
Soebbing, Jack McKenzie, Donald Canedy,
Mervin Britton, Sid Lutz, Vern Reimer, Ken-
neth Leisen, and of course, Mr. Belli.* The
attendees talked about common percussion
problems and concerns but discussed no de-
tails concerning establishing a percussion or-
ganization. When Mr. Belli returned to his
North Hollywood, California company, he
enlisted the services of Robert Winslow, a
professional percussionist and high school
band director, to undertake the formal estab-
lishment of such a group. In early 1961, the
Remo plant served as a center for operations,
and all early correspondence was on either
the Remo, Inc. or Pell, Harte, and Belli Ad-
vertising-Promotion® letterhead. An early
form letter (perhaps the first) was sent out to
interested parties under Mr. Winslow’s signa-
ture:
You have expressed an interest in the for-
mation of a new organization in the per-
cussion field. The need for an organiza-
tion that is concerned with Improving the
lot of the percussionist, particularly in our
schools, has long been needed.
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It goes on to outline a series of goals and pur-
poses:
I. General purposes

1. To stimulate a greater interest in per-
cussion performance and teaching.

2. To promote better teaching of percus-
sion instruments.

3. To éstablish standard criteria of ad-
judication for percussion performance in
light of today’s demands on the percussion
player.

II. Membership: Open to anyone interested
in our stated purposes. No entrance exams of
any kind will be required.

III. Additions

2. Publish a journal of newsworthy items
of value to students and teachers of percus-
sion.®

It is apparent from the above that the organi-
zation from its inception had a strong educa-
tional bent, a result, no doubt, of those early
discussions at the Midwest Band Clinic, an
event designed primarily for music teachers.

In February of 1961, a letter was sent out
on the Pell-Farte-Belli letterhead and signed
by Mr. Winslow which opened with the fol-
lowing statement:

I want to thank you for your enthusiasm

toward the “Percussive Arts Society”

The enthusiasm to {sic] our society con-
tained in the replies to our initial inquiry,
has been very heartening. It seems many
people all over the country have similar
ideas about the needs for such an organi-
zation as ours. Now at least we are moving
forward to an organization that will realize
our most earnest desires in the percussion
field.

The membership fee should include a
subscription to the Journal of Our Society.

The journal . . . will be printed at regu-
lar intervals. If our organization is to suc-
ceed, the Journal must succeed, as[it] . . .
will be the main method of advertising
our society. We will need regular con-
tributions of articles from the members.”

In May of 1961, a letter was sent to interested
persons:

We are underway. The Percussive Arts
Society is open for business. The enclosed
form is a sample of one that will be mailed
to all prospective members. We have pur-
chased a mimeo machine, thanks to
Remo, and all our materials will be dupli-
cated in this manner. As we grow, we hope
to be able to have our bulletins printed.

We are planning our first quarterly bul-
letin that will be mailed in September.

The bulletin is our way of reaching the
general teaching and performing public. If
we are to really improve the state of per-
cussion teaching and performance, the
bulletin must be considered our strong
right arm.®

Bob Winslow

In September of 1961, the promised Per-
cussive Arts Society Bulletin was published
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and sent to the membership. It was a nine-
page, mimeographed newsletter containing
‘A Message From the Secretary] a news col-
umn entitled “Have You Heard” information -
about new products and publications headed
“New Ideas in Percussion,” an article by Hugh
Soebbing entitled “The Musical Approach to
Drumming;” and a membership application
blank. Mr. Winslows “Message From the
Secretary” included the following remarks:
It gives me great pleasure to present to you
the first bulletin of the Percussive Arts So-
ciety. The bulletin is the main mode of
communication of the membership.

Our statement of purposes [is] clear to
all. What we now need is an effort from all
of the members to spread the word in
their areas about Our Society. [We] must
do our best to spread the gospel of better
percussion teaching and performance.

The members recognize the benefits of
an organization such as our Society, Only
through a united effort, each of us working
in his own area, can a lasting effort for the
betterment of percussion be achieved.’

The included application blank listed as
founding members: Remo Belli, Warren
Benson, Mervin Britton, Robert Buggert,
Don Canedy, Rey Longyear, Charles Lutz,
Jack McKenzie, Jim L. Moore, Verne Reimer,
Jim Salmon, Hugh W. Scebbing, Charles
Spohn, and Robert Winslow.'* Mr, Winslow
edited and published two more bulletins
through Mr. Belli's company, one in January
of 1962 and the last in April of the same year.

As the Society grew, the task of adminis-
tration and of publishing the bulletin became
quite time consuming, and Robert Winslow
found it increasingly difficult to absorb the
work load. With this in mind, Remo Belli
made arrangements to turn over the activities
of the Society to Donald Canedy, percussion
teacher and band director at Southern Illinois
University in Carbondale, Ilinois, with
whose enthusiasm and organizational skills
he had become acquainted during the Mid-
west Band Clinics. On the first weekend in
May of 1962, in a remarkable act of dedica-
tion, Mr. Canedy rented an airplane, and pi-
loted it to Enid, Oklahoma {located mid-way
between North Hollywood and Carbondale)
to confer with Mr. Belli, who was serving as
a clinician-adjudicator at the annual Tri-State
Music Festival, about the transition.

In early 1963, the membership received a
letter from Mr. Canedy on “Percussive Arts
Society” letterhead:

Dear Fellow Percussionist:

First, you are no doubt wondering why
it is that I am writing . . . rather than Bob
Winslow. During a telephone conversa-
tion with Remo Belli I learned that Bob's
activities were so demanding on his time
that he was unable to continue as PAS
secretary. I volunteered the help of my
office, my graduate assistant-Neal
Fluegel, appropriate University services,
and myself, if any or all of these things




would add anything to the success of PAS.
Remo took the offer seriously (it was
made sincerely), and in a few days all of
the PAS material was located at Southern
Illinois University."

Mr. Canedyss title was Acting Executive
Secretary, but the adjective “Acting” was soon
dropped and he assumed the task of running
the Society, there being no regular officers.
Mr. Neal Fluegel, Mr. Canedy’s aforemen-
tioned assistant at the University took on the
task of Corresponding Secretary.

In May of 1963, with Mr. Canedy as editor
and Mr. Fluegel as assistant editor, the first
issue of Percussionist was published and sent
to the membership. It appeared, as does its
successor, Percussive Notes Research Edition,
as a professionally printed journal containing
articles dealing with various aspects of per-
cussion playing, teaching, and philosophy. It
should be noted that an editorial board con-
sisting of Rey M. Longyear, Al Payson, and
Gordon Peters, and a group of contributing
editors, including Henry Adler (dance drum-
ming), Mervin Britton (new materials), Vida
Chenoweth (keyboard mallet instruments),
and James D. Salmon (percussion educa-
tion), had been enlisted to guide the activities
and the publications of the Society.

With total membership at about 70 and
dues being only $2.50, it was soon found to
be financially difficult to both publish a pro-
fessional journal and cover expenses of the
Society. Fortunately, there were manufactur-
ers and dealers willing to provide the much
needed monetary help, and the back cover of
the second issue of Percussionist contained an
acknowledgement of financial contributions
to the PAS. The original list of “Associate
Members,” as they were called, included:
Amrawco; J. C. Deagan, Inc.; Frank’s Drum
Shop, Inc.; Fred Gretsch Manufacturing;
Ludwig Drum Company; Musser Marim-
bas, Inc.; Remo, Inc.; Rogers Drums, Inc.;
Slingerland Drum Co.; and Avedis Zildjian
Co. Preceding the list was the following state-
ment:

We would like to express our appreciation
to the . . . associate members for their un-
selfish contributions to PAS. Without this
tremendous help and assistance, this bul-
letin would not have existed. . . . These
.. .companies receive no direct return for
their effort. They have simply made a do-
nation toward what they hope is, and will
remain, a worthwhile and stimulating
force in percussion.'?

A membership meeting was held on De-
cember 20, 1963 at the Hotel Sherman in
Chicago, again as an adjunct to the Midwest
Band Clinic. Gordon Peters of the Chicago
Symphony Orchestra served as chairman.
The meeting was basically organizational,
discussing ideas about future directions, es-
tablishing a committee to formulate a con-
stitution for the Society, and even setting up
a special project to work on suggestions for

improvement of school solo and ensemble
contests.

During the ensuing year Donald Canedy
continued to serve as de facto president, guid-
ing the Percussive Arts Society and continu-
ing to edit Percussionist. On December 8,
1964, with Gordon Peters again acting as
chairman, the second annual meeting took
place at the Hotel Sherman with eighteen
members in attendance. The proposed con-
stitution was adopted, and the Society's first
officers were elected, with Gordon Peters be-
coming the first Percussive Arts Society pres-
ident, Jack McKenzie assuming the vice
presidency, and Donald Canedy retaining the
positions of secretary-treasurer and executive
secretary. The first Board of Directors, repre-
senting a broad spectrum of percussion spe-
cialties, including performance, education,
and the music industry, consisted of Gordon
Peters, Robert Tilles, Thomas Davis, Jack
McKenzie, Thomas Brown, Neal Fluegel,
Frank Arsenault, Larry McCormick, Roy
Knapp, Maurie Lishon, Alan Adams, Robert
Yeager, Richard Craft, Richard Richardson,
Donald Canedy, and Frederick Fennell.

Thus with the adoption of a constitution,
an impressive list of officers and directors,
and the enlistment of music industry sup-
port, the Percussive Arts Society entered its

modern era, establishing a governing and op-
erational structure that remains essentially
the same today.

Notes

The author wishes to give special thanks to found-
ing PAS member Hugh Soebbing, professor emeritus
of Quincy College, for his help and for providing
copies of the original PAS letters and Bulletins, and
to founding PAS member Remo Belli, president of
Remo, Incorporated, for providing much useful in-
formation about these early years in letters, telephone
calls, and an enlightening interview.

! The Midwest Band Clinic, now known as the Mid-
west Band and Orchestra Clinic, was — and still is —
an annual convention of school, amateur, and profes-
sional music directors and musicians. It hosts clinics
and concerts, and serves as a place where musicians
can meet informally to discuss matters of mutual in-
terest. The Hotel Sherman was later renamed the
Sherman House and was finally torn down to make
room for the Richard J. Daley Civic Center.

% In 1970, Mr. Belli sent a picture of the'dinner meet-
ing to those who had attended. He dated it 1959, but
subsequent discussions between the author and
Hugh Soebbing, who was in attendance, and with Mr.
Belly, indicate that it was probably 1960.

* Interview with Remo Belli by the author, October
9, 1982.

* Hugh Soebbing later identified Kenneth Leisen,
who was listed as “a friend of Vern Reimers” in the
original photograph. See also note 2 above.

* Dave Pell, Roy Harte, and Mr. Belli collaborated in
an advertising venture.

¢, Excerpt from a letter to prospective members, ca.
January, 1961.

7 Excerpt from a letter to prospective members, Feb-
ruary 23, 1961.

Percussive Arts Society 8 Excerpt from a letter to prospective members, ca.
The World Organization May, 1961.
for Percussionists ® Percussive Arts Society Bulletin, I, No. 1 (September,
1961).
1 Ibid.
1 Letter to the membership, ca. early 1963,
2 Acknowledgement appearing on the rear cover of
Percussionist, I, No. 2 (September, 1963).
Woodwind, ORCHESTRA OBOE FRENCHHORN  PERCUSSION
d David Ramadanoff ~ William Banovetz A. David Krehbiel Barry Jekowsky
Brassand  ,, csoon Marc Lifschey TROMBONE Elayne Jones
Percussion  Stephen Paulson FLUTE John Engelkes Offering the Master
Facult CLARINET Barbara Bernhard- ~ Mark Lawrence of Music, )
acuity Mark Brandenburg LFregdGen TRUMPET Bachelor of Music,
David Breeden oyd Lowen Glenn J. Fischthal and Music Diploma.
Rosario Mazzeo Stephen Schultz Founded 1917, )
David Subke TUBA Milton Salkind, President.
Floyd Cooley
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At the San Francisco Conservatory,

we have a faculty for great music
For information contact the Office of Student Services, 1201 Ortega St., San Francisco, CA 94122 (415) 665-9220
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News

Dr. John Baldwin, editor

Martin Kluger recently presented the
American premiere of Carols (Dionysies 1I),
by PAS award-winning composer Serban
Nicifor of Romania. He also performed the
world premiere of The Self, if you could see
It, a concerto for combined vibraphone/
marimba, with alto saxophone, trombone,
and contrabass, written for him by New York
composer Ken Hosley. In the fall he has
planned recitals and clinics at the Hartt
School of Music and at Wesleyan University.

The winners of the individual and ensem-
ble percussion events in the 1985 DCI
Championship Contest include: keyboard —
D. Brown, Blue Devils; timpani — M.
Leeson, Santa Clara Vanguard; snare drum
— 8. Campbell, Blue Devils; multi-tenor — G.
Carter, Spirit of Atlanta; ensemble — Madi-

son Scouts.

The Manhattan Marimba Quartet — Will-
iam Trigg, Kory Grossman, Bill Ruyle, and
James Preiss — presented a showcase of new
works by A. Leroy at Manhattan’s Dance
Theater Workshop. Other recent perfor-
mances include “A Little Noon Music” con-~
cert at St. Mark’s Place in New York City, and
an appearance at the Lincoln Center Out-
Of-Doors Festival.

Manhattan Marimba Quartet

Last year Jonathan Haas performed Bar-
toK's Sonata for Tiwo Pianos and Percussion in
Palm Beach, where he was joined by Saul
Goodman, and at Rockefeller University,
New York City.

Jonathan Haas and Saul Goodman
(photo: Lucien Capehart)
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Jazz vibist and Ludwig/Musser clinician
Jerry Tachoir and guitarist Van Manakas
gave several concerts in Arhus, Denmark.
The Jerry Tachoir Quartet’s latest album in-
cludes Danny Gottlieb on drums.

Last May, John Floyd was the featured
soloist in a performance of Milhaud’s Con-
certo for Marimba, Vibraphone, and Orchestra
by the Roanoke Symphony, under the direc-
tion of Jack Moehlenkamp. Floyd serves as
principal timpanist and principal percus-
sionist, and is associate professor of music
and director of percussion studies at Virginia
Polytechnic Institute and State Univeristy.

Clair O. Musser and Lorraine Irvin, of
Enid, Oklahoma, met for a reunion luncheon
in California last summer. Irvin, who has
works published by Studio 4 Productions
and Permus, studied marimba with Musser
when he taught at Northwestern University.
The two had met previously when he or-
ganized and conducted a marimba orchestra
for the annual Tri-State Music Festival in
Enid. Both are former teachers of Vida
Chenoweth.

Louie Bellson, world-acclaimed jazz
drummer, received an honorary Doctor of
Humane Letters degree from Northern II-
linois University in August. Bellson's profes-
sional career dates from the big band era,
when he performed, among others, with
Benny Goodman, Tommy Dorsey, Duke Ei-
lington, Harry James, and Count Basie. Bom
mn Rock Falls, Iilinois, on July 6, 1924, Bellson
began studying drums at the age of 3V, en-
couraged by his father, who owned a music
store in Moline. It was also his father who
encouraged him, years later, to study the
piano, an undertaking that he credits for his
success today.

The fifth annual Windjammers Invita-
tional Marching Band Competition was held
in October at the U.S. Coast Guard
Academy in New London, CT. The East
Lyme High School Viking Band again won
the Gold Division Championship, as in
1984.

Windjammer D & B Corps

The Ontario chapter of PAS exhibited at
the National Conference of the Canadian
Music Educators’ Association, held at
Queen’s University, Kingston, last spring.
President IJan Turnbull and several other
PAS members distributed application forms,
descriptive flyers, and a list of Canadian PAS
chairmen to conference delegates.

Glenn D. Price and the ensemble Mallet
Magic received a $10,000 grant from the
Canadian government to perform fifty con-
certs in Ontario during the summer of 1985,
The five high school students in the group
were private students of Price. Rags, folk,
classical, jazz, and pop music were played on
xylophone, vibraphone, marimba, and drum
set for audiences ranging in size from twenty
to 2,000, in schools, hospitals, shopping
malls, and concert halls.
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Glenn Price and Mallet Magic

Bobby Sanabria returned to his alma
mater, Berklee College of Music, to conduct
a clinic on advanced drumming and percus-
sion techniques. He is currently recording
and touring with Mongo Santamaria. Sanab-
ria has also performed with Dizzy Gillespie,
Tito Puente, and Claudio Roditi.

Bobby Sanabria at the Berklee College of Music



Percussionist Jeffrey Long and timpanist Gary
Dachtyl

Timpanist Gary Dachtyl and percus-
sionist Jeffrey Long were featured in a per-
formance of Bartok’s Sonata for Tivo Pianos
and Percussion at Ohio State University. Both
are graduate teaching associates at OSU.
They also assisted Dr. James L. Moore in
the performance last year of percussion
chamber works by Philidor, Surinach, and
Haydn.

Dr. Larry Snider and the University of
Akron hosted the University’s third Steel
Drum Making Workshop last July. The fac-
ulty included master tuner Cliff Alexis and
clinician Allan O'Connor of Northern 1l-
linois University.

The percussion section in California’s
Mousic From Bear Valley concert series con-
sisted of Dr. John Baldwin, principal (Boise,
ID), James Lemons (Hayward, CA), and
Ward Spangler (Oakland, CA). One of the
highlights was a performance of Ginastera’s
Dances from Estancia. There were also two
performances of La Bohéme, a pops concert,
a lollipop concert for children, and various
chamber music recitals.

Pexcussion section of Music from Bear Valley

John Jutsum, timpanist of the National
Orchestra of New York, was awarded the
prestigious Claus Adam Award last April.
Originally from Boise, ID, he attended Ober
lin Conservatory. Last summer he performed
with the Colorado Philharmonic. Jutsum is
currently studying at Juilliard.

Mark Lutz, a graduate of Northwestern
University and a student of Dr. Terry

Applebaum, performed Kurka's Concerto for
Marimba and Orchestra with the Hofer Sym-
phoniker of Germany. He also performed
solo recitals in Wiirzburg, Kassel, and
Schweinfurt, and recently participated in the
ARD International Competition in Munich.
Lutz was awarded a DAAD scholarship for
a second year in 1985-86 to continue his per-
cussion project in Germany under Siegfried

»*
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Michael Ort (xight) is congratulated by Mrs. von
Weizsicker, President Richard von Weizsicker of
the German Federal Republic, and Professor Richard
Jacoby, president of the G Music C il

Michael Ort recently won the National
Solo Percussion Competition in Bonn, Ger-
many. He is a student of Siegfried Fink.

On drumset, timpani, mallets or percussion, Harvey Mason is truly the
consummate performer. And when it comes to drumsticks, no other
maker can claim the design expertise and consistent quality of Vic Firth.

So it’s only natural that Harvey and Vic get
together to make the perfect pair...

the Harvey Mason Signature Model
drumstick. Harvey's personal design...
Vic's quality craftsmanship. In Stradivarius
brown finished hickory with a small round
tip and Harvey's signature in silver. Pitch
paired for perfect balance and tone.
Guaranteed straight and free from defects.
At finer percussion shops and music
dealers worldwide.

Vi
Fiitrm

Vic Firth Inc.
Box 10
Dover, MA 02030
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In July 1985, Peter Sadlo performed
Milhaud’s Concerto for Marimba, Vibraphone
and Orchestra with the Nuremberg Sym-
phony in Nuremberg and Wiirzburg, and
gave solo recitals in Hammelburg and
Lausanne. Sadlo is principal timpanist of the
Munich Philharmonic and a student of Sieg-
fried Fink.

In September, Billy Cobham presented a
two-hour clinic/demonstration in Boise, ID,
sponsored by the Musicians Pro Shop (Pat-
rick Kurdy, owner) and Tama, and hosted by
the Boise State University Department of
Music. In addition to demonstrating tech-
niques and answering questions, he per-
formed several excerpts from his latest
album.

The percussion section of the 1985 Round
Top Festival Orchestra of Texas included
Kathy Dayak, timpani (student of Mitchell
Peters of the University of California at Los
Angeles), and Michael McNicholas, percus-
sion (student of George Frock, and current
student of Doug Howard and Kalman
Cherry at Southern Methodist University).
Besides playing in the orchestral concerts,
the percussion section also performed the
world premiere of Eugene Asti’s Suite for
Brass and Percussion with the Festival Brass

Ensemble.

Jean-Claude Eloy's Yo-In, an almost four-
hour rituel imaginaire for solo percussion,
tape, and lights, was given its Japanese pre-
miere in June at the World Exposition in
Tsukuba. The percussion soloist was
Michael Ranta, who has performed the
work throughout Europe. A week of perfor-
mances followed. Yo-In is inspired by tradi-
tional and modern Japanese thought, and
draws on such elements as the kashiwade
ritual — the Shinto “calling of the gods” The
title roughly translates “resonance’

Wik

ing Yo-In

1 Ranta pexf
by Jean-Claude Eloy

Steve Gadd recently conducted the first
in a series of master classes to be held at
Drummers Collective in New York City. In
the two-hour session, Gadd demonstrated
and explained many of the styles that are his
trademark, talked about approaches to play-
ing, and answered questions from the twelve
participants on technique and about parts he
has played on records.
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The faculty of the 1985 Birch Creek Music
Center program included James Dutton,
Gordon Stout, Leigh Howard Stevens,
Brad Stirtz, Allan O'Connor, and Al
Keeler. Sessions were offered on mallet in-
struments, classical music, jazz, and steel
drums; in each, there were three levels—high
school, college and young professional. Inall,
twenty-five students participated in the mal-
let session and fifty-five in the classical and
jazz sessions. Summer 1986 will mark Birch
Creek’s tenth season.

han O'Conner and the Birch Creek Steel Drum
Band

Mino Cinelu gave a master class at
Drummers Collective on his unique ap-
proach to music, utilizing congas and other
hand percussion instruments, drum set, and
electronic percussion. He was percussionist
for three years with the Miles Davis Group,
and currently is a member of Weather Re-
port, whose latest album features Confians,
which Cinelu composed. In the recording, he
also plays most of the parts in that work,

Ricky Sebastian, presently the drummer
with Dr. John, presented a New Orleans
drumming workshop at Drummers Collec-
tive. He dealt in detail with second-line,
cajun, and zydeco rhythms,

Del Roper, California keyboard percus-
sionist, recently hosted a gathering of other
keyboard percussionists from around the
world. Among those present were Howard
Peterson, Deborah Schwartz, FEriko
Ariyama, Alex Galvan, Betty Roper, Sa-
buro Mizuno, Helge Knudson, Raymond
Cho, Don Radecki, Tomei Radecki, and
Red Norvo. Apart from social activities, the
event included the performance of several
musical arrangements by the guests.

Geary Larrick, assistant professor of
music at the University of Wisconsin, Ste-
vens Point, where he teaches music literature
and history, celebrated the Bach Tercente-
nary with several performances on solo
marimba of an all-Bach program. The music
included published arrangements by James
L. Moore and Murray Houllif, and Larrick’s
unpublished arrangement of the Prelude in C.
The program was given in Stevens Point,
LaCrosse, Antigo, Wisconsin Rapids, and
Wausau. Dr. Larrick is a former member of
the Baltimore Symphony Orchestra.

During the 1984-85 academic year over
fifty percussion concerts were performed in
Germany by Siegfried Fink’s Hochschule fiir

Musik-Ensembles, including duos, trios, quar-
tets, and sextets. In addition to being hired
along with several students for various radio
and TV broadcasts in Stuttgart, Nuremberg,
Frankfurt, Saarbriicken, and Cologne, Profes-
sor Fink also completed the music for his
third film project. He conducted a master
class in Bulgaria in July 1985, and will do
another in Luxemburg in September 1986,
assisted by Professor Mootz.

The Repercussion Quartet of Montreal
(Robert Lepine, Luc Langlois, Chantal
Simard and Aldo Mazza) has been touring
extensively in Canada, the United States,
Mexico, Costa Rica, Colombia, Greece, and
Belgium. The group appeared with several
symphony orchestras and on TV, and also
presented a special performance for Prime
Minister Brian Malroney and President
Reagan. Among the international festivals in
which they participated were the Festival of
The Americas, and those at Quebec, To-
ronto, and Athens. Future performances are
anticipated in Asia and in Vancouver, A sec-
ond record album is also in the offing,

Ancora is a new percussion, wind, and
contrabass ensemble. Since its formation in
January 1985, the group has performed in
Springfields Symphony Hall (the concert
was recorded and broadeast by Continental
Cablevision), presented two concerts in New
York City, and appeared throughout New
England. More than a dozen works have
been written expressly for the ensemble.
Members include Martin Kluger, percus-
sion; Marjorie Shansky, flutes; Lynn Klock,
saxophones and bass clarinet; David Sporny,
trombone; and Salvatore Macchia, con-
trabass.

Nine-year-old Simon Collins seems to be
following in his dad’s footsteps. (Dad is
drummer Phil Collins.) Simon recently vis-
ited the Drums Only shop in Vancouver,
where owner Ray Ayotte helped him choose
a new cymbal set. Watch out, here comes
Collins No. 2!

Simon Collins

Percussive Arts Society
is dedicated to the highest standards
of performance, teaching, composition,
and all other phases
of the percussive arts at all levels




Newsline

A conga in a South Bronx graffiti setting
highlights the cover of Latin Percussion’s
latest catalog. In addition to product descrip-
tions, the 40-page booklet also gives an infor-
mative history of Latin percussion instru-
ments,
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John Santos

John Santos, Latin percussionist, is the
new vice-president of Valje Drums and Per-
cussion of California. Santos has recorded
with Pete Escovedo, Batachanga, Makoto,
and Gary Duncan. He has also written about
percussion (in Percussive Notes and Modern
Percussionist), and is the producer of radio
programs (“Kindembo,” on KPOO 89.5 FM).
He is a Remo endorser, and is head of the
percussion department of the Haight-
Ashbury Music Center of San Francisco.

Terry Bozzio

Percussionists Mark Simon, Terry Boz-
zio, Boo Boo McAfee, and Laurent Reb-
boah have recently joined the Pro-Mark
Corporation roster of artist endorsers. Simon
is the drummer of the popular British band,
Grim Reaper, which he joined a year ago.
(The group recently toured the United
States.) He received his formal musical train-
ing in and around Birmingham, England.
Bozzio, of Missing Persons, has also per-
formed with The Becker Brothers, UK, and
Frank Zappa. McAfee is currently working
with the country band Atlanta. He also hasa
teaching studio in Nashville and records with
his jazz group, McAfee’s Breeze. Rebboah
teaches drum set and is the driving force be-
hind the West Coast power rock band Boa.
He is listed in the Guiness Book of Records as
the current holder of the world’s record for
continuous drumming — a staggering 42
days!
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Mark Simon

1985 Sabian Juno Award nominees in-
clude: Bryan Adams (drummer Pat Stew-
ard) - best album, best single, best composer,
and best male vocalist; Corey Hart (drum-
mer Bruce Moffet) - best album, best single,
best composer, and best male vocalist; Helix
(drummer Greg Hinz) — best album and
best group; Honeymoon Suite (drummer
Dave Betts) — best album and best group;
Triumph (drummer Gil Moore) — best
group; Bruce Cockburn (drummer Michel
Pouliot) — best male vocalist; Kim Mitchell
(drummer Paul DeLong) ~ best male vo-
calist; and Lee Aaron (drummer Barry Con-
nors) —~ best female vocalist. Juno awards are
presented by the Canadian Academy of Re-
cording Arts and Sciences.

The Drum Corps International presented
the 1985 Drum Corps Rules Congress and
Operational Management Seminar De-
cember 6-8, at the Sheraton O'Hare Hotel, in
Rosemont, Illinois. The seminar covered
such topics as money management, business
management, traveling, personnel manage-
ment and recruiting, fund raising, and prom-
otion. Also scheduled were clinics in each of
the brass, percussion, and visual captions,
and a contest management/promotion semi-
nar for sponsors of band and drum corps
contests. For further information, call (312)
495-9866, or write to: DCI, Box 413, Lom-
bard, IL 60148.

Coming Events

Group Centre, Inc., has announced plans
to sponsor nearly 100 drum clinics and semi-
nars at authorized Simmons dealers and
major universities throughout the United
States during the next several months. The
clinics will be extensively promoted through
the music industry media and many will be
co-sponsored by the Sabian, Paiste, and Zild-
jian cymbal companies. Percussion instruc-
tors, band directors, music dealers, and
others interested in complete details should
contact Group Centre, 23917 Craftsman
Road, Calabasas, CA 91302; telephone: (818)
884-2653.

The first annual Keiko Abe Marimba
Master Class, sponsored by the GP Percus-
sion Foundation, will be held in New Har-
mony, Indiana, August 10 — 20, 1986. The
deadline for receipt of applications is June 15.
Auditors are welcome. Information and ap-
plications may be obtained from Rebecca
Kite, Keiko Abe Marimba Master Class, PO.
Box 1954, Bloomington, IN 47402; phone
(812) 876-7059.

Pexcussive Arts Society
supports percussive education
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News from the Industry

Dr. John J. Papastefan, editor

Adams International, Inc., 24467 Bel-
mar Drive, Elkhart, IN 46517, is a company
newly formed by Rollie Bunn that will im-
port and export musical products. (Specific
product information will be released at a later
date.) Prior to forming his own company,
Bunn was the international sales manager for
Vincent Bach International, export division
of the Selmer Company.

Rollie Bunn (photo: Jonathan Beacham)

Drum Workshop, Inc., 2697 Lavery
Court, Unit #16, Newbury Park, CA 91320,
has developed the new D.W. EP-], the first
electronic trigger pedal with the natural feel
and the natural reflex of a conventional bass
drum pedal. The new model is a pedal and
an electronic bass drum all in one. It is spec-
ially designed to be fully compatible with
Simmons and most cther electronic drums.
There is both an input and an output jack to
make it easy to expand your present set. For
more information, contact a D.W. dealer or
write to Drum Workshop, Inc.

Dxum Workshop, Inc. D, W. EP-1
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Bractea gongs

Bractea Instruments, 37 Haight Street,
San Francisco, CA 94102, has introduced a
line of orchestral-quality tuned gongs. Used
primarily by opera companies and contem-
porary ensembles, the Bractea tuned gongs
are made of hand-hammered bronze and
have a characteristic dark, long-sustainin
tone. In addition to the four octave (C to C°)
chromatic set, Bractea offers all combinations
of microtonal and just intonational tunings.

Permus Publications, P O, Box 02033,
Columbus, OH, has released three new snare
drum books: The Solo Snare Drummer, The
New Pratt Book, and Know Your Drum Rudi-
ments. About these, and for a complete listing
of NARD and other rudiments, write to Per-
mus.

Remo, Inc., 12804 Raymer Street, North
Hollywood, CA 91605, has introduced a full
line of professional-quality drum sets, en-
dorsed and played by Louie Bellson and
other great performers. Also available are
several videocassettes of drum set instruction
featuring Bellson and other prominent
drummers.

J. D. Calato Manufacturing Co., Inc,,
4501 Hyde Park Boulevard, Niagara Falls,
NY 14305, maker of Regal Tip products, has
opened a distribution facility in Niagara
Falls, New York. Included in the growing line
of products are Aquarian cymbal springs,
Danmar, Drum Workshop, Remo drum
heads and roto toms, and the full line of Sa-
bian cymbals. One year ago Calato opened a
similar distribution facility in Niagara Falls,
Ontario, for the Canadian market. For more
information, contact Peter Cicero, U.S. sales
manager.

Fall Creek Marimbas has moved to the
trees and hills of the Finger Lakes region of
upstate New York. With the rapid growth
and expansion of the last few years, newer
and larger facilities were required, a place
where full-time caring for mallet instruments
could continue. More information on the
mallet tuning and repair services is available
from owner Bill Youhass, Route 245, Dept. E
Middlesex, NY 14507.

Pearl International, Inc., R O. Box
111240, Nashville, TN 37222-1240, is proud
to announce its programmable electronic
drum kit, “Drum-X” Capable of producing
both electronic and acoustic drum sounds, it
is equipped with full size pads, allowing ac-
coustic drum feel. Other new products in-
clude “Wild” 500 series cymbals, and the in-
ternational line of drum sets designed for the
novice, but with the characteristics of profes-
sional line equipment. An east coast distribu-
tion facility, Pear] International East Coast,
has opened. For more information, contact
Ken Mills, 97-A Fairfield Road, Fairfield, NJ
07006.

Pearl “Wild” 500 cymbals

Latin Percussion, Inc,, 160 Belmont Av-
enue, Garfield, NJ 07026, has introduced
several new products, including junior con-
gas (measuring 8" and 9" in diameter by 15”
tall), a cowbell specifically designed for the
rock drummer, and fully folding speaker
stands and music stands. Cosmic Percussion
has added the new 500 series drum throne
which features a 12" diameter, 3" thick seat
with memory clamp. Contact LP/CP for
complete product specifications.

.

Latin Pexcussion cowbell for rock drumming

Continued on page 84



On the Move

Russell Maddox was recently named princi-
pal timpanist of the Albany Symphony Or-
chestra. A native of Myrtle Beach, SC, Rus-
sell received a Bachelor of Music degree from
Arizona State University, where he studied
with Mark Sunkett and William Wanser, and
the Master of Music degree (in 1985) from
the Manhattan School of Music, where he
was a student of Fred Hinger. He has per-
formed with the Phoenix Symphony,
Flagstaff Festival Orchestra, New Music
Concert, Y Symphonic Workshop, and
Young Sounds of Arizona.

Michael J. Burritt has been appointed
head of the percussion department at Kent
State University. Burritt studied with Gor-
don Stout at Ithaca College and earned the
Bachelor and Master of Music degrees, and
the Performers Certificate, from Eastman,
where he was a student of John Beck.

Martin Kluger has joined the music fac-
ulties of the University of Connecticut at
Storrs and of Westfield State College
(Westfield, MA). Timpanist of the
Springfield Symphony Orchestra, and re-
citalist throughout New England, he is now
residing in Somers, CT.

Texas A & M University recently an-
nounced the appointment of Edward
Koehler as director of percussion in the fac-
ulty of music. Koehler received a Master’s de-
gree from the University of Akron, where he
was a student of Larry Snider.

James Campbell accepted the position of
professor of percussion at the University of
Kentucky. He also serves as program coor-
dinator for the Cavaliers Drum and Bugle
Corps, and is active as a clinician for Ludwig
Drum Company.

Bill Youhass has left Percussion Group
Cincinnati and the University of Cincinnati
to move to upstate New York and devote full

time to his business at Fall Creek Marimbas.
Friends will be interested to know that his
Canterbury marimba (Harvey) is not for sale,
and that he still plays his hammered dul-

cimer!

Glenn D. Price has returned to Eastman
where he will complete the Doctor of Musical
Arts degree in performance and literature.
He has been awarded an Arts grant from the
Canada Council to assist in his work. Price
was head of music at Upper Canada College,
and was also an active performer in the To-
ronto area.

Jim Payne has joined the faculty of
Drummers Collective in New York City. His
background includes rhythm and blues and
funk; among the artists he has backed have
been Esther Philips and the Becker Brothers.
Payne is the author of Funk Drumming, pub-
lished by Mel Bay.

Dave Markgraf has been appointed
graduate assistant in percussion at Indiana
University of Pennsylvania, where he cur-
rently studies with Dr. Gary Olmstead. A re-
cent graduate of Eastern Illinois University,
Markgraf studied with Johnny L. Lane. At
EIU he also performed in the percussion en-
semble, marimba orchestra, marimba rag
band, steel band, and Latin percussion

group.

Pete Zeldman is the latest percussionist
to join Drummers Collective. Zeldman, who
teaches a wide range of musical styles, spe-
cializes in four-way coordination and
polyrhythmic applications. He has worked
with Steve Vai and Sonny Stitt.

Karen Plaut is the graduate assistant in
percussion at Eastern Illinois University and
studies with Johnny L. Lane. She is a
graduate of Illinois State University.

Jeff 1. Pellaton has accepted the position
of director of percussion and jazz at Kubasaki
High School in Japan. A graduate of Eastern
Tllinois University, he taught percussion for
the past few years at Mississippi Valley State
University.

Naropa
Summer
Institute
1986

. Atrican, Guban, Haitian,
- Indian, and Brazilian Percussion
Bira Almeida, John Amira,

Kobia Ladzekpo, John Bergamo

Aocoustic guitar and recording techniques
~ Steve Tibbetts

Composition, Improvisation,

Engemble Performance, and New Age Music
Paul McCandless, Art Lande, Bill Douglas

A Celebration of World Music

Summer Music Program June 21-August 15

Our comprahensive summer catalog is available upon request. Please write NAROPA
INSTITUTE, Dept PN, 2130 Arapahoe Avenue, Boulder, Colorado 80302 or call 303-444-0202.

Mark Richards has joined Sabian/Alden,
Ltd. and is based in Michigan, with respon-
sibilities including artist relations and dealer
support. Drummers and dealers throughout
Michigan and the Ohio Valley are invited to
call on him for help and guidance: 1276 But-
cher Road, Fenton, MI 48430; telephone:
(313)750-0611.

Mark Richards

In Memoriam

On June 9, 1985, Tulsa, Oklahoma, and the
surrounding area lost the outstanding per-
cussion performer and teacher Sydney
David, who died after playing a morning ser-
vice. David was a long-time resident of Tulsa;
he taught instrumental music in the Tulsa
Public Schools and percussion at Oral
Roberts University and in his private studio.
He was a member of the percussion section
of the Tulsa Philharmonic.

The Percussive Arts Society recently
learned of the death of Mack Perry, presi-
dent of The World of Peripole, Inc. Mr. Perry
was involved in the distribution of mallet in-
struments by the French manufacturer
Bergerault. Our condolences are extended to
the Perry family and to Peripole, Inc. He
will be truly missed.

Mack Perry
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Chapter Activities

John Beck, editor

California

Sunday evening February 23, 1986, Primarily
Percussion, Barry Jekowsky, music director,
will perform a concert of world percussion,
in the University of California at Berkeley’s
Heartz Hall. Brazilian, Indian, jazz, march-
ing, contemporary, and traditional percus-
sion music will be featured, and guest artists
are to include David Friedman, David

Ask the Experts

Samuels, Mike Mainieri, Gordon Gottlied,
Richard Kvistad, among others. A number
of clinics will be offered on Saturday, Feb-
ruary 22nd. These events will be the largest
in California apart from the L.A. convention.
For further information, please write to Tom
Rance, President, Northern California
Chapter of PAS, 170 E. William St. #2, San
Jose, CA 05112,

In each issue of Percussive Notes Anthony J.
Cirone secures answers from prominent percus-
sion experts to questions submitted by members
of the Percussive Arts Society. Any member of
PAS may submit a question directly to Anthony
J. Cirone, RO. Box 612, Menlo Park, CA 94025
and every effort will be made to answer as many
questions as possible. Selected questions with
answers will appear in coming issues.

This question was sent by Nancy Vogel of Dal-
las, Texas.

Question: I am playing a piece for
viola and chimes. Every time we play
in unison the chimes are very out of
tune. Please advise on how to correct
the tuning of chimes.

Question submitted to Del Roper, tuning consul-
tant for Maas-Carillons, whose interests in per-
cussion instruments are many and varied.
Among Mr. Roper’ innovations are building the
“monster” — a combined marimba, vibraphone,
and bass marimba, and developing the “dual-to-
nality” principle for carillon bells (the upper
keyboard sounds tone rods having a major third
harmonic, the lower keyboard sounds those hav-
ing a minor third harmonic). He has patented,
with Lowell Mantz, what he calls “equasonic”
tone bars for marimba, featuring a graduated
metal-to-rosewood content which increases the
ringing period of the bars in the upper two oc-
taves. Roper is presently recording multiple
track tapes of 5Y%-octave marimba, 4Y5-octave
vibe, square ,chimes, and other percussion
instruments.

Answer: Tubular chimes — really brass
tubes — have for the past 90 years or so, been
an economical substitute for cast bells, which
are much heavier and impractical, space-
wise, for orchestral use.

Tubular chimes are both blessed and
cursed with a distinctive, melodious sound
when struck as a single tone. But tubular
chimes are very definitely not a single tone.
Indeed, a single chime tube sounds at least
seven tones that are identifiable to the ear.
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Del Ropex in 1946

The three strongest ones tend to confirm the
pitch tone:

i gﬂ Octave of pitch, but sharp

h © b Fundamental (almost inaudible)

pitch

pitch 2nd subtone (6th)

1st subtone (6th)

How can chime tuning be corrected? From
the staff notation, it is obvious that this par-
ticular chime tube sounds an F major chord.
If it is struck when the other instruments are
playing F minor harmony, the conductor
might give the chime player a dirty look. In
the situation where you are playing a secon-
dary part with the viola, the chime is impos-
ing its own harmony — correct or not. In the
lowest octave of a set of chimes, the 6th inter-
val below the pitch sounds minor; the middle
octave sounds major; and in the highest few

tubes, the sub-tones graduate to a very dis-
tressing 4th,

Part — though not all — of the trouble is
due to the fact that chimes manufactured
today do not subscribe to the laws of physics.
These would dictate a graduated diameter to
wall thickness to length ratio, such as the
piano has, with thinner strings at the top end
and graduating to heavy wound strings in the
low octaves. This would seem to indicate that
manufacturers of chimes are insensitive to
the musical demands of discriminating per-
cussionists.

Chimes have been manufactured that
sound the correct harmony. But this requires
a player to have two to three sets of tuned
chimes, allowing him or her to selectively
choose the chime with the correct harmonic
structure to suit the prevailing orchestral, or,
in your case, the suggested, harmony of the
piece. Chimes tuned in this manner also re-
quire solid rods rather than tubes, and it is
anyone’s guess what the cost would be or if
there would be room on the stage for the rest
of the orchestra. I myself have a double set of
major and minor tuned aluminum chimes of
1 1/2" diameter. (These are impractical for
orchestral use unless amplified.)

I believe there is something you can do
that will hopefully improve your situation,
Since the 6th (interval) sub-tone is at the root
of the evil, strike the chime tube at approxi-
mately 1/10 of its length, with a light
medium-hard marimba or xylophone mallet.
This will reduce the sub-tone response. You
will have to rearrange the suspension of the
sharps to expose this area of those tubes to
the mallet.

I strongly suspect that before long elec-
tronics experts will come up with a synthe-
sized version of dual-harmony. Whether it
will find acceptance will depend on whether
a profit motive or the musical quality is up-
permost in their thinking,

On the Del Roper “Monster” — combina-
tion three-octave marimba, three-octave
vibraphone, and electric bass marimba pic-
tured above:

The instrument has two octaves of organ pedals.
The lowest twelve pedals play the bass marimba
(with solenoids). The higher octave of pedals
plays chords, by means of solenoids mounted un-
derneath the bars of the three-octave marimba.
The lowest four pedals of the upper octave sound
augmented chords when a heel button is de-
pressed with the pedal. The upper three pedals
of the same section play diminished chords in
the same manner. All pedals in the upper section
sound a major chord when depressed in the
center. All pedals add a seventh when pushed
down to a second contact. All pedals sound a
minor chord when the toe button is depressed at
the same time as the pedal. The vibraphone (up-
side-down resonators) damper was operated by
the player tilting the seat forward and back-
ward. This instrument was played during two
seasons at Catalina Island, California, and three
years at La Golondrina Cafe in Los Angeles.



Marimba
Clinic

Gordon Stout, editor
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Approaching Four-Mallet Sticking
Interpretation in Dauvid Maslanka’s
Variations on Lost Love for Marimba

Many difficulties that can occur in perfor-
mance are related to sticking interpretation
and to the corresponding movements of the
body, although often the performer is una-
ware that this is the actual cause. Indeed,
problems with accuracy, unevenness, endur-
ance, memory, coordination, and control can
frequently be the result of poor sticking in-
terpretation. Beyond this, often specific pass-
ages in composmons pose obvious sticking
problems that in fact seem “unsolvable; re-
sulting in much frustration. (We have
perhaps all slammed a mallet or two!) How-
ever, the solution that is needed is a logical
approach to solving four-mallet sticking
problems, and plenty of patience.

I first became aware of the importance of
sticking interpretation during the months in
which I prepared Maslanka’s Variations on
Lost Love from a manuscript edition for a
Master’s recital. Due to the need to employ
four mallets within a predominantly
monophonic texture, the sticking problems
in that work are particularly challenging
throughout the second and third move-
ments. (The first movement is relatively easy
to stick because of the slow, flexible tempo
and the presence of sustained chordal sec-
tions.) Before analyzing specific passages,
however, let us first mention some basic con-
siderations that should be kept in mind dur-
ing the process of determining the final stick-
ing interpretation.

General Considerations

1. Experiment with alternative stickings
for difficult passages before settling on a final
interpretation. (This should be a necessary
step even when sticking suggestions are al-
ready available.)

2. Settle on a final sticking interpretation
far enough in advance of the actual perfor-
mance to allow sufficient time to completely
focus your efforts on the musical interpreta-
tion and memorization of the composition.

by Jeff Miller

3. Bear in mind that occasionally a com-
promise will have to be made between logical
sticking and technical difficulty in order to
achieve a particular musical interpretation.

4, The sticking interpretation should al-
ways take into account the total context of
the musical phrase or section, including the
transitions leading into and out of the phrase
or section. In addition, from the outset cer-
tain sticking and musical factors need to be
considered simultaneously. They include the
following:

Sticking Musical
Considerations Considerations
B total number of mallets W tempo
tobe employed
W dynamics
8 specific malletstobe
employed (2& 4, M accent placement
2&3,etc.)
B efficient use of the W range of pitches
mallets employed
B maximum repetitionof M melodic characteristics
sticking patterns sequential or non-

sequential, scalar or

M avoidance of non-scalar, primarily

extraneous motion widely- or closely-
spaced intervals,
B maintainance of shifts in overall
comfortable hand direction
separation

% total musical
interpretation

M avoidance of
awkward hand
positions

¥ endurance
B body placement

Discussion

The examples selected for presentation are
passages from the second and third move-
ments which pose the greatest difficulty and
best illustrate the considerations mentioned
above. Since the specific grip used by the per-

former directly affects sticking interpreta-
tion, it should be noted that this writer em-
ploys the grip and technique innovated by
Leigh Howard Stevens. The sticking indica-
tions given are the result of months of ex-
perimentation and refinement, and have
proven to afford the greatest ease in actual
performance. {Page and measure numbers
referred to are those of the manuscript edi-
tion.)

Percussion
~ Percussion
—Instruments

Solo & texts from
more than 50

different publishers.

Free catalog!

DALLAS
PERCUSSION

1613 TEMPLE TERRACE

ON. DE 19805
W‘LM‘NGngz, 594-0755
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The mallet numbering is: L

Ex. 1 (p. 6, mam. 11-15):
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By employing the sticking indicated in Ex-
ample 1, the left hand remains over the upper
board of the marimba and the right hand re-
mains over the lower board. This keeps the

hands comfortably separated in this passage
and also provides for repetition of sticking
patterns. The use of all four mallets mini-
mizes extraneous motion.

Ex. 2 (p. 7, mm. 26-30):

In contrast to the previous example, Ex-
ample 2 contains a passage which is charac-
teristically scalar — yet the suggested sticking
still providesfor a comfortable separation be-
tween the hands. The fundamental sticking
pattern 1-2-3-4 is generally used in ascend-
ing scalar passages such as this one, and

therefore repetition of sticking patterns
exists. However, there are some slight devia-
tions in sticking due to accent placement. For
instance, it would be awkward to use the
sticking 1-2-1 on counts four through six in
measure 26 because of the rapid tempo and
the accent on beat six.

Ex. 3 (p. 10, m. 6):

4 2 32 34 23423232
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Ceramic Doumbek

Pretuned, weatherproof
fiberskyn head

Multi-tone hands-on drum,
deep resonant sounds
to high pitched pops,

FREE BROCHURE

Mid-East Mfg., Inc.
2817 Cameron Street
Melbourne, Florida 32901

(305) 724-1477



Ex. 4 (p. 5, mm. 18-21):
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The passage shown in Example 3 is prob-
ably one of the most difficult to perfect in the
piece. Due to the range, tempo, dynamics,
and markings, it is critical that the sticking
interpretation provide a smooth and graceful
motion and effect. The performer should
center himself in front of the range of pitches
in order to avoid excess motion. Note the rep-
etition of sticking patterns and the change
from using all four mallets to employing just
two, occurring at the point at which the over-
all melodic direction is reversed.

In Example 4, the suggested sticking pro-
vides the most comfortable hand position
possible, as well as efficient use of all four
mallets. The mallet position effectively
covers the range of pitches so that the body
is centered. The use of double sticking is ne-
cessitated because of the octave double stops
and the rapid tempo. In this case, the tempo
does not inhibit the use of double sticking
because of the mallet position and the rela-
tive ease of double sticking between the
upper and lower keyboard by a half-step.

The suggested sticking in Example 5 indi-
cates the use of primarily two mallets. The
shift from mallet one to mallet two in the
fourth beat of measure 4 is strategically
placed to keep the angle of the left hand from
becoming too awkward. Since it is at this
point in the passage that the left hand ap-
proaches the front of the body, the shift re-
lieves the possible tension that would result
from the continued use of mallet one. Fur-
thermore, the shift occurs at a point where
adequate mallet spread is available in the
right hand to execute the shift efficiently.

In Example 6, each of the two runs ends
with an octave double stop, which is difficult
to execute because of the extremely fast
tempo, crescendo marks, and the melodic
range. It is critical that the left hand not be
involved in the sticking of the melodic skip
just prior to each double stop, in order to in-
sure adequate time to expand mallets one
and two to an octave. It is for this reason that
the proposed sticking 4-3 precedes each
double stop. In order to increase the accuracy
of executing each double stop, it is further
necessary that the body be centered at the
initiation of each melodic run. It is also for
this reason that the left hand is crossed under
the right hand at the beginning of the first

run.

Mallets 3-2-1 and 4-3-2 are proposed as
the sticking interpretation of the passage in
Example 7 because of the tempo, melodic
range, dynamics, and endurance. The tempo
and range necessitate the performer being
centered in front of the range of pitches. A
comfortable hand position and endurance
are aided by the shift from 3-2-1 to 4-3-2 as
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the left hand approaches the front of the
body in the middle of the passage. The shift
is easily performed since adequate mallet
spread is available in the right hand.

Want a fast foot?
s the technical and musioa] demmands Play the pedal Joe Calato

placed. upon performing marimbists con-

tinue to increase, added critical attention sta n ds be h i n d »

must be given to the consequences and
methods of sticking interpretation. Many It's fast, it's smooth, it’s strong. . . and it's guaranteed!
new marimba compositions are decidedly
complex and difficult to execute; because of
this, and also in an effort to avoid producing
undesired musical effects, performers can no
longer afford to settle on convenient, spon-
taneous, and illogical sticking. It is hoped
that this discussion of sticking interpretation
in the Maslanka Variations has been a source
of information. It is hoped, too, that further
work of this kind will stimulate performers
to become more aware of many different as-
pects, all contributing to the total perfor-
mance experience.

Jeff Miller is instructor of percussion at Memo-
rial High School in McAllen, Texas, and for the
surrounding district. He received the Master of
Music degree in percussion performance in 1983
Jfrom East Texas State University, where he was
the graduate percussion assistant and studied
under Bob Houston. His undergraduate work
was completed with honors at the University of
Southern Mississippi. His M.M. thesis, on stick-
ing problems in the 2nd and 3rd movements of
Variations on Lost Love for Marimba by
David Maslanka, is available on interlibrary
loan from James G. Gee Library, East Texas
State University, Commerce, TX 75428.
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Gordon Stout
editor This pedal is built to last. But, with a simplicity and speed that makes it so easy.
Marimba Clinic Here's why:
¢ Patented duai-spring counter action gives ultra smooth even foot pressure
throughout every stroke, while at the same time keeping the foot board
with the foot for a true response.
* Needle bearings for a smooth, steady motion, while reducing wear and tear
on the pedal for a longer life.
* Nylon bearings for quiet action.
¢ The base and footboard are aero space sand casted aluminum for strength

Perxcussive Arts Society and durability. _ , ‘
. . ¢ A minimal amount of moving parts keep it uncomplicated.
The World Organization ¢ Al this and it's guaranteed!
for P ercus Si Oni sts o |t's fast, it's smooth, it's strong.. . . and it’s guaranteed!

At local music stores or write for free catalog:

Calato USA 4501 Hyde Park Blvd,, Niagara Falls, NY 14305
a a o (716) 285-3546
Calato Canada 8407 Stanley Ave., Unit 1 Niagara Falls, Ont. L2E 6X8

We are Regal Tip® (416) 357-2680
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Marimba Exchange

Scale Practice and the Beginning Percussionist

Apart from establishing good posture habits
and balanced hand coordination, perhaps
nothing is more important for the beginning
percussionist than scale practice. Good scale
practice leads to an understanding of the
melodic and harmonic, as well as the
rhythmic, elements of music. From scale
practice the student gains an internalized vis-
ual image of keyboard percussion instru-
ments. He or she learns to detect errors and
develop a sense of kinesthetic patterns —
choreography — that is essential to all percus-
sion performance.

Three elements are essential for good
scale performance: (1)a model, (2)slow
practice, and (3) repetition. If you are the
teacher, you are the model, as are other, more
advanced students with whom the student
comes in contact. You need to model both
good and poor performance so that the stu-
dent knows what he does and does not want
to sound like. You will probably need to re-
peatedly reinforce the necessity of slow prac-
tice and will need to devise any number of
ways (rolled scales, repeated notes, etc.) toac-
complish slow, rhythmical practice. If stu-
dents can learn to turn off that unnecessary
brain chatter that says, “I'm nervous] “I'm
bored,” or “I'm frustrated,” they can leam to
find a certain peace and comfortableness in
repeating scales and other patterns over and
over until muscle/nerve/brain patterns are
firmly established.

A final element, — a key to all successful
practice, — is the development of “focus’
Focus, the elimination of all distractions in
ofder to concentrate on one task at hand, is
one of the elements that has been highly de-
veloped in Eastern psychological philo-
sophies. Another almost opposing part of
this phenomenon is the ability to hold all
necessary parts (note pattern, rhythm, tone,
dynamic, control, etc.) of the task in focus at
one time. Scale practice is an ideal choice for
development of focus in the young student.

The following sequence of scale practice
was designed for the beginning student who
has had some experience transposing simple
tunes, such as “Hot Cross Buns; to several
keys. Most students, practicing scales 15-20
minutes daily, can accomplish the sequence
thoroughly in six to nine months. Each stu-
dent is unigue, thus no two students need the
exact same order or pace. During the time
that the student is accomplishing the scale
sequence, he can move from playing by ear
to reading simple notation.

by Linda L. Pimentel

Do attempt the large-scale motor pattern
practice. If one can temporarily set aside the
veneer of sophistication, hopping out a scale
(D-flat: LLRL LLRL, etc.) and playing
large-scale, invisible keyboards is great fun.
During several consecutive days of rehearsals
I have had groups of grade 12 students giggle
their way through “follow the leader” routines
with me and, in the process, have several
scales indelibly imprinted in just a few min-
utes.

This sequencing is also applicable to the
school band classroom. I have employed it,
with variations for wind instrumentalists sev-
eral times. Actually, slow practice is often
better accomplished in the large ensemble:
while winds are working on long tones, vari-
ous articulation patterns, etc., percussionists
can work on roll combinations on the
marimba, xylophone, bells, and vibes, and
pedaling on the vibes.

Percussion Sequence:
Portions of a Horizontal Unit

1. Hear the major scale; hear and feel mis-
takes in the major scale. Sing the major scale,
downward, then upward; sing with omis-
sions (Dalcroze). Practice 4 leading down-
ward to 3, 3 upward to 4, and 7 upward to 8.

2. Discover the pattern of whole and half
steps in the C major scale; reapply the pattern
to other scales. Try to work with tetrachords
(winds need to internalize a piano keyboard).

3. See and compare the patterns major
scales make on the bar percussion instru-

ments:
Db: x «x x x x x

D: x x x x x x

Dance these patterns. Compare to various
wind instruments,

4. Practice a scale (one hand alone), first
down until secure, then up. Start with two or
three scales and add one more each week.

5. Imagine an instrument and practice
scales on it. (Make it a huge instrument.)

6. Memorize the following sharp and flat
patterns as tunes:

AN
g AL

V4 \N/D"\ Y

See their mirrored designs.
Hear their mirrored designs

7. Through note repetition, use the above
designs to name key signatures.

8. Compare scales, chords, and key signa-
tures with several musical examples (the stu-
dents should have concurrently learned
chords I, IV, and V in several keys); especially
hear and feel progressions and cadences,
stressing both the more classic I-IV-V-I and
the “blues” I-V-IV-I progressions.

9. Discover the “circle of fifths”; memorize
the circle of fifths; do the cycle practice both
clockwise and counter clockwise; transform
it to a circle of fourths.

10. See the sharps and flats design
{below). Conceptualize the relationship pat-
terns.

The Fantastic Scale Wallpaper Design
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11. Explore sticking patterns; separate and
practice each hand’s job in alternate sticking;
re-combine hands. Employ the complete in-

strument.

Continued on page 84
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Percussion

Richard Weiner, editor

An Interview with Sam Denov

Sam Denov: Percussionist of the Chicago Symphony Orchestra.
Interviewed by Tom Stwe, University of Illinois at Urbana-Champaign
(September 1985).

Tom Siwe: Sam, since the Chicago Symphony is in residence for
two days on our campus, I thought this would be a good oppor-
tunity to interview you regarding your past thirty-one years with
the CSO, five years with the Navy, three years with the San An-
tonio Symphony,and two years with the Pittsburgh Symphony. As

you are about to retire, this might be a good time for you to Iook
back and to share with our PAS members your insights into the
orchestral literature, especially the cymbal repertoire, and talk

designed
marimba and
xylophone S
extensions by
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When the leading repair service and the leading tuner
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about your experiences over the past forty-plus years as a per
former. To begin with, could you identify the most difficult cym-
bal excerpts?

Sam Denov: Tom, when you talk about difficult cymbal parts, they
can be difficult either technically or musically. Often they are more
difficult musically, since composers have not really written techni-
cally demanding parts beyond the capability of most people. There
are a few though that are on the edge. The first one that comes to
mind is in Mussorgsky’s, Night On Bald Mountain where you have
six rapid notes played in succession. If it were four or five, you could
do it easily, but somehow, six pushes it over the edge; especially when
the tempo is set faster than originally intended, and that is often the
case. After Mussorgsky, the next one that comes to mind occurs in
the last few bars of Tchaikovsky’s Fourth Symphony. These excerpts
appear simple but the difficulty is in the execution. You have three
bars of eighth notes, going very fast, often faster than Tchaikovsky
intended. Somehow, two bars are o.k., but when you get into the
third bar, and you’re going faster and louder, you find yourself again
on the edge, technically. So, these two parts are, | think, the most
technically difficult in the symphonic literature. (See Tchaikovsky's
Fourth Symphony, Example 1, as annotated by Mr. Denov; musical
calligraphy by Donald Miller.)
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T.S: What about the most satisfying cymbal parts?

S.D: That's easy. What I have enjoyed most about playing cymbals
is that so much is left to the player's imagination. Most challenging
trom a musical standpoint are the French impressionists — for exam-
ple, Debussy, in La Mer, Most of the part calls for suspended cymbal,
except for two small passages that call for a pair of cymbals.

T.S: Is that well marked in the part?

5.D: No. It only tells you when to use a pair of cymbals, You have to
deduce that the rest of the part is for suspended cymbals. What size
cymbals, what mallets, and other things are left to your interpreta-
tion. For example, the dynamics are not necessarily observed since
you have to fit the part into the rest of the music. This brings to mind
a shortcoming that I often see in other percussionists. It seems they
do not know the music, don’t listen, and really don’t understand what
they are contributing and how it fits into the whole. I have been
playing these pieces for a long time now and can virtually sing you
the works from top to bottom, all the parts, everything that is hap-
pening. Other percussionists are busy counting rests and then play-
ing the part without understanding how it fits into the whole. I know
these pieces so well that I really don’t need to count. I know when to
come in. If you are busy counting rests, you don’t have time to listen.
The most rewarding thing for me and the thing I have enjoyed most
about playing cymbals is the musical content. Technically, cymbal
playing is not difficult. Once you have mastered the basics, the rest
is easy. If you are not a good musician, you will never be a good
cymbal player, no matter how much technique you have.

T.S: After the French impressionists, what else is attractive to you
in the literature?

S.D: To me, the Romantic literature is really appealing, including
works by the neo-Romantics — Prokofiev, Shostakovich, for example.

Kt the old Zildjian plant, Quincy, M (1958), front row (L to R): AI Payson,
Avedis Zildjian, Sam Denov; back row (L to R): Tommy Thompson,
Fred Wickstrom.

Anything from Berlioz on attracts me. (Incidentally, Berlioz was a
percussionist and I was born on Hector Berlioz's 120th birthday, De-
cember 11, 1923.) The Romantics wrote the most interesting parts
for cymbals, I think they understood the capabilities of the instru-
ment. Berlioz was the first composer to use the suspended cymbal!
Do you realize how important the suspended cymbal has become?
Berlioz wrote for it first in the Symphonic Fantastique; the very last
note calls for a hanging cymbal to be struck with a stick. Up until
then, everything had been written for a pair of cymbals.

T.S: You rely a great deal on your years of experience when mak-
ing musical decisions. What about the young player? Where does
he or she go for advice?

S.D: It is very important for young players to hear the artists in the
major orchestras. If you do not have the experience yourself, the best
way to get it is to listen to the most experienced players. You need to
attend concerts and to listen to recordings. I started playing when I
was thirteen years old. I went to hundreds of concerts, including the
free Chicago Grant Park concerts, and the Symphony, too. When I
was thirteen, I knew I wanted to play symphonic percussion and 1
was able to realize my ambition. Today, one finds college students
who still do not know what they want to do with their lives. I was
more fortunate; I had a definite goal at a very young age.

T.S: During your student years, did it ever occur to you that you
might not be able to work in music for a living?

S.D: Never! This is what I wanted to do, this is what I loved, and it
Just never occurred to me that I would not be able to achieve it. I
guess I was too naive to know better.

T.S: What advice would you give a student player?

8.D: Tom, the most difficult thing to realize when you are first start-
ing out is how loud is loud and how soft is soft. One can learn by
listening to others, by experience, by making mistakes. You really
can't learn from a textbook.

T.S: What about dynamics at recording sessions?

S.D: I get angry sometimes at recording engineers. I feel that we
should play our music just as if it were a concert. It is their job to
capture that sound. I really don't like the distortion they bring to the
recording session by sometimes asking musicians to alter dynamics
for the engineer’s convenience.
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T.S: What are your favorite recordings?

S.D: Tom, most of what we are talking about in repertoire: Shos-
takovich, Rimsky-Korsakov, Rachmaninoff, Tchaikovsky, were all re-
corded by Reiner during the 1950s in Chicago’s Orchestra Hall, be-
fore the remodeling of the hall in the middle 1960s ruined the acous-
tics. These recordings have all been remastered and are coming out
now on RCA compact disks. Every detail can be heard. They are
fantastic! Much better than what they are recording today.

T.S: Have you changed the type, or style, of cymbals you select for
a given work today, say, from what you used in the 1950 Reiner
recordings?

S.D: My choice of cymbals has changed over the years. Music is
always changing, evolving — it is never static. This is not to say that
what I did in the 1950s was wrong compared to the 1970s or 1980s.
Cymbal sounds are very subjective. What I like may not appeal to
you, what you like may be just as valid — just different. The matter
of selecting cymbals always starts out with a notion in your head.
What would you like to have for a particular piece, in terms of
weight, size, sound. For example, I will go to the Zildjian factory to
pick out a 17 inch suspended cymbeal. I already have an idea of what
sound I want. So I take out a stack from the bin and start hitting
them with a mallet. I look at how the metal moves and listen for a
mixture of sound. You don't want a strong basic pitch but a nice
mixture of overtones. It can be relatively high or low, but no definite
pitch. After my first listening, I will have a small stack that deserve
a second hearing. The rest go back in the bin. You don’t want to listen
to too many at once. After awhile, you can no longer tell the differ-
ence, so you have to narrow it down quickly.

T.S: First impression?

S.D: Right. Go with your first impression; then when you have nar-
rowed it down, go back and listen again. Keep narrowing it down
until you have two or three. Then, the choice becomes difficult. Re-
member when you are selecting new cymbals that have been made
but haven't been played that part of the process in the development
of a cymbal is in the playing. I firmly believe that a new, raw cymbal
will get better as it is played — very rarely does one get worse. You
know that after a cymbal is made, 1t is aged at the factory. Another
part in the development of the cymbal is the playing. I have no scien~
tific data, but I believe that playing helps align the molecules of the
metal until after a while, they are all in order and the cymbal loses
that raw quality.

T.S: What about polishing cymbals?

S.D: Most people you talk to will tell you that I have the dirtiest
cymbals one has ever seen. ] don't know what it is exactly, but having
cared for my cymbals both ways, I believe you will come up with
better cymbals if you do not polish them too often.

T.S: At your clinics, you often use your film, “Cymbal Tech-
niques.” I really enjoy the slow motion shots of the cymbals vibrat-
ing.

$.D: That was unique. You heard the explanation, you saw how it
was done, and you heard the results. It gets the story across very
effectively. It is still available for purchase or rental through Mar/
Chuck Film Industries, Inc., P O. Box 61, Mt. Prospect, IL 60056.
What is basic to the cymbal crash is illustrated very nicely in the
film. That is, it is very important that both cymbals are moving when
you execute a crash, hopefully to the same degree. You don't want
one cymbal to be stationary. I think that is the first basic point. The
second one is that the cymbals don’t meet on all surfaces exactly at
the same time. Once you have mastered these two basics, you can
play a cymbal crash at any dynamic. Only the motion is reduced
when playing softly. In my playing style, the bottom edges of the
cymbals meet first, about an inch to 1%% inches apart. Then as I
follow through with both cymbals moving, the rest of the surfaces
come into contact.
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'L.S: Is this the same technique for all tempos?

S.D: Yes. No matter what the speed, the cymbals must meet with a
flam sound. What I do not only sounds good but looks good as well.
I can see a good cymbeal crash being made. If I see a player who looks
awkward when playing the cymbals, I can assure you that the cym-
bals will sound bad as well.

T.S: Let’s talk about some of the famous conductors you have
played under over the years. What was it like to work with Fritz
Reiner?

8.D: Looking back at Reiner’s tenure, I feel that despite the pain, the
musical experience was worth it. I think I did by best work under
his baton. I enjoyed the playing, not the rehearsing. Fortunately,
many of those performances are on phonograph record.

T.S: Could you tell us about any particular experiences you had
with him relating to the cymbals?

S.D: Generally, I got along with him very well; he appreciated the
people who were very dependable. He got a sadistic pleasure from
trying to crack a player’s veneer. You had to always be on your toes,
not just because of his vest pocket beat but you knew that sooner or
later, it would be your turn on the rack. That is how he got those
fantastic performances. One day, we were rehearsing a Strauss work
that called for a series of soft cymbal crashes to be played on the first
beat of each measure. It looked simple, but the execution was very
difficult. Reiner stopped the orchestra and asked, “Mr. Denoy, why
do you tilt the cymbeals to the right; why not the left?” I knew what
he was up to and that I had to stand up to him. So I said, “I'm playing
them this way because that's how I play” He never said another word
to me about it after that. He was fantastic. He heard everything. He
knew everybody's name from day one.

T.S: Reiner championed contemporary music during his early
years in New York, but when he came to Chicago, the only mod-
ern composer he programed was Bartok. What about some of
Bela Bartok’s cymbal writing?

$.D: In Music for Strings, Percussion, and Celesta, Bartok calls for a
slow crescendo roll with a pair of hand cymbeals. It looks good on
paper but it just doesn't come off. I converted it to a suspended cym-
bal roll with Reiner’s knowledge. When he acknowledged something
you did, he used to throw you a short salute.

T.S: When a composer calls for a pair of cymbals and suspended
cymbal in the same part, it often becomes ambiguous. When you
make a decision in those circumstances, do you lean toward using
a suspended cymbal or toward a pair?

S.D: It depends on the composer. If it is early Romantic literature, I
would guess hand cymbals, but if it is Debussy, then it is just the
opposite. In Debussy’s music, if the part doesn't specifically call for
a pair, then it is always suspended.

T.S: Do you try to consult a score to solve these kind of problems?
8.D: T usually rely on my instincts.

T.S: Let's take a look at the suspended cymbal part in Rimsky-
Korsakov’s Scheherazade.

8.D: The Soviets have recently been using a system of “o” signs and
“-+” signs to mean cymbals a2 and suspended cymbeal, respectively,
an extension of what Korsakov was doing here. For example, the
Soviets will have a £_J . The three slashes always mean a roll, but
the quarter note on the end will have a plus sign because it is a con-
tinuation of the suspended cymbal part. You can see the beginnings
in Scheherezade. The standard procedure to play this part is that the
cymbeal player plays the three notes marked with an “0” a2 short, and
the snare drummer, with wood sticks (while leaning against the sus-
pended cymbal to cut down some of the ring), plays the part marked
with a plus sign (see Ex. 2).
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T.S: How about Tchaikovsky’s Romeo and Juliet?

8.D: This is on all the percussion auditions. The random sounding
notes, which represent the dueling swords, have to be short—a very
ditficult part. The first time it comes in, its mf, the second time, forte;
the excerpt book doesn't show the difference, but it's there and needs
to be played.

T.S: Do you ever cheat in Night On Bald Mountain to get those
three last quarter notes to come out?

8.D: I'll tell you a secret. Reiner took this so fast it was really impos-
sible. No living soul could have played it. I played
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dropping the two weak eighth notes. I dare anyone to listen to the
recording and tell the difference (see Ex. 3).
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Sam Denov (with cymbals) in rehearsal

T.S: How about Rachmaninoff’s Second Piano Concerto?

S.D: The real challenge here is to play the notes softly, with exactly
the same volume and style, but not so soft as not to be heard because
they are very important. The piano is playing triplets and if you can't
hear the cymbals, a very important color is missing. We recorded
this with Arthur Rubenstein, and on an early take I played them too
softly and Reiner told me they must be heard. Again, how loud is
loud and how soft is soft? It is the most important thing that experi-
ence teaches (see Ex. 4).
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T.S: Did you use any special cymbals?

S.D: No. The same 16 inch heavy Zildjians I was using during those
days.
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T.S: Do you advocate using cymbal pads?

S.D: I always use cymbal pads. Many players have taken to the no-
tion that cymbals sound better without pads. To me, when you give
up pads, you not only give up comfort, but you give up control. Ina
passage like the Rachmaninoff Piano Concerto No. 2, control is the
most important thing and when you give up pads you give up con-
trol. Look at the ritard, it is with the strings, pizzicato. The cymbals
must have focus and be right with the pizzicato strings.

T.S: Sam, many thanks for this interesting and valuable interview.
I know all PAS members join me in wishing you a healthy and
fulfilling retirement.

Richard Weiner
editor
Symphonic Percussion

Editor’s Note

Special thanks to Donald Miller, Cleveland Orchestra percussionist and
assistant head librarian, for the musical caligraphy. Special thanks to
Ronald Whitaker, head librarian of the Cleveland Orchestra, for his as-
sistance with my article, “Debussys La Mer: A Performer’s Analysis”
(October 1985).

Errata to “Debussy’s La Mer: A Performer’s Analysis”:

1. Example 7 should have been listed together with those which are usu-
ally played in the topmost octave. (i.e., Examples1, 2, 3, 4, 5, 7, §,
9, 10,and 14.

2. Example 8 begins on the fourth measure of Rehearsal No. 25.

3. Harder mallets are used in the first movement at Examples 4, 5, and
9, not 8 as is erroneously indicated.

4. Example 12 is missing a ppp dynamic.

5. The eulogy about the late Charles Owen should have read: Although
he was an outstanding teacher, one must never forget that his real gift
was as a performer.

Addendum to “Debussy’s La Mer: A Performer’s Analysis”:

An extraordinary way to overcome the problem noted in Example A,
page 22, would be to have a low F natural manufactured for you. Then
place the F natural and G natural in the lowest position on 2V2 octave
set of bells while removing the A natural which is not used in this work.
With this solution, one can realize the entire part with a 2¥2 octave
instrument, as I believe Debussy intended.

PAS welcomes articles of interest to the symphony community.

Kindly send these to Richard Weiner, % The Cleveland Orchestra,
Severance Hall, 11001 Euclid Avenue, Cleveland, OH 44106.
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Ethnic

Percussion

Norbert Goldberg, editor

West African Drum Languages

In Western Africa drums function as more
than mere musical instruments. They are
vehicles for verbal communication and speak
the traditional dialects of ages past. From the
relaying of simple messages to the presenta-
tion of eloquent announcements and the re-
citation of complex proverbs and legends,
talking drums perpetuate traditional values,
beliefs, and customs. The following repre-
sents a very general introduction to this fas-
cinating subject.
West African drum languages are based
directly on spoken languages. The sounds
and patterns produced on talking drums are
representatxons of speech, that i s, actual im-
itations of spoken language” It is often
difficult, at first, for Westerners to com-
prehend the idea of a language in which
drum sounds and patterns can be used to
communicate information that we are only
able to communicate through spoken or writ-
ten words. But unlike Western languages,
most African languages are tonal. The tones
— that is, the pitch levels (i.e., high, medium,
low) of words ~ are often more significant
than are the vowels and consonants. For ex-
ample, in the Yoruba language of Nigeria
there are four meanings for the oko, which
are distinguished from one another only by
their different tones:

2
2= husbhand; == hoe; 3= spear; %2 canoe.

The difference between the high, medium,
and low tones is very distinct; moreover, the
syllables of particular words consistently
occur at the same pitch level.* In this respect,
African languages ditfer from languages,
such as English and French, in which the rise
and fall of speech tones are subtle and often
irregular. (According to Russell Harten-
berger, an expert on Ghanaian drumming,
the English language is considered monoto-
nous in sound by speakers of African lan-
guages.) “The basis of the drum languages . ...
i1s the tonal pattern of the words which make
up the (spoken) languages™ Since the tones

by
Michael Bakan

of words and syllables are so consistent and
distinct, particular combinations of drum
sounds, or patterns, can be used to imitate
and thus represent spoken language.

There are many different kinds of drums
which are capable of talking. Among the
most rudimentary are wooden drums, or slit
drums, that can only produce two tones, one
high and one low. This type is used by the
Yorubas to send messages from the palace of
the chief to members of the community. The
messages consist of specific thythmic pat-
terns and “adhere as much as possible to the
rise and fall of speech melody in a musical
language which comes easily to the cogno-
scenti) Since only two tones are available and
the spoken language uses three tones, often
the messages are relayed by ensembles of two
or more drums with different pitches. How-
ever, when only one drum is used, the
rhythmic patterns take on increased semanti-
cal importance and in so doing compensate
for the lack of a third tone.’

Instruments like the hourglass drums
{donno or dondon) of Nigeria and Ghana
speak far more eloquently than wooden
drums. These drums (in small, medium, and
large sizes), have two open ends covered with
membrane and a series of leather strings con-

necting the two drum heads. The drum is
held horizontally under one arm and struck
with a curved wooden stick. By tightening
and loosening the strings, the drummer can
vary the pitch of the drum. An hourglass
drum has a continuous range of an octave
and is therefore ideally suited to talking. It
not only produces tones of spoken language
but can also imitate the vocal glides and turns
that are integral aspects of speech. In tone
production, hourglass drums are tuned to
represent the high, medium, and low tones
of speech, respectively. Ensembles of dondon
perform at festive occasions and at ritual wor-
ship ceremonies. As solo instruments, they
are often used to announce visitors to the
royal household and to wam the community
of any impending danger.®

Tom-toms, drums carved out of wood and
covered on one end by a membrane, repre-
sent another type often used for talking.
They are found throughout Western Africa.
A well-known tom-tom talking version is
atsimewu, the leading drum in the Ewe-
speaking drum ensembles of Ghana and
Togo.” In the Ewe language, which, like the
Yoruba language, is tritonal, all three tones
must be rendered on the single drumhead of
the leading drum. To speak on atsimewu, the

American Drum
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drummer thus incorporates a vocabulary of
six basic drum strokes and six supplementary
strokes. The strokes are referred to by spoken
syllables that in effect constitute an oral nota-
tion (i.e., ga, de, gi, dzi, etc.). The syllables for
the basic strokes determine whether the
drum is to be struck with a stick, with fingers,
or with the palm of the hand; whether the
drum is to be struck in the center or at the
edge; and whether the stick or hand is to be
pressed into the drum head or bounced off of
it. The supplementary strokes indicate when
two of the basic strokes are to be }glayed
simultaneously or in rapid succession.

Correlations between the spoken and
drummed Ewe language are quite involved
as a result of the great variety of drum sounds
available on atsimewu. In general, one syllable
is represented by one drum stroke (though
there are exceptions). Text phrasing and the
rhythmic phrasing of the drumming are
closely connected such that “short rests in the
leading drum patterns correspond to pauses
between significant phrases in the spoken
text” In addition, each drum syllable corres-
ponds to a high, medium, or low speech tone.
Most importantly, the rise and fall of the
speech tones are mirrored by the drumming.
“The drum language is understood as long as
the overall contour of the speech tone-pat-
tern is reflected in the sequence of drum
strokes?®

It should be noted that drum languages
are not based on modern African languages
but are derived from archaic forms of lan-
guages. The art of talking on drums is very
much a tradition, and as such is practiced in
traditional settings. Drums are used to recite
proverbs and legends, to make official public
announcements, to give directions to dancers
and musicians during public ceremonies and
festivals, and to recite statements which flat-
ter chiefs. It is in connection with birth rites,
initiation rites, marriages, funerals, and state
occasions that talking drums are generally
used. Drums of this type are not utilized on
an everyday basis. In fact, because of the ar-
chaic nature of drum languages and the gen-
eral trends in Africa toward modernization
and Westernization, the ability of many Afri-
cans to understand drum languages has been
lost partially or entirely in the recent past.”
Talking drums are a most fascinating and
exotic manifestation of language. They are
also a source of some of the worlds most
powerful and beautiful musical sounds.

The path has crossed the river.
The river has crossed the path:
Which is the elder?
We made the path and found the river.
The river is from long ago,
From the Creator of the Universe.
— Akan (Gold Coast)
drum proverb™
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Michael Bakan was awarded the 1985 Eaton
Foundation Graduating Scholarship, presented
annually to the student in music, University of
Toronto, who has attained the highest profi-
ciency in a performance degree. The first percus-
sionist to win this award, he is a student of Rus-
sell Hartenberger, Alexander Lepak, Micky
Earnshaw, and John Rudolph. Bakan is active
as a performer in contemporary and ethnic
music groups, jazz ensembles, and symphony or-
chestras. He has played with the Toronto Sym-
phony, Music at Marlboro Orchestra, and the
National Youth Orchestra of Canada.

Norbert Goldberg
editor
Ethnic Percussion
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Instrument
Innovations

Jon Scoville, editor

Selective Randomness: Using Homemade

Instruments in Composition and Education

Working with homemade instruments lends
itself to an eclectic and inter-arts approach,
as the instruments have a built-in theatrical-
ity. They are constructed from found objects
— urban trash ~ and although rough-hewn,
are visually wonderful. This article will dis-
cuss two applications of homemade instru-
ments: composing for concert performance
and theatre, and education.

Composing with Homemade

Instruments

There are as many compositional ap-
proaches to homemade instruments as there
are composers. Twelve composers have com-
posed for our group (Music for Homemade In-
struments, the Manhattan-based new music
ensemble founded in 1975 by Skip LaPlant
and Carole Weber, and whose collective en-
semble today consists of Geoffrey Gordon,
Rolf Groesbeck, Skip LaPlant, David
Simons, and myself), and therefore at least
twelve different styles have been performed
by the ensemble. However, some consistent
compositional trends have emerged, either
necessitated or inspired by these instru-
ments,

Tuning

Most of the homemade instruments are rela-
tively pitched, through random tuning: a set
of discarded wooden table legs, or a bunch of
large cardboard tubes are cut randomly to
different lengths and arranged according to
pitch; juice jars of various sizes are arranged
in pitch order; tennis racket harps (I have
been developing these) use the pitches dic-
tated by the built-in length and tension of the
vertical racket strings; a set of pot lids has a
ready-made pitch series. In short, each in-
strument has its own scale. A scale on our
instruments might have five pitches, eleven
pitches, or forty pitches, with the intervals
between them variable. Some scales approxi-
mate an octave, others do not. The very ran-
domness creates particularity: each of these
relative-pitches instruments is probably the

by
Alice Eve Cohen

only instrument in existence with that par-
ticular scale, and the coupling of a unique
scale with a unique timbre gives each instru-
ment a very individual sound and character.

Many compositions exploit this variable
pitch system. We have devised notation sys-
tems using relative pitches which indicate a
non-specific melodic contour that can be
played on any pitched instrument; we have
also written melodic material for the exact
pitches in the homemade instruments. In
this latter technique, what began as random-
ness becomes highly selective and specific.
In the last two years, microtonal tuning sys-
tems — a new direction in tuning the instru-
ments — have been explored. Skip LaPlante
has created numerous sets of “cobras” (elec-
trical conduit pipe marimbas) which are pre-
cisely tuned with varying numbers of equal
pitches to the octave, from seven up to 31
equal, with many variants. Music has been
composed for these instruments exploring
the particular melodies and harmonies that
are possible within one microtonal scale, as
well as combining instruments of different
microtonal octaves to create polymicrotonal
music.

Yet another type of polytonality — which
I have used a great deal — 1s to combine the
relative-pitched instruments with conven-
tionally pitched instruments. Much of my
music combines traditional Western instru-
ments (winds, strings, brass) with hormemade
instruments, and often with voice. The tonal
interplay between the invented, homemade
scales and the more familiar diatonic or
modal scales can be beautiful, exciting,
luminous, and free. A cello melody in coun-
terpoint with melodies on a ringing conduit
marimba and a tennis racket harp, with a low
drone on a conduit horn, can be musically
breathtaking.

It is not only the unusual melodic and har-
monic possibilities that draw me to combin-
ing homemade with conventional instru-
ments. I am also excited by the coloristic
potential, which is perhaps what is most fun-

Klice Eve Cohen’'s silver spoonophone
(photo: Nancy Reyner)

damentally special about the homemade
instruments. Given the 150-0dd instruments
in MFHTIs inventory, a composer can sud-
denly multiply ten-fold the range of instru-
mental sounds available to her or him, Res-
onant or dry sounds, mellifluous or raucous,
ridiculous or sublime, the range of timbres in
these instruments is astounding, and the ad-
dition of all these timbres expands and
deepens the musical vocabulary of the com-
poser who works with them.

This concept of expanding and deepening
the musical vocabulary with homemade in-
struments has been particularly applicable in
my compositions for theatre. I have com-
posed numerous scores, and have been
drawn each time to using homemade instru-
ments, either by themselves or in addition to
traditional instruments in the score. While I
believe that music is essentially abstract, and
that reference to specific subject or emotional
content is mostly a subjective matter in
music without text, music for theatre is
another story. Music in theatre can be used
in innumerable ways, usually with some
emotional content or effect. Music can: un-
derscore or heighten the action on stage; con-~
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tradict or counterpoint the scene; music can
be the content or main event of a staged mo-
ment or scene; it can be the non-literal sub-
text of a scene; music can be the actual voice
of a character, or the unvoiced music of a
character’s unrevealed thoughts; music can
strengthen text or stand for text; it can elevate
a scené to a higher plane, or it can simply be
the connecting link between episodic events.
The list of how music might function in
theatre goes on and on,

In theatre, a strong impulse on the part of
playwrights, directors, etc., is to have the au-
dience experience something in a new way,
feel something not felt before, or see some-
thing with new eyes. I find one of the most
effective ways to have the audience see some-
thing with “new eyes” is to simultaneously
have it hear something with “new ears For
me, this means finding the music that is the
right voice for a particular play, or a scene
within a play, a musical voice that allows
those in the audience to experience meaning
and content in the play that is not directly
communicated in the script, to get to their
deeper, more subliminal receptors through
music.

Alice Eve Cohen with some of the instruments of
Mausic of Homemade Instruments (photo: Nancy
Keyner)

The enormous spectrum of sounds availa-
ble in homemade instruments allows me to
make detailed compositional choices about
essential “musical voices” for theatre, and also
to avoid writing theatre music that is for-
mulaic. I can elicit an emotionally deeper au-
dience response with something not heard
before than by pressing a familiar emotional
trigger (i.e., if the piece is in a minor key, it is
sad). More often than not, I will create a new
instrument or instruments as part of each
theatre score, so that I can capture the precise
musical voice needed for a particular theatri-
cal moment. Similarly, homemade instru-
ments are also a natural in my compositions
for film and for dance.

Percussive Arts Society
is more than just
a magazine subscription
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Homemade Instruments in Education

With all kinds of students — adults, children,
adolescents, gifted, learning disabled, and
handicapped — I have found homemade in-
struments to be an invaluable educational re-
source. The magic of the instruments in an
educational setting is their accessibility. Any-
one can play them, immediately. They are
also immediately appealing to both children
and adults, and in fact spontaneously elicit a
child-like energy from the adults. (Some of
my adult students have previously felt
threatened or intimidated by music, and the
experience with homemade instruments
eradicates that feeling of inadequacy.) These
humble and intriguing objects — broiler pans
suspended from strings, scrap metal played
with a bow, a tennis racket on a styrofoam
resonator, gourd ladels in a water-filled mix-
ing bowl — elicit an irresistible impulse to
explore, to play, and to create. Thus, I am able
to take a group of novices and have them
compose and perform original works of un-
expected beauty and complexity.

To further explain my technique and
philosophy of using homemade instruments
in an educational context, I would like now
to describe a course I teach, entitled “Using
Homemade Instruments to Develop Listen-
ing Skills” Most of the students are elemen-
tary and high school teachers of variocus dis-
ciplines, including a few music teachers.
They are committed both to bringing aes-

thetic education into the classroom and to
learning to perceive music in new ways. In
the course, various experimental notation
systems, using numbers and picture-sym-
bols, sometimes in combination with con-
ventional notation symbols are explored. The
intent is to have the participants (most of
whom do not read music) think of notation
as a way of recording music on paper, so that
it can be repeated. (I encourage them to de-
vise their own simple notational systems to
help them remember and repeat their own
compositions.)

Throughout the course, solos, duets, and
larger ensemble pieces are written, often
building on the original short solo pieces and
developing them into larger, more complete
compositions. The participants compose
with a focus on a specific musical element,
whether it be form, texture, timbre, rhythm,
dynamics, etc. By the end of the fifteen-hour
course, they have composed several pieces
(individually and collaboratively), performed
on dozens of instruments, listened to and
analyzed the compositions of their fellow
students. They have also had guided experi-
ences in listening to various examples of clas-
sical, contemporary, and ethnic music which
feature the same compositional elements
that their own compositions have focused
upon.

The composing exercises are initially very
simple. I begin with vocal games and simple
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rhythm exercises to create short ensemble
pieces that will lead into instrumental com-
positions. For example, the students use their
name in a rhythmic phrase and then layer
four of these “name sentences”; or I propose
a four-word sentence and divide the class
into groups of six to expand the sentence into
a one-minute piece of music using repetition,
silence, and any developmental devices they
can come up with. Then the groups perform
their pieces, and the rest of the class analyzes
what the compositional choices were and
which musical elements are most important
in the different compositions. These groups
then translate their vocal compositions onto
homemade instruments. They rehearse and
perform and again the rest of the class listens
and analyzes, observing what changed in
translating from voices to instruments.

T s

Music for Homemade Instruments on the xoof of
their Bowery rehearsal loft in NYC (photo: Nancy
Reyner)

Using simple exercises which involve
composing, performing, listening, and analy-
zing, the participants gain familiarity with
basic musical elements and learn to hear
them in any performed work. Thus, the exer-
cises relate to a broad spectrum of musical
experiences, not only to the original works
composed in class. I also sometimes perform
for the class, either solo or with the other
memebers of MFHI, which heightens the ex-
perience and enables the participants to see
the other musical levels that can be achieved
when homemade instruments are handled
virtuosically by professional musicians. My
students will often tell me that through the
course they “learned how to hear music? I
think that much of the credit goes to the
homemade instruments themselves. They
are so exciting and irresistible to even the
most musically inexperienced that some of
the “learning to hear” is an automatic effect of
exploring sounds with the instruments.

I have had equal success using the instru-
ments with children, and have had even the
youngest children devise notation systems
and write and perform original scores. Older
children have created multi-media musical
theatre projects. With physically and emo-
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tionally handicapped and learning-disabled
children, the arts generally are a more demo-
cratic and less threatening area than
academics, and the homemade instruments
are a great equalizer, cutting across all bar-
riers. In one very challenging experience
teaching hearing-impaired youngsters, the
combined visual and aural impact of the in-
struments and the physicality of playing
homemade percussion instruments made for
surprisingly rich and rewarding results.

Another educational avenue is radio
(which I am just beginning to explore). On
National Public Radio’s “Small Things Con-
sidered, a children’s call-in radio program in
New York City, I performed a solo piece
using homemade instruments and story-tel-
ling, and then invited the listening audience
to phone in with ideas for homemade instru-
ments that they could find in their home.
The young callers played their original in-
struments over the phone, and I improvised
a duet with each of them, on the air!

Mousic for Homemade Instruments has as an
ensemble been involved in education, con-
ducting performance/workshops and res-
idencies in schools, festivals, and museums:
an installation of homemade instruments
was created at the Staten Island Children’s
Museum in New York City, and a permanent
music installation, at the Capitol Children’s
Museum in Washington, D.C.; Geoffrey
Gordon and Skip LaPlante recently com-
pleted a tour of schools in rural upstate New
York; Rolf Groesbeck was in residency at the
Nashville Museum of Science, engaging vis-
itors in explorations of music and acoustics;
and David Simons has been regularly work-
ing with children in the school systems of
Hawaii using homemade and ethnic instru-
ments.

Unlike other groups using new instru-
ments, MFHI has tended to deemphasize the
technical craft of building instruments, hum-
bly displaying an array of instruments which
look as though they have barely been altered
since they were rescued from trash cans or
street corners (which is absolutely true!).
Many of the instruments could be more ac-
curately described as “selected” than “built”
But the trial and error process of selecting
discarded objects and recycling them as in-
struments has yielded wonderful results;
“homemades” are exciting as a compositional
medium and are also remarkably effective in
an educational context. The most exciting
thing about hearing, seeing, or performing
music for homemade instruments is that any
previous expectations one may have had
about music are turned upside-down and
musical preconceptions are taken out of their
various pigeon holes, allowing one to see and
hear music afresh.

Composer and playwright Alice Eve Cohen
is a member of Music for Homemade Instru-
ments and artistic director of the Practical Cats

Theatre Company. Her music and plays have
been performed in New York Citys Public
Theatre, Theatre for the New City, American
Place Theatre, the Smithsonian Institution, the
Brooklyn, Staten Island, and Manhattan Chil-
dren’s Museums, Princeton University, Colum-
bia University, Baltimore Theatre Festival, the
Syracuse Civic Center, and the Oslo Interna-
tional Theatre Festival in Norway. Her music
has been featured on National Public Radio and
on national television, and she composed the
score for the Emmy Award-winning film,
“Clotheslines,” directed by Roberta Cantow. She
is a graduate of Princeton University, and is cur-
rently on the faculty of the Lincoln Center Insti-
tute.

Copyright © 1986 by Alice Eve Cohen

Jon Scoville
editor
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The Kort Wide-Bar Xylophone, the most popular xylophone
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your choice of either the fixed or folding frames. For the pit
percussiomist, and the professional on the move, Kort has a
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Curlis Inst of Music, Philadelphia, PA North Texas State Univ, Denton, TX West Texas State Univ.. Canyon, TX  University of Toronto, Toronto, Canada
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Crane School of Music, Potsdam, NY Northern lllinois Univ, Dekalb, IL University of Oklahoma, Norman, OK  University of Tennessee, Knoxville, TN
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24 Hour Answering Service Phone (313) 546-4135 & Toll Free 800-521-6380
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PASIC News

Jim Petercsak, editor

12th Annual
Composition
Contest Winners

$1,800 was shared among four winners in
the 12th Annual Percussive Arts Society
Composition Contest. The competition is
sponsored by PAS each year to encourage the
creation of new compositions for percussion
instruments. This year's category featured
solo percussion with band/wind ensemble.

1st place winner Robert Myers (Natick,
MA), received $1,000 for his composition,
Enigma Virginia. Myers attended the Univer-
sity of Virginia, holds the BM. and M.M. de-
grees in composition and percussion from
the Eastman School of Music, and earned a
DM. in Composition from Northwestern
University. His principal teachers were Ber-
nard Rogers and Nadia Boulanger He
studied in Paris for two years under Fulbright
grants, and was a Ford Foundation com-
poser-in-residence in Michigan for two
years. Myers has been a college music
teacher and administrator in the United
States and Canada for eighteen years, and is
presently associate dean of curriculum at the
Berklee College of Music in Boston.

As a percussionist, he has been a member
of the Rochester Philharmonic and Edmon-
ton Symphony orchestras, and has per-
formed as a jazz drummer with Chuck Man-
gione, Ravi Shanker, Jon Hendricks, Woody
Shaw, Karl Berger, and Bill Jamieson. His jazz

compositions have received many awards,
including a Canadian Grammy nomination
(Entre Amis, 1980) and the Canadian Music
Centre Award for Best Jazz Broadcast of
1979 (Stroup Street, Life & Times). His con-
cert-music compositions have also won
many awards. Myers is published by Seesaw
Music, Hal Leonard, and Alexander Broude.
The 2nd place award of $500 went to
William Susman (Menlo Park, CA), for Ex-
changes. Susman studied composition at the
University of Illinois, receiving the Bachelor

2

William Susman

of Arts degree, with distinction in music, in
1982. At the U. of L. he won the ASCAP-
Raymond B. Hubbel Award for his Move-
ment for Orchestra. In 1984 Susman earned
a Master’s degree in composition from Stan-
ford University. While at Stanford he worked
at the Center for Computer Research in
Music and Acoustics (CCRMA) and com-
posed two works using the facilities. He con-
tinues to work there and earns a living play-
ing piano in the San Francisco area. The first
piece he created at CCRMA, Chicago City-
scape, for tape, used sounds derived from the
process of frequency modulation; the second
work, Pentateuch, won a 1985 BMI Student
Composer Award. Scored for soprano voice,
three choral groups, and large orchestra, it in-
corporates a bell curve distribution as a
means of controlling pitch, duration, and the
density of notes sounding in a given time-
frame.

There was a tie for the 3rd place award of
$300: John Serry (Los Angeles, CA), for his
Concerto for Percussion, Brass, and Percussion,
and Michael Udow (Ann Arbor, MI) for the
composition Remembrance.

John Serry gave performances of the
Milhaud and Creston Concertos in the U.S.
and abroad while still only in his teens. Asa
student at the Eastman School of Music, he
responded to the scarcity of solo and
chamber literature for percussion by com-
posing and premiering new works for these
instruments. Often performed are his Con-
versations (1973} for two timpanists (dedi-
cated to teacher and mentor Gordon
Gottlieb), Intrusions (1974) for ten percus-
sionists (to John Beck), and Duet for Percus-
sion and Keyboards (1976), commissioned by
Steve Rehbein, as well as the 3-movement
solo tour de force, Therapy (1975), and the
droll theatre piece, The Drum Lesson (1975),
co-composed with Tim Clark.

As a composer and pianist in jazz, Serry
won the Best Pianist, Best Composer/Ar-
ranger-Combo, and Best Combo awards at
the 1975 Notre Dame Jazz Festival. That
comho became Auracle with whom Mr.
Serry recorded the LP Glider in 1978. The
following year, he produced and recorded his
Chrysalis Records debut solo artist LB
Exhibition, for which he received a Grammy
nomination. Jazziz followed in 1980 and
earned him 4 stars in Down beat magazine.
Also during 1979 Serry composed Night
Rhapsody for solo marimba, commissioned
by Leigh Howard Stevens and premiered in
New York City’s Town Hall. Another Stevens
commission, West Side Suite followed in
1982 and a concerto for marimba and wind
ensemble has been commissioned by Mr.
Stevens for 1986.

The Concerto for Percussion, Brass, and Per-
cussion (1985) received its premiere in Oc-
tober and its West Coast premiere in
November under the baton of J. C. Combs,
at Wichita State University and at PASIC
1985, Los Angeles, respectively. On both oc-
casions the solo percussion was performed
by Steve Houghton, to whom the work is
dedicated.

John Serry resides in Los Angeles where
his activities include film scoring. Credits in-
clude a Shakespeare series for cable televis-
ion, and over two dozen documentary films
including one written in the Chinese musical
notational system and recorded with a quar-
tet of Chinese musicians performing on trad-
itional instruments. Mr, Serry has also been
commissioned to compose a concerto for
flute and orchestra for CBS Masterworks re-
cording artist Steve Kujala, as well as a pro-
posed Duet for Percussion and Keyboards II
for the Gordon Gottlieb and Jay Gottlieb
duo.

Michael Udow is associate professor of
music at the University of Michigan. Since
1968 he has been principal percussionist of
the Santa Fe Opera; he has performed under
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Edo DeWart, Raymond Leppard, John
Crosby, Michael Tilson Thomas, Dennis
Russell Davies, among others. Udow was the
1984 PASIC Host, is a member of the Soci-
ety’s Board of Directors, and is on the edito-
rial board of Percussive Notes Research Edi-
tion.His article on instrumentation/notation
configuration was published in Percussive
Notes. In 1978 Udow won the first prize in the
PAS Composition Contest.

Michael Udow

Receiving recognition from the judges
were Robert Straight (Madison, WI), for
Concerto for Vibraphone and Wind Ensemble,
and Dennis D. Griffin (Logan, UT), for In-
terplay for Timpani and Band.

Next years category is Solo Percussion
with Percussion Ensemble (six or more
players). Manuscript scores should be sub-
mitted to PAS (Box 697, Urbana, IL 61801)
by June 1, 1986. The judges are Warren Ben-
sen, George Crumb, and Michael Udow. For
more information about the competition,
contact PAS.

PASIC '86:
A Capitol
Convention

Plan now to celebrate the Percussive Arts So-
ciety's 25th Anniversary in the nations
Capitol. The opening concert, on the evening
of November 5th at the John E Kennedy
Center for the Performing Arts, will mark the
start of four days of outstanding clinics, semi-
nars, displays, and concerts in the historic
district of Washington, D.C.
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Our convention hotel will be the newly re-
modeled Capitol Hilton, located in the heart
of that district, and a short 15 minute walk to
the new D.C. Convention Center, where all
daytime activities will take place. As evening
falls, we will enjoy outstanding performances
by some of the world’s leading percussionists
in several of the country’s most historic
theatres. From the Hilton, it is only a short
walk to the EB.I., Ford’s Theatre, National
Archives, and the Capitol Building. For those
who will be able to spend a little more time
in the city, come a few days early and take
part in exciting lectures and informative
seminars, visit the Smithsonian, and the Jef-
ferson, Lincoln, and Washington memorials.
November is also a great time to view the
giant pandas at the National Zoo.

The hotel and convention center are cen-
trally located and easily reached by public
transportation and by car. Metro, one of the
most modern subway systems in the U.S,,
can wisk you from either the National Air-
port or Union Train Station to the Hilton in
just minutes. Major bus depots are within
walking distance. And, if you drive, locate the
White House and proceed six blocks north
and you will reach the hotel. Easy to get to,
outstanding facilities, excellent in-town
transportation, and a historic setting — plan
now to attend PASIC ’86: A Capitol Con-
vention.

For the complete program, information
about registration, and other details, contact:
PAS, 214 West Main Street, Box 697, Urbana,
IL 61801-0697. (217) 367-4098.

Marching
Percussion at
PASIC '85

by Michael Boo

Over the past few years, PAS has dem-
onstrated an increased awareness and sen-
sitivity to the needs and desires of those
members involved in the marching percus-
sion activity. To that end, each year a variety
of marching percussion events are offered at
PASIC. These events are created to educate
and enlighten all of those who are interested
in the expanding world of marching percus-
sion.

Bob Dubinski presented a clinic entitled
“Techniques in Achieving Ensemble Aware-
ness, assisted by the Star of Indiana Drum
and Bugle Corps percussion section. He dem-
onstrated how to break down exercises and
actual show music in order to clean up errors,
offering and demonstrating several tech-
niques. Dubinski also explained why the at-

titude of an instructor is so important to the
development of a marching percussion line,
and highlighted this point by comparing
good and bad ways to run a drumline. His
clinic was made possible by Premier Percus-
sion USA, Inc.

Tom Float of the Blue Devils Drum and
Bugle Corps has been one of the most suc-
cessful corps percussion instructors in recent
years. This past August, the Blue Devils'
drum line successfully defended its title at
the Drum Corps International World Cham-
pionship. His clinic touched on a variety of
subjects, including the encouragement of
singing articulations as a teaching tool. It was
sponsored by Ludwig Industries. Float is
credited with developing some of the most
exploratory marching percussion techniques
of today; he is also one of the leaders in exper-
imenting with electronic percussion on the
field, in exhibitions, and in concerts. (Drum
corps rules do not yet allow for electronic
percussion in competition.)

During a unique and varied concert of-
fered by the percussion department of North
Texas State University, the NTSU Drumline
performed a piece on snare drums by
Jonathan Bendricks entitled Geometrics.
It was performed in total darkness with glow-
in-the-dark sticks, proving that marching
percussion can co-exist side-by-side with a
concert program. On Saturday morning, the
drumline from USC presented an outside
concert. They have previously performed at
Western NAMM shows and with drummer
Carmine Appice.

A number of manufacturers exhibited
marching percussion instruments. Among
the new equipment on display were cutaway
quads and trios by Remo, equipped with new
pre-tuned power stroke drum heads. Also re-
cently developed by Remo is a snare drum
that weighs only 9 1b., 6 0z., with PTS heads.
Yamaha now has a full line of marching and
tuned percussion for the first year, including
an 8 ply birch shell snare drum, like those
used in recording sessions. Premier has intro-
duced new vest carriers. Pearl has recently
begun producing its own cast hoops and bat-
ter heads, and a set of fully programmable
electronic drums. Representatives from Lud-
wig, Sabian, and Paiste report their com-
panies have nothing new on the market this
year, but are producing the same quality in-
sttuments as last year Simmons has
exploded on the scene with a full line of
marching compatible electronic drums. As a
prelude to things to come, Simmons pre-
sented a clinic on the future of electronic
drums at last year's Drum Corps Interna-
tional convention.

In the individual competitions, Robbie
Bridge of North Texas State University won
the keyboard competition, Mike Kolesar of
NTSU won in the multi tom division, and
the snare drum winner was Kennan Wylie,
also of NTSU.

Five schools entered PAS National
Marching Percussion Forum, organized by



Ward Durrett. Judges for the event were
Rob Carson, Bob Dubinski, Tom Float,
and Jay Kennedy. Exhibitions were pre-
sented, before the contest by Westlake High
School trom Louisiana, and after its conclu-
sion by the drumline from the Velvet
Knights Drum and Bugle Corps. Contest re-
sults were: 1st— North Texas State University
(97.25); 2nd — University of California at Los
Angeles (90.75); 3rd — University of Arizona
(88.75); 4th — Wichita State University
(82.5); 5th — Washburn University (77.25).

Plans are already underway for PASIC ‘86
in Washington D.C. There will be a number
of marching percussion events to commemo-
rate the 25th Anniversary of PAS, among
them, a mass march through the streets of
downtown Washington by hundreds, if not
thousands, of snare drummers playing the
same cadence. More will be presented on this
memorable event in a future issue of Percus-
sive Notes.

Michael Boo is professor of percussion at
Governors State University in Illinois. He is a
wind arranger and drill writer for marching
bands around the country, and has a number of
published percussion works, including Pieces of
R for Marimba (Permus), Three Moods for
Percussion, First Suite for Marimba Quartet,
and Jubilee tor Marimba (Ludwig Music Pub-

lishers).

Scholarship
Winners Attend
PASIC '85

The recipients of the Remo PASIC’85 Schol-
arship and the Zildjian PASIC ’85 Scholar-
ship were Christopher Croson, of Spokane,
Washington, and Lee Levin, of Miami,
Florida, respectively. Both were provided
with free lodging for the three nights of the
convention, as well as a complimentary con-
vention registration, a banquet ticket, and a
one-year membership in the Percussive Arts

Society.

Jim Petercsak
editor
PASIC Neus

PASIC '8b
Happenings

Mock Symphony Audition Winners

The winners of the PASIC ‘85 “Mock Percus-
sion Audition” and “Mock Timpani Audi-
tion” were Mark Goldberg and Michael
McNicholas, respectively. Each winner re-
ceived a $200 check for his performance. Ad-
judicators were Anthony Cirone, Dale An-
derson, Charles Dowd, and Ken Watson.

Model All-State Percussion Audition

Twelve high school students from Lousiana
and California were selected to participate in
the PASIC ‘85 “Model All-State Percussion
Audition! The students selected were: Jen-
nifer Potts, Sandy Quick, Scott Simpson,
Tia Fulenwider, Sandra Simpson, Scott
Jackson, Mark Powers, Scott Sorrentino,
Kevin Quaintance, Matt Brown, and Mike
Wachs. The auditions were sponsored by the
PAS Contest/Audition Procedures Commit-
tee. Members of the committee are James
Lambert, Emery Alford, George Frock,
Richard Gipson, Rich Holly, and Joel
Leach.

Door Prizes

The winners of the door prizes donated by
the PAS Sustaining Members and awarded
at the PASIC ‘85 Banquet were as follows:
Paul Raymond, of Cheney, WA; Patti Rhea,
of Urbana, IL; Sigmund Rothschild, of Tuc-
son, AZ; Sean Nickerson, of Pueblo, CO;
Pat Hanley, of Webster Groves, MO; Doug
Whaitschick, of Mission Hills, CA; Todd Gil-
lette, of Salina, KS; Bryan Smith, of Glen-
dale, CA; Neal Sausen, of Van Nuys, CA;
Lance Tamanaha, of Torrance, CA; Kent
Smith, of Plainville, KS; Rita Rueth, of Sun
Lakes, AZ; Julie Spencer, of Indianapolis,
IN; Tim Root, of Houston, TX; Greg Har-
grove, of Pueblo, CO; Eric Folk, of Hon-

oluly, HI; Michael Faris, of Selah, WA;
Alan Davis, of Hollywood, CA; Shawn
Schietroma, of Denton, TX; Val Eddy, of
Spring Valley, CA; Alan Hetherington, of
N. Vancouver, British Columbia; Zoro, of
Chatsworth, CA; Joe Hunt, of Boston, MA;
Tom Morgan, of Antigonish, Nova Scotia;
Gregg Hagiwara, of Honolulu, HI; Joan
Konrad, of Norfolk, VA; Connie Fairchild,
of Urbana, IL; Eric Anderson, of Castle
AFB, CA; John Bollinger, of Eugene, OR;
Rick James, of Ames, 1A; Gary Cook, of
Tucson, AZ; and James Harrison, of Mur-
ray, KY.

The following is a selection of photographs
taken at PASIC ‘85, a highly successful event
attended by over 3,000 people. Hosted by
Jay Wanamaker at the Sheraton Universal
and Sheraton Premiere hotels in Universal
City, CA, the convention was truly a reflec-
tion of the personality of the Los Angeles
music scene, featuring some of the industries’
finest percussionists, drummers, and com-
posers. Seventy-three exhibits by our Sus-
taining Members, displaying the latest and
best products from the percussion industry,
filled three large exhibit rooms. At the Offi-
cial PAS Banquet, held in the Sheraton Pre-
miere Academy Ballroom and attended by
600, special recognition was accorded to
Saul Feldstein, Don Canedy, and Larry
Vanlandingham. This plus Hall of Fame
Awards, Door Prizes, and an address by
Guest of Honor William Kraft made the oc-
casion a very memorable event.

The PAS
Endowment Goal
is $100,000

Help us reach it!

Ligusil, France

... the very best
Keyboard Mallet Instruments!

Bass Marimbas

Marimbas « Try them out at our exhibit!
Xylophenes + The complete line .. .

Yibraphones with extended ranges!

Chimes « The “State of the Art” instruments!
Orchestra Bells

Wood Block Xylos “Send for free catalogue”

Distributed by:

the world of

Browns Mills, NJ 08015-0146
(609) 893-9111
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Feature: Drum Set

Four Max Roach Transcriptions

Featured on this issue’s cover is the world famous drummer Max Roach.
A member of the Percussive Arts Society’s and the Down beat’s Hall of
Fame, Roach is an exceptional and prolific talent, having established
himself not only as a drummer and bandleader, but also as an important
arranger, composer, aesthetician, educator, and arts advocate. In 1956,
the Encyclopedia Yearbook of Jazz Musicians Musicians’ Poll voted
him — then at the tender age of 31 — the greatest drummer ever.

During the 19505 Roach co-led, with Clifford Brown, a highly re-
garded jazz quintet; however, a fatal car accident, killing both Brown
and pianist Richie Powell, in 1956 forced him to move on. He continued
to grow and achieve many awards and acclaim, but it is the 1950s group
of Max Roach and Clifford Brown that will be viewed in the following
three transcriptions from the recording Clifford Brown and Max Roach
at Basin Street (Emarcy M636070).

GERTRUDE’S BOUNCE

Trans. by Pogo Plan
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Trans. by Warren White
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LOVE IS A MANY SPLENDORED THING

Trans. by Dan Wojciechowski
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WHAT IS THIS
THING CALLED LOVE

Trans. by Joel Fulgiam

Il\AA-/ TR AAAQ ‘!.b"‘,y
fYr v fr tr'r 1 T
—-1‘ = TI'ZL @ : MM T AT
v v YT 't r T
ﬁ!'gl" T | —
gr ———% rir *vr Fr a’ftr
= e lmin laalanlaes
P ) Y g———J ;1 3
elx :r i Qr ¢ r “r
T 171 . o

L — » — o

ir ir LI tr iTir‘
T T e B

3 3 Y ry pid—! ——
4 r tr cr;r ¥ r X r trlisl\c
M e =MmMN T 1, N
. == S=== =i

r F S A
.‘:'L‘.l — = -:T\CI_T" [

S B R e S B I =

January 1986 /49



f— e — ey p—3emn  p—3 ey y— 3 e—
'!I —— l ‘L il : ﬁ'—‘l
P ’:‘ = ) o~ ’:"’
—T—q 3 r—-"i— et T B R o =
| Errs
o ° ¥ o ?f.. ° ;!.,
T T LT
- —
3 - i ¥ ¥
i oy 7T [ [ [ i
(maBmil mRand) O o 0 e ———
T ¥ ¥ ¥ F—x
[ [ [ [ i [ I |
ERFREN N 00N -

1T ) r R
- -l——rJg‘r_lﬁm—mx T
o i r 1 T T

50/ Percussive Notes

KEY
cym. o (open)

m. t
SMOM % % hh w/hand

snare drum =—%——
bass drum —=

lg. tom % hh w/foot




Feature: Drum Set

Chester Thompson: Drummer at Peace
with Electronics and Acoustics

Patrick Wilson

Chester Thompson is not ostentatious. Though he can be a physi-
cally brutal drummer, capable of ornate fills and greased-lightning
speed, as a person he is not flashy. He knows better. Once at the
fusion forefront (perhaps passé to him, since he dealt with it all in
the '60s) this unlikely transplant from Baltimore has played and re-
corded with the Mothers of Invention, Weather Report, and con-
tinues his tenure with Genesis — now in his ninth year — as their
touring drummer,

By way of the small club circuit on the road, beginning with or-
ganist Jack McDuff, Chester Thompson now has his feet firmly
planted on both drum pedals, though they may or may not be
hooked up to today’s electronic gadgetry. Years of experience and a
down-to-carth sensibility have created a balance. This drummer
knows when to plug in and when to go acoustic.

In a thoughtful and frank interview, just days after appearing at
PASIC ’85, Thompson took time out to speak about Phil Collins and
Genesis, the Zappa experience, and the subject of electronic versus
acoustic drumming.

* ¥ N

Chester Thompson: The way I went into Zappa’s band was prob-
ably a little ditferent than for some of the other drummers. Ralph
Humphrey was already in the band at the time. Basically, I was sup-
posedly hired for one specific purpose, which was to sort of supply
a looser feeling to some of the music. I think things were starting to
sound pretty clinical, and so perfect and so exact that I don't think
the music really had enough “grin” in it, as Frank wanted. He came
up with the idea of using two drummers. I guess he wanted some-
body who was real funk-oriented to balance out the other drummer.
And it seemed to work out that way. So, when I first went in, it didn’t
really matter so much whether I could cover everything or not. We
rehearsed five days a week, five to six hours a day. By the end of that
first month of rehearsals I could play the book, but it took a lot of
work and there wasn't hardly any sleep. I would be up all night read-
ing and practicing. As far as what was required, the reading was
pretty extreme, because he did tend to write out every cymbal and
every drum in the music. But, after being there awhile, I guess there
was enough trust so that he didn’t feel like he had to write and specify
everything anymore. For seven or eight months, Ralph and I played
together. Ralph left and then it was just me. Soon after that, there
was a trust that developed, not just with myself, but with the whole
band. The writing wasn't nearly as detailed as it had been in the past.
The stuff was still as tight as ever; it wasn’t as if things started falling
apart. So, by the end of that period, Frank would pretty much just
say what he wanted and we would play it. If it was a long chart, he
would write it out.

Patrick Wilson: Ruth Underwood was in that band then, right?

CT: Yes. That band was Ruth, George Duke, Tom Fowler (Bruce
Fowler was in and out), Napoleon Brock was the lead vocalist, and a
cast of thousands changed around that nucleus during the time I
was there,

PW: How would you characterize differences, if any, between

Phil Collins and yourself?

CT: Well, one of the biggest differences is that Phil is very self-
taught, so he figures out pretty unique ways to get things done. Being
as English as he is, I don't think Phil would ever live over here, though
he loves it — it’s not quite British enough over here for him. But his
players are pretty much American. That's what he gets into. But,
because his background is so different, the playing comes out real
unique. There’s an old Genesis tune called “The Carpet Crawlers”
which is a real English-type ballad and the way it was played was
one of the most unique things I had ever heard. I found out later that
he was trying to play it like a Phil Spector tune. He had castanets and
the whole bit in there. But it didn’t come out sounding anything like
that. So, you get things like that where you use incredibly unique
rhythmic patterns and other methods of arranging, which is his in~
terpretation of American playing.

PW: Stewart Copeland mentioned at his PASIC clinic that one
of the big attributes of acoustic drums is the fact that they are a
visual medium and, for this reason, they will always be around. It
seems he is not too interested in electronic drums. How do you
react to this?

CT: I look at what sounds best for the situation. Music is real
changed now; it just doesn't sound the way it did a few years ago.
There are times, it seems to me, that electronics fit better because
everything else is so electronic. I've heard things where it sounded so
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perfect with electronic drums that I'm not so sure acoustic drums
would have fit. In fact, a couple of things that I tried on acoustic
drums in rehearsal for one of Phil’s tours just didn’t happen. It just
was not the right sound — there was no getting around it. So, as a
result, I tend to play one kit at a time. I'm not really crazy about
combining Simmons toms with my acoustic drums.

PW: How do you feel about programmed drumming and drum
machines?

CT: Well, I think it's a great toy that has gone wild. It’s a case of the
robots winning. I don't ever like it when people aré out of work be-
cause of machines — though I do a bit of writing and producing, and
tend to lay tracks down with drum machines because I'm doing the
engineering back there as well. It's a lot easier for me to do that than
have to go back later and put drum parts in. And there are some
things you can conceive of that would be so difficult to do live that
you can do with a machine. Sometimes it's worth it. A lot of the
records I hear that sound like one person did everthing, for the most
part, turn me off because most people can’t do everything that well.
You have a few cases where people can do it, get away with it, and it
sounds wonderful. One of Stevie Wonder's early albums was the first
real proof of that that I can remember. He’s a great drummer, a
superb keyboard player, and with keyboards these days you have
every sound at your disposal. So, he pulled it off pretty well the first
time he did that. But I keep hearing these things that are so obviously
the product of some producer or some artist and I have to really
wonder where it's coming from. If it's coming from greed, because
they just want a bigger chunk of the money, I think they’re way off
base and out of order. But, in the case of somebody who really is that
brilliant and really hears it that way — and can do it in a way that
nobody else could actually do it — then I suppose it’s justified. I don't

FALL CREE

ROBAS

K-100

the ultimate in glockenspiels

Some glockenspiels are modeled after the legendary Leedy instruments.
THIS ONE SOUNDS LIKE THEM!It

These unique features of the K-100 are unmatched
by any other glockenspiel

— specilally treated & hardened

— for those long pure fundamental
high-resonance steel bars

tones of Instruments from the past
— for Debussy, Prokovlef, et.al
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— extended range from Fto D
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plating
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and brass case by Repair- of visual beauty
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Fall Creek Marlmbas
Route 245
order direct from the maker Middlesex, NY 14507
$725.00 plus shipping 716-554-4011
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like it when producers won't even consider calling in a drummer just
because they can get a machine to do it. But a lot of music is so dumb
that it doesn't require much thought anyway.

PW: Have you ever been called by a producer to program a drum
machine?

CT: No, but that is happening now which is kind of nice. As a result,
you can hear a distinct difference in the way that music is sounding
these days, too. All of a sudden the drum machine programs are
incredible on some of these records. In the beginning stages only
keyboard players were being called to program drum machines be-
cause they were familiar with sequencing and the whole bit. I guess
a lot of egos got fed, but I thought the quality of what was coming
out was really poor. Now I know of a few studio drummers who have
made it a point to own at least a couple of drum machines, usually a
Linn and DMX, or something like that. Those are the two more
happening sounds with producers these days. But then — who knows
— next week they'll probably be all different anyway. There will be
some new machine out that will put all the others away. As far as
being hired as a drum machine programmer, the guy’s still making a
living, he’s putting his years of experience to use by working out the
program, and I can live with that pretty easily. We have been using
drum machines on stage with Genesis for the last four years, at least.
Usually it’s just used as percussion while I'm playing. In some cases
the song is actually written around some sort of drum pattern. Phil
will do the same thing when we're doing an overdub. I'll often pro-
gram a rhythm that I really like so that I'm free to sit there and
overdub with the keyboard or sing a melody into a mike, A lot of
times I'll do it that way. Usually it’s because I'm in a hotel room and
couldn’t get the drums down if I wanted to. When I'm at home I tend
to go in the back and put down various drum tracks, different kinds
of fills, and write from that. It's definitely a practical invention, for
sure. I don't know, I'm not so sure this is not going to all turn around.
It wouldn't surprise me if five years from now drum machines would
be obsolete — like there will be this new, “in” sound, live playing.

PW: I was told that one of the new things often done in the studio
is to take acoustic drums and really open up the sound, letting
them ring with a lot added echo.

CT: Yes, that is new in a way, but it's the way the Europeans have
been doing it for about the last ten or fifteen years. I stopped mut-
fling my drums years ago. I guess I was sort of intimidated the first
few times in the studio: I mean, you want to please, you want to be
called back and you want to be easy to work with, But now some-
times I just have to dare to assert what I know is going to work better.
And I try not to say anything if I'm not real sure. But, if I am really
sure and know that a certain thing is going to work better, I just have
to assume that I've been doing what I've been doing longer than a
producer or arranger has been doing my thing. And sometimes I'll
dare to speak up, and, for the most part, 1t has always worked out for
the best. If it would turn out that you were to do that too much and
they were bad ideas, then you'd sort of lose whatever credibility you
have. I hate dead drum sounds — never ever liked them, really — but
you just go along with what the sound is for awhile, until you are
confident enough and dare to persist in doing it your own way.

PW: When you're not on tour and you're at home relaxing, what
kind of music do you like to listen to?

CT: Quite a wide variety. I try to cover as much ground as I can. I'll
listen to what's on the radio, just because I really feel I need to know
what’s there to stay abreast of the market. What I listen to for my
own pleasure tends to be a little less commercial. Lately, I've been
going through a real change. When I am writing, I don't listen to very
much other stuff at all, mainly because I tend to lose my train of
thought on what I'm doing. (I tend to hear a concept for a whole
thing, which I then like to pursue.) And you're bound to be influ-
enced by what you hear around you. One of the big terrors in any-
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body's mind who is trying to write is, [ guess, hoping not to hear and
subconsciously absorb somebody else’s melody, put it out, and get
sued for it. And you have to be aware of that kind of thing. I like
exotic stuff. I like ethnic things, like Brazilian and African music. I'm
a little burned-out on fusion, actually. That is hard to say because I
played with some really good bands in Baltimore back in the ‘60s.
What we were doing then — which is all of a sudden now known as
fusion'— I guess was pretty progressive for the times. But if you're in
Baltimore, who cares? That's the kind of city it is. And I've been
fortunate enough to play with some amazing players; I've been really
blessed that way. So, now I'm finding you have the same old fusion
thing and I don't really want to hear it anymore. If it’s fresh, great —
I can't wait to hear it. If it gets back down to the marathon solos —“I

can play more notes than you can” — I'm not very interested in that
at all these days.

PW: As far as drumming is specifically concerned, who were your
influences?

CT: When I was growing up, the first influences were Max Roach
and Elvin Jones. As far as I was concerned, those two had it covered.
There weren't many other people I listened to. In the beginning I did
listen to a lot of jazz, because jazz was the only thing I really made
an effort to learn to play; it was what I really wanted to hear.

PW: Did your folks have any kind of musical background?

CT: Not really. My father died when I was real young — like four,
something like that. I was told he was a good drummer, however, he
never played professionally. My oldest brother was an amazing rudi-
mental drummer. He was in demand in Baltimore with all the local
drum corps. He never got a drum kit and never went professional. I
remember when I brought my first snare drum home from school to
practice on and was trying to learn to play a roll. He just picked up
the sticks and played a perfect roll. I know he hadn’t had sticks in his
hands for twenty years, yet it was still there.

PW: Did you ever get pretty heavily into rudiments?

CT: When I was in the ninth grade, as it turned out, there weren't
enough kids in the school to make up a whole band, but I still had
band in my schedule. We had a couple of those N.A.R.D, solo books.
For that whole year, every day that I went to band, I just went
through the books and really tried to master each rudiment and read
everything. It turned out to be one of the best periods I had because,
actually, I was already doing gigs then. The summer before that T had
started doing gigs around town. I worked steadily all through the rest
of that school year. I was always playing at least three nights a week,
sometimes four. A combination of that with this heavy rudimental
thing — I really blizted in on it that year. I think it definitely helped
a lot, and it created a lot of good habits. Even when I practice now;
it’s pretty relentless. I didn’t have a private teacher. The band teacher’s
main instrument wasn't drums. But I had gotten a good enough han-
dle on the rudiments to where I pretty much knew the trouble spots.

PW: When you are not on the road, how much time do you spend
practicing, working out your own projects, writing, and so on?

CT: I'm not really good at routines. No day tends to repeat; when
I'm home, family really is a bigger priority than music, anyway.
tend to try to work building the day musically, but at least a couple
of times a week I try to get in a real serious practice session, really
going for it. Often I have tracks to finish so I'll have people coming
over at various times. I'll be back there with the sequencer myself
putting down the basics and have people come and play around that.
But there are times when I occasionally do demos, back up other
friends who have helped me with my stuff. However, I really do need
to start budgeting my time more efficiently because May is going to
come around real quick, and then it’s time to leave again and go on
tour. Here, I have certain goals I try to set for myself, and I've been
averaging about three or four hours a day working on music — av-
eraging, which means that some days it's a marathon and on others I
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never go back there. I want to try to average a good consistent six
hours a day, bringing in musicians when they're available. I got
enough toys back there that when musicians aren't available I can go
and work. I can play keyboards to the point where I can get what I'm
going for, but I could never do somebody'’s gig on keyboards, though
my own stuff I can pretty much pull off.

PW: When did you first use electronic drums?

CT: I first used Syn-drums about ‘78. It was on the second tour with
Genests that I actually used them, I think. I eventually got burned
out on them along with everyone else. (There was too much going
on with those.) Simmons came back and the quality of sound was
actually much better. I didn't play with Simmons 5% because I just
hated the playing surface.

PW: Because they were so hard?

CT: Oh, yes. I play real hard. When I'm doing concerts, I really go
for it. I just didnt care to have to make the adjustment so as to be
playing as hard as I could and then reach over and just tip this thing
or break my arms. But I was actually using it. Phil comes up with
some pretty outrageous sounds in the studio. The only way to dupli-
cate some of that live was with the Simmons. I was able to pull it off
by triggering certain sounds, mainly from the snare drum. During
this last solo tour of Phil’s, I played a Simmeons 7 kit on three or four
tunes in the show where that sound was really needed. I tried the
regular acoustic drum in rehearsal, but for certain sounds it just
didn’t make it. We needed that electronic sound because all the other
sounds around really called for it. When Phil recorded his last album
— between all the stuff he does to acoustic drums — he used drum
machines quite a bit and, in a few cases, he used machines to trigger
his sounds as well. There was just no getting around it, which I kind
of enjoyed because, for me, electronic gear gives a real different ap-
proach: it definitely makes you play different things. You hear it a
different way, which is kind of nice. I don’t think there will ever be
the danger of one replacing the other. I don’t personally see elec-
tronics replacing the acoustic, though it has almost happened with
keyboards. You just don't find acoustic piano anymore, now that the
Kurzweil synthesizer is out. Now that sound can be simulated, and
you don't have to carry a grand piano on tour or trust that you're
going to get a good one every place you go. I don't think it's going to
get to that extreme with drums. Who can say — never say never —,
but I'd be really surprised. Electronic drums do have their place, and
because everything is so recording-oriented, it is really natural to
play them: you just plug something in and get a great sound in an
nstant.

PW: At his PASIC clinic, Stewart Copeland was having a few
problems getting his Fairlight synthesizer to work properly. Do
you believe electronics may cause too many problems in live situ-
ations?

CT: That is the nature of electronics. It's funny, that comment you
made about him not really wanting to get into electronic drums —I
find that a little bit inconsistent, If that's the case, you use a live
rhythm section, you don't take a Fairlight everywhere you go. I don’t
really understand the logic there. It would have been simple for me
to sequence a bunch of stuff at my PASIC clinic, especially since it
was an electronic gig. I loved the fact that they allowed me to havea
rhythm section there, even though I had electronic drums. I don't
know, I guess each of us has to do it his own way. I personally never
want to be left behind. I've never been a purist. The only thing I'ma
purist about is that if you're going to be into anything, make sure you
play well. I don't care how much gear you have, if you can’t play, then
it's weird to me. I have Tony William’s new album, and love that he's
playing straight jazz and using a drum machine and electronic drums
on it, which is kind of fresh — I mean, certainly nobody has done it
that way before. So, there’s definitely room for lots of stuff but, at the
same time, you have to watch out about getting carried away, too,
You can definitely take anything to an extreme. Like Bozio, he had



Chester Thompson

the electronic thing so down that it was ridiculous. Now, all of a
sudden, he's gone all acoustic, like he’s burned out on the electronics.
Apparently, it's all acoustic now, he’s gone completely full circle. I like
it it you have access to both and try to use whichever is better for the
time.

PW: How do you approach rehearsing for a new Genesis tour?

CT: For the most part, when I'm learning the material I try to learn
it exactly as he recorded it. A lot of times, things sound one way but
when we actually get there I have to ask, “How did you do a certain
thing?” I see how the sticking was and get that much closer to what
he did. Then, there’s a natural process whereby my own feel and
sound tend to become more and more present as we play the music
more,

PW: Do you actually ask about stickings?

CT: Oh, sure. There are always several ways to play the same thing,
Each way you stick it, it’s going to sound different. The way we hit
the drums sounds ditfferent, anyway. In some cases, I feel like it is my
job to relate to what he did. That's what I'm there for. The clearer I
am of that, then the more the natural process of when I come in will
be in keeping with what needs to be there. I really respect his playing
— his decisions of what to play. He’s really happening that way; he’s
definitely one of the more musical drummers around anywhere right
now. Because he turned out to be such a good singer, I guess that sort
of gives it validation. It's not like it is a drag to do it the way he did it.

PW: How do you avoid getting burned out playing so often?

CT: I found out while I was working with Zappa that if I don’t have
my own projects going, its crazy. When I first played with him I
didn't know anybody out here, so I didn't know where all the jam
sessions were, and didn’t really live anyplace where I could callup a
band. Now; I call people over to just jam sometimes. And I found out
then — as wonderful as it was to learn to play the Zappa book — that
1 had reached a point where I didn’t want to play heavy all the time.
Sometimes it’s nice just to sit back and groove instead of never being
able to fully relax because every other bar is going somewhere else.
There were off moments where we jammed out on stage, but for the
most part much of his stuff is pretty intense. I've learned since then
that it makes me much more effective to work with someone else if
T've got an output. It helps to really push to have something else to
work on.

PW: In contrast to that intense situation where you always have
to think ahead, I'm sure that there are some tunes where you re-
ally can relax while on tour with Genesis, and, maybe, having
played them over and over, after a couple months they sometimes
get stale,

CT: Yes. I really do have to make a distinct effort, no matter what is
going on or how little I have to do, to play each tune the best I can
play it. It can happen very easily, when I have too little to do that my
mind wanders. I try to develop a discipline: When I catch myself
thinking about something at home or something that’s got nothing
to do with being on stage, the moment I'm aware of that, I tell myself,
“That’s not what we are here for, let’s play it one bar at a time; and I
stay with the song and really try to play the doggone thing.

PW: What are you working on at present?

CT: The main thing I'm trying to do right now is accumulate enough
material to go ahead with one album deal. I'm almost there; I de-
finitely have enough for a good demo. But, because of what I ob-
served other people go through, I would like to have a little more
than just that. I'd like to have enough to choose from when I actually
get to the studio. I'm writing most of what I'm going to use. At the
same time I'm listening to, playing, and writing other songs as well.
For me, the whole challenge of making records — the idea of what
goes on from beginning to end in actually getting a record out — kind
of fascinates me. It's something that, apart from just playing on a
session or whatever, I've never been a part of, that is, with any say,
though I've done some producing in Europe. I produced a German
group over there, which actually turned out to be quite a disaster. We
got a great track, got a wonderful sound, but it was a horrible song.
And I knew that when I went in. I thought I'd try it, but as it turns
out, if you're not convinced, then you shouldn’t be over there.

Its really interesting. I hear a lot of young guys now, and these cats
are incredible, I must say, sometimes I wonder if Tve lost the sort of
lean, hungry thing. My priorities have changed so drastically, it’s like
I really try to get somewhere with the instrument or the art, and
that’s all that matters for the most part. And right now my family
matters more than any of that stuff. Its pretty weird because the
whole thing has kind of shifted: it's more fruitful than it's ever been.
I can't say that I work any less, but my attitude about work is cer-
tainly a lot easier, I guess, after the Weather Report Black Market
album and the Mothers One Size Fits All. There were a couple of
others I was really happy about, one being with Freddy Hubbord
called Love Connection. I got to play one tune on it, with a Brazilian
guy named Hermeto Paschoal, which turned out really well. And
those tended to claim there’s nothing else to prove after that. I just
had fun playing.

PW: Is there any other advice you can give us about the business?

CT: The only thing I would add is that I'm finding out more and
more that how you play isn't everything. As far as aiming towards
success as a player is concerned, it's almost like you've got to find
some point where you decide to become successful as a person.
‘When your, sort of; “humanity chops” are happening, I don’t know if
your playing gets better or you just get more rewards because you're
more pleasant to be around. That's been one of the main lessons I've
had to go through. The family sort of keeps you in balance a bit.
You're never allowed to come home and feel like a rock star, that’s for
sure. I don't ever feel like a rock star, anyway, but it always blows me
away when I run into people who actually look at it that way: “You're
a rock star” What? I gotta practice man, get out of my face.

Patrick Wilson is a clinician, performer, and composer living in Los
Angeles. He is an associate music editor of Alfred Publishing Company,
Inc. and frequently writes for music periodicals, including Percussive
Notes and Modern Percussionist.
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Feature: Drum Set

Peter Magadini — an interview

Emery E. Alford

Emery Rliford: To begin with, many of us would like to know
something about your background. Where were you raised? And
could you tell us about your early musical training?

Peter Magadini: I started my musical training in Palm Springs,
California, in the band program, when I was in the fifth grade. There
were twenty-five drummers, twenty-five trumpet players, and a few
other instrumentalists. The next year in the sixth grade, there were
six drummers, and by the time I was in the seventh grade, I think
there were only two of us. But that's when I started and I have been
playing ever since.

EA: So it was your traditional school band, snare drum, learning-
the-rudiments kind of an upbringing?

PM: Yes. A lot of parades and football half time shows.
ER: When did you first become interested in the drum set?

PM: I started playing drum set in high school, when I was about
sixteen or seventeen. I was in Arizona at this time, in Phoenix, and
was lucky to have probably one of the finest teachers I have ever run
across, Don Bothwell, who is still teaching in Arizona at Mesa Com-
munity College. He not only got me interested in playing, but he was
such a good teacher that he got me interested in teaching at the same
time; as he got busier with more advanced students — and he had
some good ones — I started taking some of his beginning students.
So as I was studying, I also began my teaching career. Little did I
know then that it was going to be a big part of my life.

EK: So Don Bothwell was an influence in some way.

PM: He was a major influence in my career: he actually made me a
drummer.

EA: Who were some of your early drum set idols and who would
you say most influenced your style of playing?

PIVI: Well, there are a lot of people that I really like. But I guess some
of my early favorites would have been: of course, Buddy Rich; but I
also liked a lot of the more subtle players — I got hooked on Albert
Heath of the Heath Brothers (Jimmy Heath, Percy Heath, and
Albert Heath), for instance. I saw him several times in Phoenix when
he was with the Jazztet and I loved his touch. He was never a flam-
boyant player, but he always played so well with an ensemble. I also
liked Shelly Manne, still like Shelly Manne. Then I started getting
into Philly Joe Jones. And Max Roach has been a big influence, espe-
cially his style of playing. I think my all-time favorite drummer, if I
have to name one (and I have liked many) would, I guess I'd have to
say, be Elvin Jones.

I went through formal academic training at San Francisco Conser-
vatory, where I got my bachelor’s degree, and at the University of
Toronto, where I earned a Master’s degree and studied with John
Whre, of Nexus. I had a wonderful teacher at the Conservatory, Ro-
land Koloff, who is now the timpanist of the New York Philharmonic
— at that time he was with the San Francisco Orchestra. I have
always maintained that excellent teachers can make an important
difference. (The hard thing is to find the excellent teacher.) And
study is absolutely essential for some of us. It was for me, because I
wasn't growing up in New York City, I was growing up in Phoenix,
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Arizona. Then I went to New York City in one big leap, where I
studied with Roy Burns; I wound up in San Francisco and sub-
sequently LA, and then Toronto.

EA: You told me earlier that you had been playing be-bop the last
couple of weeks. And you have done clinics on fusion drumming.
Do you have any style preferences?

PM: Well, once you play jazz and get known as a jazz player, people
put that label on you. You don’t put it on yourself.

EA: Do you mean that one gets pigeon-holed?

PM: Well, it's not so much that, but that jazz is an art that requires
a certain amount of dedication and time, and a certain amount of
flexibility. I have always maintained that some of the best drummers
we have ever known have been jazz drummers, even though we hear
them in other contexts. And many of the drummers we hear on
records today are also actually jazz drummers doing something else.
But I do have a style, I think, and it has taken twenty years to develop.
It’s not really a preference any more, I would call it just a style. I think
people know how I play (maybe more so than I know about myselt)
and they are going to call me what they want. But L have played with
many diverse artists and groups, and as far as preference goes, I sup-
pose I enjoy jazz more than anything else. But I do enjoy all the other
things I do as well.

EA: How then would you characterize your style of playing?

PM: I would hope that musicians who play with me feel comforta-
ble with me, and that whatever I am doing at any moment fits right
m with what they are doing. In that way I guess I am sort of a chame-
leon. As far as a style of my own is concerned, I would say this: if 1
am in a situation where I am playing a drum solo with a group, or



am otherwise expected to shine, I would like to consider myself an
essentially adequate technician with a lot of musicality:

EA: You have had quite a diverse background, which in a sense
makes you a fusion drummer. Can you tell us what fusion drum-
ming is?

PM: I got interested in the concept out of necessity in San Francisco,
where I was really primarily playing triplet jazz (or be-bop jazz, or
jazz swing, or whatever label you want to use). Noticing that with
changing times people were becoming interested in drums for other
reasons than why I was interested in them — as was true of music in
general — I began, out of necessity, to change my ideas about what I
cauld play and still be able to play with very musical performers. A
lot of us were going through this same turmoil. I think Jack De
Johnette was one of the first drummers I heard play (and Tony Will-
1ams, too) wide open jazz — playing with the freedom of a jazz player,
but with some of the restrictions of eighth-note music.

Back in the 605, these guys were really paving the way for what I
consider to be fusion. But [ really think that now this idea of playing
fusion drumming or playing in a fusion style is very creative because
we are not locked into anything. Fusion really incorporates the jazz
artist who has a knowledge of Latin and rock and has learned how
to apply various ingredients in such a way that what comes out is an
individual sound — an individual style — and at the same time, one
that blends all these rhythms into a really new kind of jazz.

ER: Many young drummers become infatuated with the drum
set and often restrict themselves to only one musical style. Do you
think this is wise?

PM: Well, of course I have to say that many young drummers are
not thinking of what is wise. A young drummer is glad to be in-
volved, and feels he is doing something special. I like young drum-
mers and I encourage them, as long as they are interested and seri-
ous, I don't care where they start from.

ER: What is your philosophy about relating the drum set to one’s
total percussion training?

PM: I went through a period in my life when I really did not know
it T was going to be a full-time drum set player or a full-time sym-
phonic percussionist. At a certain point I realized that I really
couldn't give both 100% of my time, that it would have to be mostly
one and only sometimes the other. However, studying total percus-
sion has detinitely made me a better drummer. It is my view that if
T hadn't studied with such fine teachers, and been involved in playing
with symphony orchestras and contemporary music groups, I would
very possibly not be as knowledgeable today about my instrument
as I am,

ER: That is a very good point. Let me ask you something else:
You have had quite an arsenal of cymbal sounds available to you.
What types of cymbals do you use, and why?

PM: 1 have a fairly representative collection of cymbals, but I do
have my favorites, depending on with whom I am playing and in
what situation. Generally, I play a 20” ride with three rivets in it, a
pair of 14" New Beat hi-hats, a 17” light crash cymbal, and then, on
the left side crash ride, I alternate between a 19” special selection

Zildjian and a K. Zildjian that I bought about fifteen years ago.

EAR: I often judge stereo recordings and loudspeakers by their
reproduction and definition of the cymbal’s “highs?” In the re-
cording studio, many set players will use either smaller or differ-
ent cymbals from their regular set or will tape their cymbals and
drums and let the engineer sweeten the sounds. What do you do
in the studio and what problems and/or insights can you give
with regard to getting good and true cymbal sounds on tape?

PM: A lot depends on the engineer, and whether he knows how to
record cymbals properly. Once that problem has been dealt with, in
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my case I try to get the cymbeal sound that I like for whatever particu-
lar studio I am in — that is, what my ear tells me fits with the sound
of my drums in that particular studio. When it sounds fine with me,
that’s what I go with.

EA: Even if you have to use tape?

PM: Yes, even if I have to use tape, and sometimes I have to (it
depends on what kind of music I am playing). Sometimes I'll use
tape if I want the stick beat in particular to come out. Or I might use
some tape just to take off some of the ring; I get a little more percus-
sive sound that way. I use Regal Tip 3A wood tip sticks.

EA: What about the rest of your set? What size set do you use and
how do you tune your drums?

PM: I have three sets. I have a big seven-piece natural wood set that
has pin-stripe heads and dead-ringers; they are not really dead-rin-
gers (mine are made by Drums Only in Vancouver), but have the
same principle as dead ringers. The seven-piece set has extended
tom-toms and is a fairly big set for me, with a 22" extended bass
drum, 22" X 16". Then I have a small five-piece set, sort of a stan-
dard maple shell. And I also have a four-piece set that I have had a
long time and I take out when every other set is tied up.

EAR: Do you have a studio set?

PM: I have one set that stays in the night club I have been playing
in for the last year, and it stays there all the time. Then I have a studio
set, and also an emergency set.

EA: What do you think about the sets that employ the double-
bass drums, and how does this affect your concept of the hi-hat?

PM: Well, I don't play double-bass drums so I don't think much
about them. I do think that today’s drum market is encouraging a lot
of drums, the more the better. As far as the art of playing the drum
set goes, if drummers want to use a double-bass drum set sometime
later on in their careers, that’s fine, but I think everyone should learn
to play on the basic drum set first.

EA: I heard Joe Morello respond to a similar question several
years ago by saying, “I haven't learned how to play one yet. I
would agree that drummers never get enough single bass drum
technique. In fact, most drum set players have good or better
hands and snare drum technique than they do feet technique. Do
you have any ideas for developing independent bass drum and
hi-hat techniques?

PM: I use the Chapin Independence book, Volume 1, in my teaching,
and try to start as many as I can with the bass drum. I go about this
in four ways: I have students play the exercises as written, with the
hi-hat on 2 and 4; then the exercises as written, with the hi-hat on
all four, next, the exercises as written, but with the hi-hat playing the
bass drum part and the bass drum playing all four; and finally, I have
them play the solo sections in that book hand-to-hand, as if it were
a drum solo around the set. (In other words, they are no longer play-
ing the ride cymbal.) And after they have finished reading the page,
I always ask them to continue improvising, It is one thing to play an
exercise, but the mind doesn’t turn an exercise into music; only you
as a player can turn music into music and you have to work at that
just as hard — or harder — as you do going through a book. So a book
1s okay to get started, but if you don't do anything with it, then you
really have some useless knowledge which is not going to do you any
good.

EA: One of your books for the beginning drumset player discus-
ses playing polyrhythms. Would you briefly discuss your ideas,
for instance, playing against four, and how you break that down?

PM: My books with Hal Leonard, Learn To Play The Drum Set,
Volumes I and II, are my teaching method condensed into book form.
The books on polyrhythms, The Musician’s Guide To Polvrhythms,
were written in 1965 and 1970. These deal with quarter note triplets,
which is 3 against 2; I elongate this to make it fit a bar, 6 against 4.
Take the six quarter notes, and once you have gotten that, you sub-
divide into eighths, triplets, and sixteenths. Each book uses that with
the respective rhythms of 6 against 4, 5 against 4, 3 against 4 (in
Book I). Book II deals with 7, 11, and 13; 11 and 13 being dissonant
— impractical — but it finishes out the theory, whereas 3, 4, 5, 6, 7, and
8 are the consonant polyrhythms; 3 against 4, 3/4 to 1; 4 against 4,
1to1; 5against 4,1 1/4 to 1; 6 against 4, 1 172 to 1; 7 against 4, 1
3/4 to 1; and 8 against 4, eighth notes being double time.

EA: I know that your performing and private teaching schedule
is quite full right now. What are your plans for the future and
what goals do you hope to attain as a drumset performer, and
percussion educator?

PM: One of my goals is to really try to help young drummers come to
understand the best way for them to learn how to play music, In this
business, there are many charlatans who go around protessing that
they know what is right. A lot of young players suffer in such situa-
tions. They want to play so badly, and they may have some talent,
but a lot of times the teacher doesn't have the talent — the student
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does — and the student’s creativity and enthusiasm are stifled in the
process. I had that kind of an experience once at a university, when
I was eighteen years old. The percussion instructor, who had never
played in his life, told me that I should give up playing, that I would
never make it. From that day on, he charged me up! (Maybe in this
respect he was my best teacher, I don't know:)

I decided one of my goals in life was to be considered a good
musician. That is my most important goal. But secondly, I want to
help other young musicians who want to do it, to show them that
drumming 1s something that takes a lot of work, but that there is a
lot to be gained from it. Regardless of whether you as a player be-
come a full-time professional or not, if you get a chance to experience
the love and beauty of playing music, you will have something that
lasts forever. Playing drums should never be something you hate to
do, and similarly someone — whether it be a teacher, other profes-
sional, or peer — should never make you feel that you are not worthy
of being a part of the scene.

Percussive Arts Society
is dedicated to the highest standards
of percussive composition
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A life time guarantee on all repair work
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Feature: Drum Set

Melodic Transcription for the Drum Set

Jack Mouse

In this article, I would like to suggest a different approach to solo
transcription. Rather than transcribing another drummer’s solo,
transcribe a solo by a horn player, a pianist, or any other pitched
instrument. The exact pitches need not be written out, only the

rhythmic patterns used by the soloist. For example, here is a four-bar
excerpt from tenor saxophonist John Coltrane’s solo in “Moment’s
Notice™
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Rhythmically transcribed, it would look like this:

I ——
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By rhythmically transcribing a melodic solo, the drummer gains
an awareness of the rhythmic language of the idiom, be it jazz, rock,
Latin, or other. Many younger drummers sound too rudimental or
“marchy” at the drum set. This characteristic comes from the natural
tendency to use rhythms which are most familiar. Beginning drum-
mers often acquire rudimental drum training prior to playing the set.
The progression from one to the other is all well and good, but rudi-
mental snare drum rhythms — i.e., march rhythms — only enhance
the technical execution of the rhythmic styles required for playing the
drum set. What is needed, instead, is for drummers to use the same
stylistic rhythms as other improvising instrumentalists. By transcrib-
ing melodic solos, we become more aware of the rhythms used by
the soloists and we begin thinking more musically and less “drumis-
tically” We also become more melodic and lyrical in our approach
- by applying these rhythms to our own playing.

Let’s look again at the transcription. First, play the rhythmic trans-
cription several times on the snare drum for rhythmic accuracy. Note
how it feels to play the rhythms. Sing the rhythms. Next, on the
drum set, treat the transcription like a “lead sheet” or a written
melody rather than as an improvised solo. How will you accompany
that melody? Which rhythmic figures will you “catch” and how will
you set them up?

Great improvisers possess unique rhythmic, melodic, harmonic
and textural characteristics which continually appear in their solos
like musical signatures. For this reason, it is advisable to rhythmically

transcribe several solos by the same artist. The artist influences other
players who may assimilate some of his distinctive characteristics.
For instance, many jazz musicians have been influenced by the style
of John Coltrane; that is, along with their own signature characteris-
tics, they also use many of his. By studying Coltrane’s rhythmic style
and learning to play transcriptions of his solos as lead sheets, you
will be able to accompany in a more effective and sensitive manner.
Remember that the drum set is essentially an accompanying instru-
ment; that is, most of our time is spent as accompanists rather than
as soloists.

Now take the rhythmic transcription again and play it as a drum
solo. Use various combinations of drums and cymbals. It is impor-
tant to achieve the same feeling as the recorded soloist. Listen for
dynamic contrasts, and for agogic, tonic, and dynamic accents. Be
aware of the note values and their durations. For instance, in the first
bar of the transcription, the “& of I” is a long sound, as is the & of 1
in the third bar. Remember that on the drum set we have long sounds
(cymbeals) and short sounds (drums).

Also keep in mind that we have high sounds and low sounds, and
that by using these correctly we can emulate the melodic curve of
the solo —i.e., whether the line is ascending or descending, whether
the melodic curve is smooth or angular, etc. You might even want to
illustrate or sketch the melodic curve. Listen again to the recorded
solo. Let’s look once again at our four-bar example:
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Now, superimpose your graphic illustration over your rhythmic
transcription, using a dotted line. This will further assist you in com-
bining all rhythmic and melodic elements of the solo.

It has been my experience that by applying the approach to
melodic transcription outlined here a drummer can become a
melodically, rhythmically, and texturally more interesting player.
Beyond this, I have also found that the approach aids a drummer in
becoming a more sensitive musician, both as an accompanist and as
a soloist.

Jack Mouse is the author of Building Drum Set Independence: A
Stylistic Approach to an Advanced Level of Performance, published
by C. L. Barnhouse and Company. He is a staff clinician for Yamaha
Drums and is in the jazz and commercial music department of the Amer-
ican Conservatory of Music. Mouse plays with the Bunky Green Quar-
tet, the Chicago Jazz Quintet, and the Janice Borla Group, and is also on
the faculties of the Clark Terry Great Plains Jazz Camp, the Kistner
Jazz Clinics, and the Saskatchewan School of the Arts Summer Jazz
Camp.

You've just found -
° °
The Missing
Link
The missing link between You and
the World’s Finest...
KEYBOARD MALLETS
TIMPANI MALLETS

HICKORY DRUMSTICKS
CONCERT (MAPLE) DRUMSTICKS

See the complete line of Mike Balter Mallets at
your local dealer or write:

MIKE BALTER MALLETS

P.O. Box 531

Northbrook, IL 60065
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Feature: Drum Set

An Approach to Big Band Drum Set Reading

by

Tom Morgan

The art of reading and improvising simultaneously is difficult for the
inexperienced drummer. Unlike a horn player, the drummer must
do more than reproduce the notes on the page. The drum part is
simply a sketch of what the rest of the band is playing. The drummer
reads this sketch and sets up the band figures by playing the approp-
riate fills in the appropriate places, maintains the rhythmic interpre-
tation, and reinforces the ensemble’s time and phrasing.

Often it is the band director’s task to teach the drummer to read
drum charts. Unfortunately, when the music is passed out and the
band begins rehearsing the drummer usually gets little instruction
and is expected to figure it out for himself. What is needed is a
systematic approach. Of course, nothing can take the place of listen-
Ing to as many of the great big bands as possible. But along with
extensive exposure to the style, I have found the following exercises
very helpful in getting the concept across to the young drummer.
These exercises must be practiced with special attention to tempo
(starting at a quarter note = 40 and gradually increasing the tempo)
and dynamics (playing the figures softly as well as loudly).

An effective way to begin is to teach the drummer two basic fills:
one for setting-up and accenting long notes; and another for short
notes. This will give the drummer a starting point, as well as help to
develop the concept of blending the sounds of the drum set with the
rest of the band. The idea is to use long sounds on the drum set to
back up the more sustained notes of the ensemble, and short sounds
to accent staccato notes.

The basic long-sound fill could be written as follows:
“Long Sound”
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The two accented notes are usually played as rim shots. The horns
should be able to key in on these two notes —using them to accurately
find the upbeat on the “and of two,” which the drummer will accent
with the bass drum and crash cymbal. In contrast, the two notes in
parentheses are to be quite soft (ghost notes). They will hardly be
heard at all. Their purpose is to give the fill a rhythmic flow and to
ensure that the two rim shots will be placed correctly. The first note
is played on the tom tom.

With practice, this fill will begin to feel natural. Once the drum-
mer can play the fill smoothly, it is time to put the figure into context.
In the following exercise, the fill can be used to set up and accent
each of the four upbeats. This can be done by playing the fill as
written to kick the “and of one” Then simply move it over one count
for each of the other three figures.

(Repeat many times)
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Each line should be practiced many times until a high level of consis-
tency is reached. The tempo and rhythmic interpretation must re-
main constant as each fill is being played. Every upbeat has a unique
feeling and the drummer must become familiar with each in order
to be accurate and consistent. Often an inexperienced drummer will
turn the beat around after the fill by going back to time on the wrong
beat. Time should not resume until the second downbeat after the

fill. For example, if the drummer sets up the “and of two,” he should
not return to the ride cymbal until count four. This gives the long
sound time to be long.

As the long-sound fill is being mastered, the drummer can also
begin working on the fill which is used to set up short sounds:

“Short Sound”
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The first snare drum beat and the bass drum note are played softly.
The horns will hear these two notes but the audience will not. The
accented snare drum note is a rim shot which should occur at exactly
the same time the brass play their short note. The ride cymbal should
not accent along with the rim shot. This would produce a long sound
instead of a short one. A rim shot alone, added to a short quarter note

or eighth note played by the brass, will produce a percussive effect
that is quite exciting.

Once the fill has been learned, as in the case of the long sounds,
the following exercise should be practiced until the drummer is
cornfortable with the placement of each upbeat.
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It is important for the drummer to look at the music as each fill is
played. This way, the notes on the paper will be associated with the
sound of each fill.

Once these exercises are played smoothly and musically, the
drummer is ready to go on to the next step. This exercise looks more
like a real big band drum part and combines both long and short

sounds.
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When this exercise has been mastered the drummer will have the
skills needed to begin reading simple big band charts. Obviously
there are other, more complex figures that will require practice and
other fills which will need to be developed, but these are the basic
concepts a beginner must understand in order to begin playing.
With this foundation the drummer will be able to function effec-
tively in a big band.

Tom Morgan is on the music faculty of St. Francis Xavier University
in Antigonish, Nova Scotia, where he teaches percussion and is a member
of Jazz-X, the faculty jazz quintet. He received a Bachelor’s degree in
music education and a Master’s degree in composition and theory from
the University of Northern Colorado, where he was also a member of
Jazz Lab Band 1, under the direction of Gene Aitken. In addition, Mor-
gan has had much experience as a free-lance drummer in both the Los
Angeles and Denver areas.
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Percussion
on the March

Jay Wanamalkey, editor

Thom Hannum: “The Garfield Cadets™

Mark Ford

Thom Hannum is the percussion instructor and arranger for the D.C.L
World Champion Garfield Cadets Drum and Bugle Corps. His in-
novative approach to marching percussion and his recent M.Ed. thesis
on marching cymbal application drew an invitation from PAS to present
a clinic at the 1984 PASIC in Ann Arbor, I talked with Hannum after
his clinic. Here are the highlights:

Mark Ford: Most of us involved in the field of marching percus-
sion and drum corps are well aware of the success that you have
had with the Garfield Cadets in the past two years, Thom. Could
you fill us in on your background and on the musical activities
that led to your recent work with Garfield.

Thom Hannum: My background in percussion really started
through the drum corps medium. The first drum corps I marched
in, the Crusaders, was pretty much a local, class B group. After three
years, a group of us went to another corps, the Keystone Regiment, of
New Town Square, Pennsylvania. (I was also with them for three
years.) There were a lot of local corps in the area and we were tired
of being second rate, so George Hopkins — who is now the director
of Garfield — and some others from local corps, and I decided that,

instead of competing against each other and beating our heads
against the wall, we should see if we could get this thing to happen.

We formed the Crossmen Drum and Bugle Corps, based in West-

chester, Pennsylvania. I marched with the Crossmen from 1975-78,

then taught there with Chris Thompson from 1979-82. After the '82

season, George Hopkins contacted me and invited me to work with

Garfield.

MEF': Most of the people who are teaching and writing success-
fully for drum corps did not pursue an advanced degree in music.
‘What made you go on to do a graduate degree?

TH: To back up briefly, my involvement in percussion started solely
with drum corps. Initially I had no intention of being a music major
or of going to college. Then I attended Westchester State College,
where at first I was a social studies secondary education major. (I
knew I wanted to be a teacher.) As I had had no musical background
other than drum corps, I figured I would join the band and learn
how to read music. I then got into music and graduated with a B.S.
in music education. George Parks offered me a teaching assistantship
at the University of Massachusetts, which I accepted. Last year I
finished my Master’s degree and this year I am the assistant band
director there.

MEFE: Today in your PASIC clinic you mentioned the term
“marching ensemble” several times. The percussion ensemble ef-
fect with Garfield last year was a strong asset to the corps. Did
Leonard Bernstein’s West Side Story lead you to write in this
style or have you been developing this concept for some time?

TH: There is a gentleman named Bob Gross (he also went to school
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with me at Westchester) who is a bit of a genius, and he had a lot to
do with heading Garfield in the right direction. Fortunately our style
of music lent itself well to taking it [West Side Story] in — for in-
stance, we are now utilizing concert keyboard instruments and con-
cert toms.

MF": So it was more adapting Bernstein’s score to drum corps?

TH: Well, that is where the idea of concert toms came into play. But
essentially, my thinking was that the Bernstein music is exciting and
that we should do it; whatever the music calls for, we should see if
we couldn’t come up with the instruments, and go with it.

MEF: You have just written a thesis, “The Cymbal: Its Standard
and Special Use in Contemporary Marching Ensembles”” It was
evident that you used the cymbals in last year’s show to their ful-
lest potential — they were a phenomenon just to watch by them-
selves. Many marching ensembles haven’t yet placed an emphasis
on cymbals. What got you interested in this unique application to
marching?

TH: In 1982, the last year I taught the Crossmen, the finals were in
Montreal. One thing led to another and Rab Zildjian came to our
rehearsal. I had met him through Fred Sanford, and he was kind
enough to give us two pairs of cymbals. In return, I asked him if there
was anything I could do for him. He said, probably not really expect-
ing anything, “How about doing some R and D stuff and giving us a



hand with some of the sounds that are happening” So, after the sea-
son was over, I went to the Zildjian factery in Massachusetts and
talked with various people at length. (I had been doing my thesis on
snare drum technique, and ended up switching in midstream.)

MF: Then the Zildjian connection and the experimentation kind
of went hand in hand?

TH: Yes. I had an endorser’s contract from Zildjian, which basically
enabled me to obtain whatever products I wanted to try.

ME: You talked today about comparing the cymbal line with the
bass drum line. Tell us how you would score and relate these two
sets of instruments.

TH: I guess it is common knowledge nowadays that bass drum lines
are being written to play all kinds of eighth notes, split-sixteenth
note patterns, etc. What I was trying to bring out is that the cymbal
line, by comparison, should also not be limited to movement in quar-
ter note and eighth note rhythmic values. We hopefully de-
monstrated some of this in the clinic today. But we have gone far
beyond that into sixteenth note patterns. It may sound crazy, but we
are actually experimenting with even more: the Garfield Cadets are
going to play double beats (as with one surface on the other), and
actually try to get some sort of a roll. It sounds crazy, but really is not—
anything 1s possible, and I believe the comparison should be made.
The rhythmic proficiency of the cymbal players should be on the
same level as that of the bass drum players. (In other words, they
don’t have to be the cymbal players that are over there in the corner
going crash-2-3-4, crash-2-3-4.)

MTY: Garfield’s cymbal line was very effective this past season.
The rhythmic diversity and even the pianissimo effects projected
well in the larger stadiums. You obviously made adjustments all
season long in the overall phrasing and in the incorporation of
the cymbals in the show.

Call us
and we’ll prove it to you.

The Drum Shop — Houston
The Keyboard Shop — Houston
1511 W. Alabama St.
Houston, TX 77006
Phone Toll Free 1-800-624-2347
or (713)524-1577 in Texas

One of the largest drum shops
in the world

TH: Definitely. And, as I pointed out today, I think one thing that is
critical for softer sounds to make an effective impression is to follow
through with the particular technique involved. This, precisely be-
cause it does draw attention to the fact that something is going on —
indeed, it is the classic case of seeing it to believe it.

ME": What is in the future for you as a musician and as a drum
corps instructor?

TH: As far as drum corps is concerned, now that I'm out of school,
I'm trying to be a professional and making the money to pay the rent.
There comes a point when one has got to realize that the drum corps
profession is limited in what it can do from a financial standpoint,
though it is definitely a lucrative field. But it is certainly prestigious
— I guess prestigious is the word I am looking for — to be involved
with a group like Garfield. In all it is a great experience. I don't think
I would trade this for anything because from a musical standpoint
I've grown so much as a musician on account of drum corps. I've
learned about drum corps both as a player and as a writer, and that
I wouldn't trade for anything.

ME": 1 think there are a lot of students in music with an interest
in marching band and the drum corps scene who don't realize
that there are not a whole lot of job opportunities in those fields.
Both offer great experiences, but putting food on the table, as you
said, is a strong consideration.

TH: It is, and you've got to try to make it. [ think I'm getting to the
point where I can; I have to make it work for me in terms of profes-
sion. So it may mean a little bit less time devoted to drum corps and
perhaps trying to incorporate clinics into my schedule — that kind of
thin,

g.
ME': Do you do a lot of clinics?

TH: Clinics are picking up, which I think is good. I believe that the
parameters for percussion ~ in this case marching percussion — are
really endless and that it is healthy for people to take different direc-
tions, for example, as we did with our cymbal presentation. Secondly,
T hope through clinics to get people to really understand and accept
the fact that marching percussion is a legitimate performance
medium. It's not that far removed from a concert situation, especially
with the advent of the front percussion ensemble. In fact, it's so simi-
lar that, to some people who are not aware of this, it's uncanny. A lot
of the better students who are involved in college programs now are
doing both and definitely doing the marching percussion end well.

MEF": One last point: You mentioned that your thesis on marching
cymbal application may be published soon. I’'m sure that many
percussionists would like to read it. How may we reach you?

TH: Anyone who is interested in the topic can contact me at the
University of Massachusetts. I will be happy to hear from them.

MEF: Good luck to you in the future.

Meark Ford is instructor of percussion at Middle Tennessee State Univer-
sity in Murfreesboro, TN. He also presents marching percussion clinics
throughout middle Tennessee and free-lances as a percussionist in the
Nashville area. Ford received an M.M. degree from North Texas State
University and a B.M.E. degree from East Carolina University.

Jay Wanamaker
editor
Percussion on the March
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Vibe
Workshop

Ed Saindon, editor
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A Musical Checklist

In a musical presentation, there are many fac-
tors which are essential to the general make-
up of a strong performance. First of all, what
is viewed as strong or good and what is not
about a performance may differ from one
person to the next. Depending on one’s mus-
ical priorities, taste, or mood at a particular
time, the description is, to an extent, a matter
of opinion. Comments such as “interesting,’
“energetic; and “introspective” are subjective
expressions. In short, the criteria for what
constitutes a good performance for one per-
son may be completely the opposite for
another. This fact aside, I would like to dis-
cuss a number of musical factors important
to an overall strong performance, specifically,
factors that I feel are helpful in improvisa-
tion; in addition, the topic will be addressed
in terms of solo playing.

Dynamics

One of the most crucial variables in any per-
formance is the use of dynamics. Improvisa-
tion should be thought of as being analogous
to speech. With that in mind, imagine how a
person would sound if he spoke with no in-
flection or fluctuation of intensity. You as a
listener would probably soon lose interest,
that is, if you didn't fall asleep first.

There are many types of dynamic cate-
gories. Before mentioning these, I would like
to strongly voice the view that a player
should exaggerate dynamics without any fear
of going overboard. I have never seen anyone
play who inserted too many changes in dy-
namics. The case has usually been the oppo-
site. Half the effectiveness of the instrument
is in the application of dynamics; moreover,
unlike, say, a sax, the use of dynamics is not
as apparent with the vibraphone. Overplay-
ing is very often a big cause in the avoidance
of dynamics. In trying to keep up with the
volume of everyone else in the band, the vi-
bist sacrifices his valuable dynamic range in
order to be heard. The larger the dynamic
range in terms of extreme softs and louds, the
more effective his improvisational line or solo
performance can be.

Dynamic Categories

Using dynamic contrast to create a rise and
fall in a melodic line adds drama and can
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greatly enhance a solo. Try playing a line
without increasing or decreasing the volume
at all, and then play it again with added dy-
namic contrasts. These add shape and
another dimension to the overall sound.

Dynamic changes on individual notes are
also essential to any strong melodic line.
Some notes are accented while others are
played ever so lightly, or “ghosted” Every
note is sounded with its own intensity, and
just how the note is played can increase or
decrease the effectiveness of an entire line.

In solo playing, consideration should be
given to the various parts which make up the
whole. The parts that serve as accompani-
ment should be played noticeably softer so
as not to overshadow the melodic aspect. In
particular, a player should not be afraid to
exaggerate the softness of a left hand accom-
paniment part.

Articulation

Articulation and clarity go hand in hand. The
skillful use of dynamics won't do much good
if the overall line is a total blur. The correct
and creative use of pedaling and dampening
is essential in a strong line or strong solo per-
formance. In listening to a saxophone line,
you can hear short notes, long notes, slurred
notes, bent notes — the list goes on. For clar-
ity, try to play the line a little more dry than
wet, bearing in mind that much depends on
the acoustics of the room in which you are
playing.

After-pedaling — or, in pianistic terms,
syncopated pedaling — is a must for smooth,
legato phrasing. The use of dampening is also
essential in tapping the musical subtleties of
which the instrument is capable. Deadstrok-
ing is an effective technique that, when com-
bined with dampening, can simulate a bent
group of notes. Try to be as creative as possi-
ble with regard to articulation and phrasing.
When you are playing, imagine that you are
being recorded and must exaggerate all ef-
fects so these will come across.

Variety

No matter how good something is, too much
of it can negate the positive aspects. Whether
it’s a great series of motivic phrases, a strong
solo technique in a solo rendiiion, or three

great up-tempo tunes in a row, too much of a
steady diet of anything can be a disaster. In
other words, repetition is fine and desirable
up to a point; but after that point (and that
point is subjective from person to person),
boredom will undoubtedly set in upon the
listener. Thus, in improvisation or in a solo
performance, try to constantly change tech-
niques so as to effectively hold the interest of
the listener. Practicing one certain technique
over and over to master it is fine in the prac-
tice room, but to do so on stage is generally
undesirable.

Contrast

Implied in the meaning of the word “variety”
is the idea of contrast. To achieve a balanced
performance, it helps to have a contrast of
musical elements. For example, to appreciate
an instrumentalist’s technique, the perfor-
mance would be most effective with slowly
played melodic passages as well as virtuosic
fleets of improvisation. Regarding solo play-
ing, a rendition which is consistently too
thick in texture will very often wear thin (pun
unintended) on the listener. Likewise, a perfor-
mance relying heavily on the rhythmic aspect
will greatly benefit from moments of melody
or harmony. In other words, contrast main-
tains interest.

Simplicity

In more ways than one, it is not easy to play
in a simple manner. Getting caught up in the
frantic pace of an intense solo can lead one to
play beyond one’s means and beyond the lis-
tener's comprehension. Playing in an uncom-
plicated way, on the other hand, aids in main-
taining the focus and continuity of the line or
solo rendition. If one listens to a great solo
performance or masterful improvisation, one
can often hear that, in actuality, much of the
content is very simple. It is how everything is
put together that makes the rendition strong;
all the musical elements are there in perfect
combination with each other.

In solo playing, it is especially easy to bury
oneself in a technique and to lose the melodic
thread. In such situations, try to remember
that you are usually playing for a non-vibist
audience. Your audience is not listening to a
specific mallet technique, but rather to the



melody. Consequently, focus on the melody
at all times and aim to project continuity
throughout the piece.

Drama

Think of a big band performance. I tell my
students that their solo performances should
have as much intensity and drama as a big
band performance. Of course the dynamic
ranges are drastically different, but it is all rel-
ative, Again, the exaggeration of dynamics is
important. Don't use up too much all at once.
In other words, hold back the volume, inten-
sity, and everything else. Save some of it for
later. Pace yourself.

One criticism I usually have is that most
vibists consistently play too loud. When that
is the case, there is really nowhere to go in
terms of building intensity. Consequently, the
dramatic aspect of the performance is very
often lost. This problem can arise in a solo
rendition or in an improvised solo in a band
context. The only difference is that in the solo
context, the vibist alone controls the creation
of his dynamic environment.

Conclusion

The above represents only a partial listing of
musical elements inherent in any strong per-
formance. The point is to be analytical to-
wards your own playing and others’, espe-
cially in terms of what makes it good and
what doesn’t. One suggestion I pass on to my
students is to make up a musical checklist
and place it on the music stand. As it is diffi-
cult to think of all the possibilities at the same
time and play anything, I suggest thinking of
one or two at a time and trying to work them
in when practicing. Before long the musical
elements should come into the playing pro-
cess naturally.

2 ™ Ed Saindon
’ . editor
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Focus

on Timpani

Kalman Cherry, editor

Timpani in the Late 18th Century

In the late classical period timpani were just
starting to be accepted as an integral part of
the orchestra. Many composers were un-
familiar with percussion, especially in the or-
chestra. Moreover, at this time the limitations
of the timpani were numerous, contributing
to their only gradual acceptance. Two com-
posers who helped increase the timpani’s role
in the orchestra, partially because of their
personal acquaintance with the instrument
were, Haydn and Beethoven. The manner in
which both utilized the timpani in their sym-
phonies will be briefly outlined below.

In the late 18th century two timpani were
usually used at one time. (There are a few
exceptions: for example, J. M. Molter and J.
W. Hertel once used five and eight timpani,
respectively.) Timpani were made in about
six different sizes, with the common size
being slightly larger than the standard nine-
teen- and twenty-one-inch cavalry drums.!
According to Edmund A. Bowles, “the lowest
practical note (£) often rumbled, owing to the
slackness of the skin, while very high notes (f
sharp and g) were difficult and sometimes
impossible to reach, especially in humid wea-
ther” (The lowest timpani note refers to
great F and f sharp and g refer to small f sharp
and g.)

Along with the difficulty of obtaining a
specific pitch, it was almost impossible to
tune the drums to another pitch without this
being at least a noisy five-minute operation.
Until the late eighteenth century, all timpani
were tuned by the noisy and time-consuming
process of removable keys. Then, around
1790, a French maker of military band instru-
ments named Rolles invented the T-handle
that replaced each square-tapped tensioning
bolt. It is possible that timpanists of Beetho-
ven’s day had the advantage of T-shaped han-
dles in place of the square-tapped screws re-
quiring a separate handle. The T-handle was
a less noisy process of tuning, but players
complained of the T being in the way of their
playing. In 1812, Gerhard Cromer of Munich
invented a device to turn all turning screws
at the same time. The process was further
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improved in 1921 by J. C. N. Stumpff of
Amsterdam, who employed a mechanism
that tightened and loosened the head by
turning the kettle rather than turning a cen-
tral screw.

These were definite improvements in the
development of the timpani, but they came
too late for Beethoven, who died in 1827, and
especially Haydn, who died in 1809. Before
such innovations, it was common practice for
the pitch of the drums to remain unchanged
throughout an entire movement., Accord-
ingly, when a change of key occurred the
drums were literally silent until the return of
the original key.* Until Beethoven began
using some alternative intervals, the timpani
were usually tuned to either the tonic and
dominant, or the tonic and the subdominant.
With such a confinement of pitch resources,
the timpani had a somewhat narrow role in
the orchestra during Haydn’s and Beetho-
ven's time. And what is more, because of its
limitations composers tended to conceive of
the timpani part as essentially providing rein-
forcement, of either the lower strings, the
horns, or trumpets.®

According to all the information that has
been gathered to date, Haydn's and Beetho-
ven's actual use of two timpani was very
structured and articulate. Haydn notated the
timpani line on “C” and “G” and indicated the
pitches by letter names at the top of the first
page. (Beethoven abandoned this practice in
his later scores.)® Neither Haydn nor Beetho-
ven ever used more than two timpani. Beeth-
oven is credited with introducing a third
drum, but he did not exploit its possibilities.”
Still, although Beethoven prescribed only
two drums, he chose with consummate care
the particular drum to be used at any given
moment. He was equally careful in the man-
ner by which he indicated the true roll: al-
ways with the tremolo sign.

Haydn and Beethoven both used the tim-
pani for special effects. Haydn introduced a
solo roll on E-flat to open Symphony No. 103
(1795), an effect new to the orchestra. In
Symphony No. 102 of the previous year he

prescribed covered timpani (con sordini) with
muted trumpets. Beethoven changed the
way timpani were tuned. In the scherzo of
the Seventh Symphony the drums are a
minor sixth apart, and in the Eighth and
Ninth Symphonies, they are tuned in oc-
taves. In the fourth movement of the Sixth
Symphony the timpani are used to evoke a
thunderstorm. These tunings would proba-
bly not be considered special effects today,
but in Beethoven’s time one should re-
member that everything was tuned in a
fourth or fifth. Moreover, because of audi-
ences’ unfamiliarity with the instrument,
timpani were used quite frequently as a spe-
cial effect.

In his early symphonies Haydn did not
utilize the timpani extensively, but in his later
symphonies, from No. 93 on, he used them
consistently. Beethoven employed them in all
of his symphonies, quite often to bring the
orchestra back to the tonal area after modula-
tion. Regarding Beethoven’s Ninth Sym-
phony for example, Lionel Pike has written:

if because of the confused tonality of the
previous bars most of the orchestra has
mistaken these keys for B flat and D
minor, the timpani have not: loud repeti-
tions of F (a note clearly defined for the
listener, since it is the only note of the
triad which the timpani play in the open-
ing bars of the movement — and the tim-
pani do not retune in the course of a
movement in Beethovens works) call the
music back to the tonal area.?

A-flat would normally be the key of the slow
movement of a classical symphony in C
minor. However, in the second movement of
Beethovens Fifth Symphony, which, of
course, begins and ends in A-flat, the timpani
are not retuned — they remain on G and C —
giving further emphasis to the importance of
the modulation to C major in that move-
ment.” In Beethoven's Ninth Symphony, the
B-flat tonic at the end of the third movement
is replaced by a violent pedal on A in the tim-
pani at the start of the Finale. The B-flat



holds over in the woodwinds, producing a
violent discord, and finally moves down to A
with a chord that consists of D minor and
B-flat major triads played together over the
timpani’s A. Beethoven thus toys with ten-
sion and release, utilizing the power of the
timpani to cause dissonance and, at the same
time, to set the key for the next movement.
(The Berlin Philharmonic’s recording, in the
Beethoven Bicentennial Collection, Vol. 11, is
a clear and highly convincing rendition of
this passage.) In the Finale of the Eighth
Symphony, the timpani have an unusual oc-
tave F tuning which similarly serves to signal
the return of the tonic. The Seventh Sym-
phony makes a most outstanding contribu-
tion to the harmonic development of the
orchestral timpani. In that work the tuning
for the key scheme F, A, and D, employs the
high F and low A, with the A thus fitting into
all three1°

Beethoven not only uses the timpani to
define tonal areas, but also to articulate some
very rhythmical passages. The use of thirty-
second notes in the Ninth Symphony and use
of rolls and trills exemplify his knowledge of
the instrument. In the Fifth Symphony (as it
appears in the autograph score), the very last
measure of the work in the timpani part is
written:

(Prestissimo) ’;

1 H

I

According to Gordon Peters, the difference
in articulation clearly indicated by Beethoven
can be achieved by “playing the first part of
the measure louder, slightly nearer the center,
and faster than the fermata roll” Beetho-
ven's exploitation of the resources of the tim-
pani was such that timpani became, in every
sense, musical instruments.

Haydn used timpani much of the time in
the same way that Beethoven did: to em-
phasize the tonic or key center. However,
fourths and fifths are the only intervals found
in his works. It was common practice then to
use the timpani only in loud sections, but
Haydn took advantage of the timpani in both
loud and soft sections, employing, particu-
larly in crescendos, rolls that were long and
sustained and that were even an element of
the melody. Haydn also used the timpani in
thythmic counterpoint, having them occa-
sionally play two beats against another sec-
tion of the orchestra’s three beats.

Haydn meant for the timpani to be heard,
and therefore to be used as a prominent in-
strument. When a Haydn timpani part is
played today, it should thus not be played on
our modern timpani, but rather on small tim-
pani, like those employed during that period.
The smaller drums of the late 18th century
could produce a loud volume without the
ugly and deep reverberations of our large
timpani.’? As the Haydn specialist H. C.
Robbins Landon notes, Haydn stopped writ-

ing symphonies in 1795, having felt that he
had said all he could in the genre; ~ that, in
effect, “there is something forbiddingly final
about ‘the twelfth I have composed in Eng-
land’ on the title page of No. 1047

Performance Recommendations
As hasbeen emphasized, the sizes of the tim-
pani used by Haydn and Beethoven were
smaller, and the instruments were less reson-
ant than our present day timpani. This
should be taken into comsideration when A
playing one of their works today. The tim- Handcrafted
panist should try to get the effect of the late in the U.S.A.
classical timpani by using the middle two Since 1954
timpani — i.e., the twenty-nine-inch and the
twenty-six-inch. In addition, the timpanist The New Tradition
should use timpani mallets with smaller
heads, as these will aid in achieving the b craf .
smaller sound required. Finally, listening to SuPer. cra tsmanSh'P and
recordings of Haydn and Beethoven sym- materials, and a continued
phonies performed by major orchestras is commitment to the Music
always helpful in preparing a classical sym- World, make VALJE the
phony for performance. choice of top percussionists
worldwide. The tradition

Notes .
continues . . .
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Percussion

Education

Garwood Whaley, editor

Sticks, Mallets, and Beaters: Which for What?

William Jastrow is chairman of the music de-
partment and instrumental music director at
Glenbard South High School, Glen Ellyn, I1.

In my observations as a public school teacher,
it a frequent occurrence to witness a band
director chastise the woodwind section
for poor quality reeds. It is also common-
place for a director to carefully select a
specific mouthpiece to match a particular
student’s needs. Unfortunately, it is not un-
common to view the following scenarios in
the same rehearsal room: the snare drummer
playing with two unmatched, badly chipped
drum sticks; the timpanist performing an ar-
ticulate passage with two “marshmallow”
mallets with fraying felt; the cymbal player
using a bass drum mallet on suspended cym-
bal; the triangle player searching for anything
to use as a beater.

Percussion inventory, particularly of sticks
and mallets, is a problem for all band and or-
chestra directors. Keeping track of mallets is
difficult; breakage can be frequent, and many
local music stores carry only a limited supply
of drumsticks and few; if any, mallets.

Selection of mallets is an even more diffi-
cult problem. Most directors are sensitive to
the weak sound of a soft clarinet reed and the
color shadings of various trumpet mutes.
Many of the same directors, however, are un-
aware of the variety of timbres that different
mallets can produce on percussion instru-
ments. More importantly, these educators fail
to realize the necessity of developing a con-
cept of tone color and tone production not
only with the wind and string players, but
with the percussionists as well. Con-
sequently, many young percussionists lack
sensitivity to the expressive, musical nature
of their instrument.

Percussion students need instruction and
guidance in mallet selection. They need a va-
riety of mallets with which to experiment.
Most of all, young percussionists need a vari-
ety of performance opportunities demanding
musical imagination in the selection of per-
cussion timbres.

The purpose of the sections which follow
is: (1) to outline the minimum mallet needs
of school bands and orchestras, elementary
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through senior high level, and (2) to list mal-
let manufacturers and recommendations re-
garding purchase of mallets, based on the
quality of workmanship, durability, availabil-
ity, and cost. It is hoped that consideration of
the topic will not only provide instrumental
directors with a guide for mallet purchases,
but will also serve to highlight the impor-
tance of developing a musical ear sensitive to
percussion timbres as well as to rhythm and
to technique.

Recommended Sticks,
Mallets, and Beaters

Snare Drum *

Concert Sticks
Mike Balter SD2: maple/oval tip
Mike Balter 2B: hickory/oval tip
Mike Balter 5B: hickory/oval tip

Philadelphia’‘s College for Ensemble Musicians

THENJEWSCHOOL OF SIC
NEWS MUSIC_
!/
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Minimum Mallets Needed

Elementary Elementary Junior HLS. . Senior H.S.
School Band/ School Band/ Junior H.S. Band/ Senior H.S.
Instrument Orchestra Percussionist Oxchestra Percussionist Orxchestra Percussionist
Snare Drum 1 pair of general 1 pairof 2 pairs of general 1 pair of 2 pairs of general
purpose sticks brushes purpose sticks brushes purpose sticks
1pairof 2 pairs of
drumset sticks drumset sticks
1 pair of brushes
Bass Drum 1 general 2general 1general
purpose purpose purpose mallet
mallet mallets
2roll/
articulation
mallets
Suspended 1pairof 1 pairof
Cymbal medium yam medium yarm
mallets mallets
Gong/Tam Tam 1 mallet 1mallet
Temple Blocks 1 pairof 1pairof
medium unwound medium unwound
rubber mallets rubber mallets
Triangle 1pairof 3 pairs of light/ 3 pairs of light/ 1 pair of medium
medium weight medium/heavy medium/heavy weight beaters
beaters weight beaters weight beaters
Timpani 1pairof 1pairof 1pairof 1 pair of
articulate/ general purpose general purpose general purpose
staccato mallets mallets mallets
mallets
1 pairof 1 pair of
staccato staccato
mallets mallets
1 pair of 1 pairof
soft/legato soft/legato
mallets mallets
Chimes 1 rawhide 2rawhide
mallet mallets
Bells 1 pairof 1pairof 1pairof 1pairof 1pairof 1 pairof
hard phenolic/ hard phenolic/ hard phenolic/ hard phenolic/ hard phenolic/ hard phenolic/
nylon mallets nylon mallets nylon mallets nylon mallets nylon mallets nylon mallets
(seealso
xylophone) 1pairof 1 pairof 1 pair of
brass brass brass
mallets mallets mallets
Xylophone 1pairof 1 pairof 1 pairof 1 pair of
hard phenolic/ hard rubber hard rubber hard rubber
nylon mallets mallets mallets mallets
(see alsobells)
1pairof
medium hard
rubber mallets
Vibraphone 1pairof 2 pairsof 1 pair of
medium cord medium cord medium cord
mallets mallets mallets
Marimba 1 pairof 2 pairsof 1pairof
medium yam medium yarn medium
mallets mallets rubber mallets
1 pairof 1pairof
medium rubber medium hard
mallets yarn mallets
1pairof
medium rubber
mallets
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Calato-Regal 217R: Quantum 3000 (5B
shaft) hickory/round tip

Calato-Regal 222R: (2B) hickory/oval tip

Calato-Regal Tip 118NT: Quantum 2B -
hickory/round nylon tip

Vic Firth SD1: general purpose/maple/
round tip

Tom Gauger 15: general purpose/maple/
small round bead

Pro Mark PW2B: Japanese white oak/
oval tip

Pro Mark PG2B: Japanese golden oak/
oval tip

Pro Mark PW3A: Japanese white oak/
round tip

Pro Mark PG3A: Japanese golden oak/
round tip

Pro Mark PW5B: Japanese white oak/
oval tip

Pro Mark PG5B: Japanese golden oak/
ovaltip

Brushes .

Calato-Regal Tip 583R: rubber handle/
telescoping brush/loop end

Calato-Regal Tip 550W: wood handle/
non-telescoping brush

Ludwig L-191: rubber handle/telescoping
brush/loop end

Pro Mark TB3: rubber handle/telescoping
brush loop end

While the use of heavy, parade weight
sticks will tend to choke the sound of a con-

STEVE
WEISS
MUSIC

MAIL ORDER
PERCUSSION

WRITE OR CALL FOR
FREE CATALOG:

P.0.BOX20885
1352 WAGNERAVENUE
PHILADELPHIA, PA 19141
215/329-1637 OR 324-4355

LOWEST PRICES ANYWHERE
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cert snare drum, the use of lightweight sticks
is a far more common problem. Light weight
sticks decrease not only volume, but also tone
quality and technical control. Proper concert
sticks should have enough weight to produce
the characteristic tone of the drum.

* The use of standard snare drum sticks
on bongos or timbales is not recommended.
The characteristic Latin American tone
quality is best produced with light weight
wooden dowels or the hands.

Bass Drum
Andrew Feldman BD2: general purpose
Tom Gauger 1: general purpose
Tom Gauger 2: general purpose -

heavyweight

Tom Gauger 4: articulation-roll mallet
Payson B1: sostenuto-general purpose
Payson B2: articulation-roll mallet
Ludwig L.308: same as Payson B1
Ludwig L309: same as Payson B2

Bass drum mallets should have sufficient
weight and head size to produce the lower
fundamentals in the bass drum tone. Mallet
size and weight should be adjusted according
to the size of the drum. Tam tam mallets are
too heavy for even large drums and should
not be used to serve a dual purpose. Rolls
should always be performed with two
matched bass drum mallets. Any part calling
for timpani mallets on bass drum should be
analyzed to determine the intent of the com-
poser.

Gong/Tam Tam
Andrew Feldman TTG2: medium size
Payson G2: medium size

A tam tam mallet should have sufficient
weight and head size to produce the lower
fundamentals in the tam tam tone. Bass
drum mallets are generally too light and
spongy to serve a dual purpose. A pair of
large yarn mallets can be used for rolls on
small and medium sized instruments.

Triangle *

Andrew Feldman TBS1: set of four pairs
(1/16" 1/8" 3/16" 1/4") and two single
beaters (5/16" 3/8")

Perdell 116: set of five pairs (sizes 1/16”
1/8" 3/16" 1/4" 5/16")

Perdell 121: set of three beaters

Stoessel Small Set #1, #3, & #7: sizes
1/4" 3/8" 1/16"

(Pairs available individually; four other
sizes also available.)

* Triangle beaters, suitable for school use,
can also be constructed from smooth steel
rod available at most hardware stores. Cut
rod (sizes 3/16" 1/4") into pairs of approxi-
mately 8” to 9" in length.

Timpani * -
Mike Balter T2: staccato
Mike Balter T1: ultra-staccato
Mike Balter T3: general purpose

Vic Firth T3: staccato

Vic Firth T4: ultra-staccato

Vic Firth T1: general purpose

Ludwig/Payson 306: articulate (wooden
shaft)

Ludwig/Payson 307: ultra-staccato
(wooden shaft)

Ludwig/Payson 305: general purpose
(wooden handle)

Payson 2: articulate (metal shaft)

Payson 3: ultra-staccato (metal shaft)

Payson 1: general purpose (metal shaft)

Timpani mallets should be avoided for
general playing on suspended cymbal even
though many parts call for their use. Usually
a pair of medium to medium hard yarn mal-
lets will produce the desired tone quality
with less damage to the mallet. **

Chimes
Deagan/Slingerland 2028: medium
rawhide head with wooden handle
Deagan/Slingerland 2026: small rawhide
head with wooden handle
Musser/Ludwig M336: medium rawhide
head with wooden handle

* Rawhide mallets of suitable quality can
often be found in a variety of sizes at
hardware stores and auto body supply shops.
** A dual purpose mallet for loud and soft
playing can be constructed by covering one
head with Dr. Scholl's adhesive cushion.

Orchestra Bells

Mike Balter 9: brass (available with rattan,
birch, or fiberglass handles)

Mike Balter 10: 1 1/8" black phenolic
(available with rattan, birch, or fiberglass
handles)

Deagan 2000: brass (rattan)

Vic Firth M6: 1" black phenolic (available
with birch or rattan handles)

Vic Firth M7: 1 1/8” black phenolic
(available with birch or rattan handles)

Grover M1: 1” nylon ball (rattan)

Grover M2: 1 1/8" nylon ball (rattan)

Malletech ORR45: medium bright mallet
(rattan; also available with birch)

Malletech ORR48: very bright/general
purpose mallet (rattan; also available
with birch)

Musser M14: brass (fiberglass)

Musser M28: 1" black phenolic
(fiberglass; also available with birch)

Musser M24: 1 1/8” black phenolic
(fiberglass; also available with birch)

Musser/Good Vibes M227: 1" nylon ball
(rattan)

Brass mallets should be used primarily for
passages demanding exceptional brilliance
from the instrument. Hard plastic mallets are
recommended for general playing. Brass
mallets should never be used on any
xylophone, marimba, or vibraphone.

Xylophone
Bruno 4011A: hard rubber (rattan)



Bruno 4011B: medium hard rubber
(rattan)

Mike Balter 6: hard rubber (available with
rattan, birch, or fiberglass handles)

Mike Balter 8A: rosewood - extra hard
(available with rattan, birch, or fiberglass
handles)

Mike Balter 10: 1 1/8” black phenolic -
extra hard (available with rattan, birch, or
fiberglass handles)

Deagan 2001: rosewood - extra hard
(rattan)

Deagan 2004-1/2: hard rubber (rattan)

Deagan 2004: medium hard rubber
(rattan)

Encore 10LR: extra hard latex wrapped
(rattan - also available with birch)

Vic Firth M6: 1” black phenolic (available
with birch or rattan handles)

Vic Firth M7: 1 1/8" black phenolic
(available with birch or rattan handles)

Vic Firth M5: medium hard rubber
(rattan)

Grover M2: 1 1/8” hard nylon (rattan)

Grover M3: 1" medium hard nylon
(rattan)

Malletech ORR39: medium hard (rattan;
also available with birch)

Malletech ORR42: hard (rattan; also
available with birch)

Musser 214: medium hard rubber (rattan;
also available with birch or fiberglass)

Musser 215: 1" white phenolic - extra hard
(rattan; also available with birch or
fiberglass handles)

Musser/Good Vibes M225: medium hard
1" poly ball (rattan)

Musser/Good Vibes M227: hard 1” nylon
ball (rattan)

Avoid hard plastic mallets on rosewood
keyboards as the mallets will tend to dent
and split the bars.

Vibraphone

Mike Balter 23: medium hard/cord
wound (available with rattan, birch, or
fiberglass handles)

Vic Firth M9: medium hard/cord wound
(rattan)

Deagan 2024-3: medium hard/cord
wound (rattan)

Deschler 116: medium/yarn wound
(rattan)

Deschler 6: hard/yarn wound (rattan)

Encore 53CR: medium/cord wound

Musser M217: medium/cord wound
(rattan; also available with fiberglass
handles)

Musser/Good Vibes M229: medium
hard/yarn wound (rattan)

Avoid the use of brass, plastic, or hard rub-
ber on vibraphone as the mallets will dent
and chip the bars.

Marimba
Mike Balter 4: medium rubber (available
with rattan, birch or fiberglass handles)
Mike Balter 12: medium hard yarn

(available with rattan, birch, or fiberglass
handles)

Mike Balter 13: medium yarn (available
with rattan, birch, or fiberglass handles)

Bruno 4010B: medium hard yarn (rattan)

Bruno 4010C: medium yarn (rattan)

Bruno 4011C: medium rubber (rattan)

Deagan 2003: medium rubber (rattan)

Deagan 2015Y: medium hard yarn (rattan)

Deagan 2015-1/2Y: medium soft yarn
(rattan)

Deschler U2: medium rubber (rattan)

Deschler 115: medium yarn/mushroom
head (rattan)

Deschler 4: medium yarn/round head
(rattan)

Deschler 5: medium hard yarn/round
head (rattan)

Encore 13LR: latex wrapped (rattan; also
available with birch)

Encore 31YR: hard yarn (rattan; also
available with birch)

Encore 33YR: medium yarn (rattan; also
available with birch)

Firth M2: medium yarn (rattan)

Firth M3: medium hard yarn (rattan)

Firth M5: medium hard rubber (rattan)

Musser M224: medium rubber (rattan;
also available with fiberglass)

Musser/Good Vibes 228: medium soft
yarn (rattan)

Musser/Good Vibes 229: medium hard
yarn (rattan)

Avoid the use of plastic, hard rubber, and
excessively hard yarn mallets on rosewood
keyboards as the mallets will tend to dent
and split the bars.

Woodblock

The use of a medium hard to hard rubber
mallet will produce a fuller, more projected
tone quality than a drum stick. For each part,
experiment to find the most suitable tone

quality.

Temple Blocks

Medium to medium hard rubber mallets
work best for general playing. Drum sticks,
plastic, and hard rubber mallets will easily
crack the blocks. Yarn or felt covered mallets
tend to muffle and distort the tone.

Editor’s Note:

The equipment listed in this article is represen-
tative of the high quality sticks and mallets av-
ailable today. Manufacturers such as Hinger,
Goodman, Calato, Holmes, etc., produce equip-
ment of the finest quality as well.

Garwood Whaley
editor
Percussion Education
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Terms Used in Percussion

by Michael Rosen

At the Grand Teton Music Festival this past
summer Mahlers 3rd Symphony was per-
formed under the direction of Zubin Mehta.
Before leaving for Wyoming, I thought it
would be a good idea to go over the terms
used in the percussion parts. Much to my
dismay I discovered that, due to some error,
the translation of the percussion parts had
been omitted when the work was discussed
previously in this column. (See Vol. 19, No. 3
{1981] for the terms used in the timpani
parts.) Here then are the terms used in the
percussion parts. It should be mentioned
that there are at least two sets of parts to this
work. Those corresponding with the score
most completely appear to be Universal Edi-
tion No. 2940. If the parts you have do not
bear this number at the bottom, be sure to
check them against the score, especially for
dynamics but even for some missing pass-
ages.

MAHLER THIRD SYMPHONY

Kleine Trommel — Snare Drum
Erste Abtheilung — First Section

No.

Wie aus weiter Ferne — as though from a
distance, from afar (not backstage,
however)

Immer dasselbe feurige Marschtempo, ohne
zu eilen — always the same animated
March tempo, without rushing

mehrfach besetzt — several drums

in Entfernung aufgestellt — positioned at a
distance (This is ambiguous because
it could mean the drums are placed
apart from one another or that they
are placed at a distance from the or-
chestra.)

Im alten Marschtempo — in the original
March tempo

nicht eilen — don't rush

im orchester — the snare drum in the or-
chestra plays this.

kurz — short

(Gr.Tr.) — abv, cue for the bass drum

mit hichster Kraft — with maximum inten-
sity, very loud

scharf abreissen — stop the sound im-
mediately, don't let it ring

Glockenspiel, Tabourin und Becken ~ Or-
chestra Bells, Tambourine and Cymbals

No.1

2 Becken mit Tellern — pair of crash cymbals
(This is a word that has no singular
form; it is much like the English
noun scissors. Therefore, if you see
the term “Becken frei” it doesn't mean
more than one suspended cymbal.
However, the term “2 Becken” does
mean two pairs of crash cymbals.)

A
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(Gr.T.) — abv,, cue for bass drum

Tambourin —tambourine (The tambourine
part calls for the instrument to be

geddmpft, which is dampened. This direc-
tion is uncharacteristic of the tam-
bourine but Mahler knew what he
was doing and the effect is fantastic.)

deutlich ~ clear, distinct

mit Schwammschléigel — with a soft mallet

Lange —long

(2.Pauke) — cue for 2nd timpani

(kLTr) — cue for snare drum

(mit Schwammschl. ) —abv., with soft mallet

mehrere Becken — several pairs of cymbals
simultaneously

(immer mit Schwammschl.) — abv., still with
soft mallet, always with soft mallet

(mit Schwammschl. gewirbelt) — abv, roll
with soft mallets

scharf abreissen — stop the sound im-
mediately, don't let it ring

Becken frei hing; mit Schwammschligel —
suspended cymbal always struck
with a soft mallet

No.2 |
([ 3 ] = wiefriiher | JT3 ] =) — the new
quarter note equals the three eighth-
5 note group of the previous measure)
(533 ] = frither [ J ] =)~ the group of
three eighth notes equals the quarter
note of the previous measure)
schnell abdimpfen — muffle immediately
klingt octave hoher — sounds an octave
higher
No.3
mit Triangelschl — abv, Triangelschlagel,
with a trianglebeater (Note how pre-
cise Mahler is, in most cases, about
specifying suspended or crash cym-
bals. This may very well be the first
indication by a composer to use a

triangle beater on suspended cym-
bal.)

No. 5
(Knabenchor) — cue for the children’s choir

Kleine Trommel (in der Entfernug) —
Snare Drum (placed at a distance from
the orchestra). The snare drum is usually
placed offstage, although Mahler does not
specify this.

No. 1

(kl. Trommel im Orch.) — cue for snare drum
in the orchestra

Im alten Marschtempo ohne Riicksicht auf
celli und bisse — in 2 moderate march
tempo without coordinating with the
cellos and basses (This is often exec-
uted with a cue given by a member of
the orchestra, the snare drummer
then continues in his/her own
tempo.)

On the cello/bass part in the score is the
following: Celli und Bdsse im Tempo
fort ohne Riicksicht auf die kl.Trom-
meln, weiche das erste gemdssigte
Marschtempo beginnen — cellos and
basses should keep a strong, steady
tempo here and should not be at-
fected by the March tempo of the

snare drum when it enters

6 Abgestimmte Glocken (in der Hohe
postirt) — 6 Tuned Chimes (large bells)
in a high position [so that they are
visible]

No. 5

in der Tonhéhe von — tuned to the following
notes

nicht eine Octave hGher — not an octave
higher [as written]

nicht zu stark! — not too loud

In the score: NB . .. Diese 4 Takte werden
geschlagen, wenn noch eine 5.Glocke in
B vorhanden ist — eliminate these for
measure if the low B flat chime is not
available. (This is just before rehears-
al number 8.)

In the score: NB . . . das A nur, wenn eine A
Glocke vorhanden — play the A chime
if you have it [at the end of the move-
ment]

Gr.Trommel, Triangle, Ruthe, Tam-tam —
Bass drum, triangle, a bunch of twigs
or thin sticks (see Percussive Notes, Vol.
18, No.1 [1979] for a detailed discussion
of the Ruthe), tam-tam

The following is in the score: Becken, an
der gr. Trommel von selben Musiker
geschlagen, der die Trommel versieht —

Cymbeal attached to the bass drum
and played by one musician

Diese Triolen schnell, ungefihr mit den
Vorschlagen der grossen Trommel
zusammen — these triplets are to be
played fast, together with the embel-
lishments played on the bass drum
(This instruction actually appears on
the timpani part and in the score, But
it is relevant to the bass drum part in
its reminder that the ruffs are to be
played together. Here is a tip: play
them like sixteenth note triplets. The
conductor will be convinced that you
have played this piece before since
that is how the trombones play the
embellishment. The mistake often
made is to play them like a ruff on a
snare drum.)

No.1

mit Schwammsldgeln — with soft mallets

Becken angebunden aber von einem 2
musiker geschlagen — cymbal attached
to the bass drum but played by two
musicians [so that the triplet can be
played properly]

Gr. Trallein — only bass drum

Lange —Long

Continued on page 82



Selected Reviews

edited by James Lambexrt

Publishers and composers are invited to submit
materials to Percussive Notes to be considered
for review. Selection of reviewers and editing of
reviews are the sole responsibility of the Review
Editor of Percussive Notes. Comments about
the works do not necessarily reflect the opinions
of the Percussive Arts Society. Send submittals
to Dept. of Music, Cameron University, Law-
ton, OK 73505.

Keyboard Percussion

Idiomatic Studies for the Marimba,
Nos.1&2

Dan Thress

Unpublished manuscript;

available from the composer

1278 Pershing Drive

Columbus, OH 43224

In these two studies for marimba, which
should be within the capabilities of a good
high school or college marimbist, the com-
poser has chosen to concentrate on several
devices familiar to mallet players. Study No.
1 is dominated by perfect fourths and fifths
played as double-stop intervals with each
hand holding two mallets. In most instances,
intervals are repeated rather than altered,
with no change in mallet spread, resulting in
style brisé-like passagework that sounds
difficult, but lies well on the keyboard (low A
required). Such is the case with the contra-
puntal center section of the first study, which
uses alternating strokes moving in 16th
notes, at quarter note = 120, with double-
stop fourths or fifths in the right hand and
single notes in the left. The beginning and
ending sections of this ABA design use a
mixture of chordal and contrapuntal tex-
tures. In Study No. 2, an ABA design is also
delineated by textural changes. The outer A
sections, couched in a 7/8 metric scheme,
have a pentatonic flavor and a linear melody
requiring alternating single strokes. The B
section is contrapuntal with short repeated
motives in one hand, accompanied by the
other.

Although containing some interesting
rhythmic and melodic material, these studies
come across as patchworks of various ideas,
some of which fail to fulfill our expectations.
Repetition is overworked as the primary
mode of movement, and other factors, such
as melodic interest and changes of fabric, are
not strong enough to relieve a general sense
of monotony from ostinato patterns, repeated
melodic material, and square, four-bar

phrases.
—John Raush

v

Mexican Variations for Marimba IV
George Frock

$2.50

Southern Music Company

San Antonio, TX 78292

Mexican Variations presents a theme and
three variations for solo marimba. Four mal-
lets are required throughout the composi-
tion. For the most part, the interval spread in
each hand is comfortable and the tempos are
easily performed. The last variation requires
a one-handed roll; however, the interval is a
sixth, which is manageable by even those
learning to play a one-handed roll. Short
cadenzas, in a free style, follow the theme and
third variation. A well written marimba solo,
Mexican Variations, is easily perforrned by an
intermediate to advanced player. As usual,
Southern Music Company did a fine job in
the publishing of the work. It is a grade 4.

— John Beck

Passepied v
Claude Debussy

Transcribed by Donald Miller

$9.00

Ludwig Music Publishing Company

557-67 East 140th Street

Cleveland, OH 44110

Passepied is a marimba and piano transcrip-
tion of the last movement of Suite Bergamas-
que for piano by Claude Debussy. It is in F-
sharp minor and the time signature is 4/4,
rather than the more common 3/4 or 3/8.
Some sections could be performed with less
than four mallets, but because of the fast
tempo and the relatively short length of the
piece (approximately 3 1/2 minutes), it would
probably be more practical to use four mal-
lets throughout. Because the marimba
primarily plays what was in the original ver-
sion given to the right hand, the piano part of
the transcription has several sections that are
for left hand only. Both the printing and the
transcription are of excellent quality, but
many may find the price ($9.00) a little high

for a piece of this length.
— Lynn Glassock
Prelude from Suite Bergamasque IV
Claude Debussy
Transcribed by Donald Miller
$9.00
Ludwig Music Publishing Company
557-67 East 140th Street

Cleveland, OH 44110

Prelude is a two mallet vibraphone solo with
piano accompaniment. The tempo is mod-
erato. The range covers the middle to high

register of the instrument (middle C to high
E). Pedal and dampening indications are
quite clear, and the accompaniment is not
difficult. The solo is also arranged well for
both instruments. In my opinion, it should
be easily performed by an intermediate to ad-
vanced player. Ludwig Music is to be com-
mended for a fine job of publishing.

— John Beck
Toccata II Vi
Grant Fletcher
$6.00

General Words and Music Company
San Diego, CA

Toccata II is a rhythmic and energetic four-
mallet solo of approximately five minutes’
duration. A variety of harmonic material
(sometimes quartel in structure), combined
with repeated motives, sequences, and other
pattern kinds of figures, produce a work that
1s both contemporary and also very access-
ible to an audience on a first hearing.

Interval changes and movements between
notes are usually very manageable, and only
the fast tempo makes these areas an occa-
sional problem. Much of the time both hands
are playing octaves, although no larger inter-
vals are required. There are also a few one-
handed rolls, but in general there are (by
today’s standards) no extreme technical de-
mands. At approximately the middle and
again at the end of the piece are two sections
marked “freely] allowing the performer to
explore a latitude of tempo and phrasing pos-
sibilities.

Dr. Fletcher is a prolific, highly honored
composer; his work is a welcome addition to
the marimbea literature at the advanced level.

— Lynn Glassock
Marimba Quartet
First Suite for Marimba Quartet v
Michael Boo
$6.95

Ludwig Music Publishing Company
Cleveland, OH 44110-1999

This short three-movement suite (approxi-
mately three minutes in duration) is playable
on two, three, or four marimbas. (Players 1
and 3, 2 and 4 may share instruments). Part
IV, notated in bass clef, requires an instru-
ment with a range descending to C below
middle C. Two fast outer movements (both
marked a quarter note = 144) flank the
short second movement, “Hymn? The writ-
ing is for two mallets throughout. Technical
and musical demands are within the grasp of
the more advanced junior high and senior
high mallet players. Tuneful, with some pop
sounds generated by a smattering of major
seventh chords, this suite should be fun for
the students and easy listening for the audi-
ence.

— John Raush
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Marimba and Choir

Two Psalms for Mixed Voices and
Marimba v
Robert Kreutz

$8.00 ($5.00 each for 10 or more)

The Contempaorary Music Project

PO, Box 1070

Qak Park, I, 60304

This two-movement composition takes its
text from Psalms 27 and 95 (New American
Bible). The first movement, written in E-flat
major, is a melodic chorale which demands
smooth, legato four-mallet rolls from the
marimbist (a 4 1/3-octave instrument is re-
quired). The second movement has been
conceived as a “driving fanfare” with a won-
derfully soft, contrasting ending. Both linear
(melodic) and harmonic dexterity are de-
manded from the marimba performer.
Kreutzs Two Psalms was “composed
specifically for church choirs”; however, it
would add variety to choral presentations —
particularly, by smaller, select choirs. Mature,
independent singing style is a necessity for
this work. The combination of mediums
(marimba and choair) is refreshing.
~ James Lambert

Snare Dram

Panhandle Paradiddle : I
Paul P Brazauskas

$2.50

Neil A. Kjos Music Company

San Diego, CA

As its title indicates, this unaccompanied 2/4
rudimental snare drum solo features paradid-
dles, notated in 16ths, moving at quarter
note = 104. Accents provide an interesting
sequence of variations, resulting in paradid-
dles with no accents, and paradiddles with
accents on the initial notes, and on both notes
of the “diddle.” The other rudiments used are
flams; flam taps; drags; and 5-, 7-, 9-, 13-,
15-, and 17-stroke rolls. Dynamic changes
running the gamut from piano to fortissimo
are required. By anyone’s standard, this is ex-
cellent material for the elementary level stu-
dent, and the eflective use of accents, dy-
namic changes (including forte/piano jux-
tapositions that create echo effects) and that
ever-popular “shave and a hair cut — two
bits” ending should make it appealing to that

age group.

~ John Raush
Intermediate Contest and Recital Solos
for Snare Drum, Vol. 2 v
J. W, McMahan
$2.95
Studio 224
16333 N.W. 54th Avenue

Hialeah, FL 33014

This collection of five rudimental snare
drum solos should be welcomed by junior
and senior high school percussionists and

teachers looking for good contest material.
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Students must, however, have their basic
rudiments well under control. These solos
utilize most of the standard twenty-six
American drum rudiments, and, in addition,
the six- and seventeen-stroke rolls, and the
pataflafla. One solo requires backsticking.
McMahan has succeeded in molding the
rudimental patterns into interesting and ef-
fective pieces. The player encounters both
meter and tempo changes, and must exhibit
his technical dexterity at many different dy-
namigc levels. Sticking is indicated through-
out, and, a particularly valuable touch for
solos designed for contest use, metronome
markings are provided.

~ John Raush

Drum Solos with Piano
Accompaniment I
Wally Barnett, Saul Feldstein, and Fred Hoey
Belwin-Mills Publishing Corporation
Melville, NY 11747-4288

Thirteen separate solos, which were
copyrighted by Belwin-Mills between 1963
and 1980, are included in this collection of
elementary snare drum solos. The volume
includes Barnetts “March for a Different
Drummer] “Up Beat Petes Suite] and
“Whodunit”; Feldsteir's “Circling” and “Pick-
ing Up Six, and his arrangements of “Battle
Hymn of the Republic;” and “Our Director”;
and Hoey’s “Cut and Shoot,” “Echo Valley’
“Kirk's March; “Track South;” “Tie Two, and
“Vacation Antics’

“March for a Different Drummer” (with
piano) is a suite of three short movements —
a jazz waltz, an unaccompanied movement,
and a march — requiring flams and accented
single strokes. “Whodunit” (4/4, with piano)
has rim shots, flams, and flam paradiddles.
“Circling” (fast 3/4, with piano) features both
hands playing simultaneously, one at the
center of the head, one at the edge. “Picking
Up Six” and “Our Director” (6/8 marches
with piano accompaniment) use flams, flam
accents, and rolls. “Battle Hymn of the Re-
public” (4/4, with piano) requires flams,
drags, rolls, dotted eighth and sixteenth note
rhythros. “Cut and Shoot” (4/4, no piano) has
many dynamic changes and uses single
strokes and rolls. “Echo Valley” (4/4, no
piano) uses accented and unaccented single
strokes, with echo effects produced by using
a combination of three playing areas and
snares in both “on” and “off” positions. “Kirk’s
March” (4/4, with piano) is an accompani-
ment to the melody “America, the Beautiful”
and requires rolls and flams. “Track South”
(4/4, with piano) is based on a Mexican folk
song and uses accented and unaccented
single strokes. “Tie Two” (2/4, with piano) is
a rhythmic variation on “Oh! Suzanna, with
ties added to create syncopations. “Vacation
Antics” (no piano) is a 6/8 piece that features
common 6/8 patterns and requires single
strokes throughout.

The piano accompaniment has been kept
quite simple, and will be playable by a com-

petent high school pianist. The scope of this
collection and the inclusion of accompanied
solos should make it popular among those
involved with the training of elementary level
students.

— John Raush
12 Etudes for Snare Drum v
Chuck Kerrigan
$3.95

Mel Bay Publications, Inc.
Pacific, MO 63069

The introduction to this book (originally
published five years ago) relates that Roy
Burns told the author, Chuck Kerrigan, that
he “sounded great”; that Carmine Appice was
“very surprised” hearing Kerrigan repeat one
of his patterns; and that Alan Dawson told
him he'd “make it to Carnegie Hall one day)
if he kept up his practicing. That dubious and
unnecessary beginning aside, 12 Etudes for
Snare Drum, presents varied and challenging
pieces for even the most accomplished rudi-
mental player.

It becomes obvious — especially with
“Ruff Stuff” — that Chuck Kerrigan is an em-
bellishment freak/artist: eight of the twelve
etudes are overloaded with flams, drags, and
2-3-4-5- and 6-stroke ruffs, The book (27
pages, with four manuscript pages in the
back) should not be purchased if the student
is searching for some short musical pieces,
although the composer adds many approp-
riate dynamic and accent designations. These
compositions are technically very hard; for
the serious sight-readers, they are also fun to
play and to attempt to play. There are hints of
Cirone and Wilcoxin, but only hints--the rest
is a study in mixed meter, accents, and fast
hands! 12 Etudes for Snare Drum, nicely
priced at only $3.95, and printed and bound
very professionally, would be a perfect ac-
quisition for the bored, upper-level rudimen-
tal corps drummer.

— Larry White
Timpani
Five Timpani Solos I
Paul P, Brazauskas
$2.00
Neil A. Kjos Music Company
San Diego, CA

This collection of unaccompanied solos for
the beginning timpanist is written for two
drums, and provides an excellent example of
material that is at once pedagogically valu-
able and well-written. Although the
rhythmic patterns used are relatively simple,
their constant change and variation keep the
studies interesting. The passagework has
been carefully planned so that most of the
movements between the two drums can be
expedited with hand-to-hand sticking pat-
terns.

One of the solos has been designed to prac-
tice tuning skills, presenting opportunities to
re-tune both drums during several measures
rest. The last two solos in the collection con-
centrate on a wide assortment of roll tech-



niques, including tied, separated, and double
rolls, crescendo, decrescendo, forte-piano,
and sforzando rolls, and unbroken rolls mov-
ing from one drum to the other. The writing
in these pieces reveals an awareness of the
needs of elementary level students. Met-
ronome markings and measure numbers are
provided throughout, making the solos in
this collection excellent choices for contest
use.

— John Raush
Marching Percussion
The Drum Cadence Book II-II
Joe Maroni
J. M. Publications
327 Stadium Drive

Boardman, OH 44512

This collection of cadences, roll-offs, halts,
and rhythmic vamps are suitable for a middle
school drum section. Maroni provides a table
of instrumental options so that teachers can
select the combination most closely resem-
bling their own teaching situations; i.e., tenor
drum and multi-tom (trios) are written in the
same rhythms. Included are two bass drum
parts — a rhythmic and a tuned bass drum
part for three drums. (It would appear that
combining the two separate parts would pro-
duce more effective results.)

The printing of the score is very clear;
however, a major drawback is the lack of
written sticking for snare and timp-tom
parts. Such an omission could lead to non-
uniform phrasing and create other ensemble
problems. The Drum Cadence Book seems to
be written for traditional or military style
marching units.

— Sherman Hong

Drum Set

Progressive Steps to Musical
Drumming, Vol. 1

Nick Forte

Theodore Presser Co. (distributors)
Bryn Mawr, PA 19010

Congratulations to Nick Forte on this logical
and musically oriented text for the drum set.
Intended for young or inexperienced drum-
mers, Forte stresses the need to develop a
knowledge of printed notation and of its
musical applications. To accomplish this, les-
sons are prefaced with theoretical and musi-
cal explanation; in fact, he stresses that the
textual portions of each lesson should be
fully understood before proceeding to the
exercises and solos. In essence, the text ex-
plains rhythmical nuance and how to ac-
complish rhythmic phrasing.

The book is organized into seven sections
— an introduction and six sequential les-
sons. The first lesson illustrates (with photo-
graphs) both matched and traditional grips,
and Forte’s recommended stroking tech-
niques. What follows in succeeding lessons
are logical and cumulative applications of
techniques or rhythms to the basic four-piece

drum set. Some of the explanations are
wordy and may require re-reading; however,
the author has attempted to state exactly
what he advocates. He has succeeded with
minor exceptions: There is no discussion of
balance between the various drums of the
set, and techniques of cymbeal playing are not
mentioned. (Perhaps these are discussed in
his other volumes?)

The layout and printing are excellent. I
would recommend that students use this
self-help method with the assistance of a
competent teacher who is able to explain the
musical thoughts expressed in the text. Be-
cause the book has musical application to ail
percussion training, it is also recommended
that any young student be urged to read the
preface to each lesson. Musical Drumming is
a welcome addition to the growing body of
excellent drum set methods.

— Sherman Hong
Studio and Big Band Drumming
Steve Houghton
$15.95

C. L. Barnhouse Company
Oskaloosa, 10 52577

Studio and Big Band Drumming (a book and
cassette) deals with reading and interpreting
drum parts in various contemporary music
idioms. The first section has a short chapter
which defines commonly used terms and
symbols, followed by a discussion of various
styles (swing, rock, Latin, and country),and a
chapter on interpretation covering such areas
as drum set articulation, setups and fills, and
jazz phrasing.

The second section has musical examples
illustrating single accents, double accents,
two-measure phrases, four-measure phrases,
and ensemble passages of longer duration.
The interpretation of these figures and the
exercises are demonstrated in the swing style
on the cassette.

The last section is a collection of ten
studio charts which are also included on the
tape. Houghton precedes each piece with a
discussion of the major points of concern. A
four-page  bibliography/discography con-
cludes the book.

This is an extremely valuable book for
anyone wanting to improve his or her reading
of drum charts. Every chapter is practical and
informative. Although it would have been
helpful to have some straight eighth-note ex-
amples in the second section, the ten charts
effectively cover a wide range of styles and
situations. From an educational standpoint,
it would also have been nice to have the drum
tracks on one channel and the band parts on
the other. By adjusting the balance accord-
ingly this would have allowed one to analyze
the drum parts better, or to play along with
the band in a “music minus one” manner.
(This suggestion might not have been feasi-
ble or financially possible.) Because perform-
ing drumset music is primarily a matter of
interpretation, the recorded examples and

Houghton's comments are extremely valu-
able. The wealth of information makes this
one of the best drumset books on chart read-
ing available.

— Lynn Glassock

Percussion Ensemble

The Hawks II
Paul P, Brazauskas

$8.00

Neil A. Kjos Music Company

San Diego, CA

The Hawks is a percussion quartet of grade 2
level. The instrumentation calls for timpani
(2 drums with no pitch changes), maracas,
claves, and tom-tom. The maraca part con-
sists primarily of a series of ostinato patterns
while the other players perform more varied
rhythms. Each performer has a solo and sev-
eral passages that must be played in unison
with the others. There is a wide range of dy-
namics, and the timpani and tom-tom
players will have to be careful to balance with
the maraca part. The approximate perfor-
mance time 1s 315"

This piece is written so that the majority
of rehearsal time will be spent on ensemble
performance rather than on individual tech-
nical problems. The parts are clear, easy to
read, and each measure is numbered for re-
hearsal convenience. This is a fine educa-
tional piece for young players.

— Lynn Glassock
Triplet Trickery m
Maxine Lefever
$5.95
Ludwig Music Publishing Company
557 East 140th Street

Cleveland, OH 44110

With this work, Maxine Lefever continues
her tradition of providing rhythmically func-
tional educational pieces for drum ensem-
bles. Scored for snare drum, timbales, timp-
tom trios, three bass drums (or one bass
drum and two timpani), two pairs of cym-
bals, and a cowbell, Triplet Trickery follows
the hocket style of drum voicings reminis-
cent of traditional drum ensembles.

The ensemble writing is not difficult, but
rhythmical problems are presented to the
performers. The cowbell part and the sec-
tions using consecutive dotted 8th notes pro-
vide some of the difficulty, although it should
be pointed out that the parts are aligned with
a 16th note pulse simultaneously written for
other instruments. Clarity of articulation can
be a problem in unison passages and in tim-
ing rolls. For example, the snare player must
be sure to play triplet-based seven-stroke
rolls when these are used in conjunction with
triplets or sextuplets in other voices. Because
balance and blend depend so much on the
instruments used, it is advisable that the
teacher consider revision of the dynamics
given in the score.

Triplet Trickery is suitable for a good mid-
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dle school or inexperienced high school
drum ensemble. The score and parts are
clearly printed (but no sticking indications
are given). This could be a good vehicle for
teaching primary ensemble timing and
phrasing.

— Sherman Hong
Three Percussion Moods m
Michael Boo
$9.95
Ludwig Music Publishing Company
557 East 140th Street

Cleveland, OH 44110-1999

Three Percussion Moods is a suite in three
movements, each in a contrasting style
{waltz, march, and rag), written for a mini-
mum of five percussionists, (Several of the
parts could easily be augmented to accom-
modate additional players.) Appropriate for
a junior or senior high school ensemble, the
suite is scored for one or more mallet instiu-
ments (xylophone, bells, or marimba) play-
ing a melody throughout, two or three tim-
pani, and optional bird whistle, and three
multiple percussion parts.

The multiple parts include: in one move-
ment, snare drum, two wood blocks, sus-
pended cymbeal, and slide whistle; in another,
three tom-toms and suspended cymbal; and
in the third, bass drum played with one hand
and cow bell and triangle played with the
other. An additional contribution to the
sound spectrum is derived from the snare
part, which calls for the player to utilize the
edge, center, and rim of the drum and add
stick clicks and rim shots. Similarly, the tom-
toms are to be played on the rims as well as
the heads, with stick clicks added.

This excellent publication is highly re-
commended. One final pat on the back is in
order for the individual responsible for print-
ing measure numbers in both the score and
the parts.

— John Raush

Variants (for percussion quintet) m
Steve Kastuck

$5.00

Ludwig Music Publishing Company

557 E. 140th Street

Cleveland, OH 44110-1999

Originally copyrighted through Henry K.
Stevens Multi-media Productions in 1979,
Steve Kastuck’s Variants was reissued two
years ago through its present publisher, Lud-
wig of Cleveland. Without having heard the
composition — scored for marimba, two sus-
pended cymbals, snare drum, bass drum, and
two timpani — and, with no performance di-
rections (or any other kind of directions)
given, it is a bit difficult to see on first glance
whether the strange instrumentation suc-
ceeds. Variants, excepting some mildly testy
syncopations in the snare part, is a relatively
simple, straight-forward work for percussion

18 / Percussive Notes

ensemble (actually, more of a training piece),
one that most high school groups of moder-
ate to good talent could handle.

The piece mainly unfolds as a two-mallet
marimba solo with percussion accompani-
ment; it is very scale-oriented and written al-
most entirely in the middle range of the in-
strument. There are no roll designations
given anywhere in the mallet score — creating
some rather short dotted-halves and dotted-
quarters. The most mteresting thing that
happens musically is the continual rhythmic
interplay between the snare drum and the
two suspended cymbals; this is well-written
and is nicely accented with the bass drum
and occasionally with the timpani.

A short piece (only 62 measures), Variants
is perhaps best aimed at freshmen or B-
category ensembles, and looks very interest-
ing when perceived on that level. It is almost
purely a technical work, with even the
marimba part bereft of many musical mark-

ings.
—Larry White

Perxcussion Method Books
Fundamental Principles of Drumming
Joe Maroni

$5.95

JM Publications

327 Stadium Drive

Boardman, OH 44512

This snare drum method book begins with
15 pages of accent studies using alternated
sticking. The remaining 70 pages sequen-
tially cover all 26 rudiments while continu-
ally reviewing the previously presented mate-
rial. The majority of the exercises are twelve
to sixteen measures in length, with some as
short as four measures, and a few full-page
marches.

A beginning/intermediate student with
basic reading skills should have little diffi-
culty with the rhythmic patterns and can
therefore concentrate primarily on the rudi-
mental technique required. Although some
may want to use this book as a rudimental
supplement to a more orchestral approach,
the author feels that the 26 rudiments

“should be mastered before attempting to
learn other styles of drumming’” This book is
best suited for a student or teacher looking
for a rudimental method book with a sub-
stantial amount of exercises at the inter-
mediate level.

— Lynn Glassock

Fundamentals of Rhythm for the Drum-
mer

Joe Maroni

$5.95

JM Publications

Boardman, OH 44512

Written for students at the elementary level,
this 96 page text is designed for private or
group instruction, or as a supplement to
elementary band books. It is a graded study
of basic rhythmic patterns (quarter, eighth,
sixteenth notes and rests, dotted quarter and
half notes, and ties). Only three pages are de-
voted to eighth-note triplets (one page com-
bines triplets and quarter notes, a second
combines eighth notes and eighth-note trip-
lets, a third uses quarters, eighths, and trip-
lets); four pages are given to sixteenth-note
triplets. The text requires no prescribed
sticking patterns (the author advocates alter-
nate sticking throughout), and no fundamen-
tal techniques other than single strokes and
the roll, which is introduced at the midpoint
of the book.

While this book does make a worthwhile
contribution as a source of reading material,
it suffers a serious deficiency in scope by the
exclusive use of 4/4 meter throughout and
the minimum attention given to triplet divi-
sion of the beat. It is particularly in a book of
this nature, designed for the beginning stages
of rhythm reading, that students need work
In meters using notes other than the quarter
note as the beat note, and meters such as 6/8,
that require triple division of the beat note.
Certainly many of these rhythmic skills
could be introduced at the elementary stage
of instruction instead of waiting so late in the
student’s education.

— John Raush

THE SYMPHONIC CASTANET

Handmade ebony or rosewood imports,
with exclusive handle design. Also a
superior new playing machine. Send for
free brochure.

Frank Epstein c/o The Boston
Symphony Orchestra, Symphony Hall,

Boston, MA 02115.




Percussion Reference Books
Afro-Latin Rhythm Dictionary
Thomas A. Brown

Alfred Publishing Company, Inc.
15335 Morrison Street

Box 5964

Sherman Oaks, CA 91413

Alfred Publishing, Inc. has become well-
known in the last decade with the marching
percussion hand guide series — medium-
sized booklets concisely outlining current
rudimental and corps-style patterns for a
small price. Thomas Brown successfully
adds his Afro-Latin Rhythm Dictionary to
that series. This is a short (48 half-sized
pages), but surprisingly accurate and in-
volved, manual. Latin percussion educators
and performers will find it a welcome addi-
tion to the published literature; and it really
is a “must” for percussionists not fully famil-
iar with Latin American rhythms and instru-
ments.

No words, rhythms, or musical examples
are wasted here: Brown organizes the guide
according to dances in four (slow mambo,
rhumba); dances in two (samba, calypso);
Afro-Cuban and Afro dances; jazz styles and
rock styles; and finally, even reggae. Every
rhythm is covered with tempi designations,
explicit instrumentations (and of what
rhythm each plays), and country/culture de-
signations. Separate sections on Latin instru~
ments (with pictures) prove to be very help-
ful. “Arranger’s guidelines” and “Arranger’s
scoring examples,” and finally a short but in-
formative glossary wrap up this fine and very

handy guide.
— Larry White
Know Your Drum Rudiments —
A Compilete Listing
Permus Publications
Box 02023

Columbus, OH 43202

Know Your Drum Rudiments — A Complete
Listing implies an in-depth text. That it is
not. It is an eight-page pamphlet which puts
NARD's 26 Essential Rudiments under an
overhead projector, if you will — that is, it lists
each of the original rudiments, and then fol-
lows up with clear illustrations of how to per-
form each.

1 remember learning the “26” easily
enough in grade school from two xeroxed
pages listing them all, admittedly wondering
even then why there was not a logical order-
ing of the rudiments. In Know Your Rudi-
ments, this problem has been eliminated in
that the now thirty-three rudiments (includ-
ing modern versions of the original twenty-
six — L.e., swiss army triplets, dragadiddles,
etc.) have been broken into four mini-sec-
tions, entitled “Paradiddles; “Rolls,” “Flams;
and “Ruffs’

Another positive aspect of this manual
concerns the “Additional Rudiments” section
at the end, which covers those rudiments that

have evolved, with drum corps writing and
playing, since the original twenty-six rudi-
ments were organized almost a century ago.
Included here are the four-stroke ruff,
windmill strokes, backsticking, and inverted
paradiddles. Know Your Drum Rudiments is
to rudimental drumming what the Cliffs
Notes are to the classics: a concise, clear ab-
ridgement of a lengthier undertaking.

— Larry White

The Ludwig Drum and Bugle Manual
William E Ludwig

$6.95

Revised edition

Ludwig Music Publishing Company
Cleveland, OH 44110-1999

Nostalgia buffs, take note. Here is the revised
edition of the drum and bugle manual pub-
lished and copyrighted in 1956, with the
original photos posed by Frank Arsenault.
For those of you too young to remember, the
contents of this manual pertaining to percus-
sion include an explanation of the elemen-
tary principles of snare drumming, including
the three strokes of drumming: the “down-
stroke;” the “tap” and “up-stroke;” along with
exercises to develop the single-stroke, long,
five- and seven-stroke rolls, the flam, flam ac-
cent, and flamadiddle. Fourteen street beats
are also printed, including such classics as
“H-11 on the Wabash” This manual will be
of more interest to the percussion historian
than to today’s devotees of the marching per-
cussion scene, as evidenced by such state-
ments as “the (snare) drum must not be too
tight for street use, ” and that “too much ten-
sion produces a very sharp tone that has no
carrying power, My, how times have
changed!

— John Raush

The Percussive Arts Society’s Official
International Drum Rudiments
Compiled by Jay Wanamaker and Rob Car-
son with the International Drum Rudiments
Committee

Alfred Publishing Company, Inc.

Box 5964

Sherman QOaks, CA 91413

The International Drum Rudiments Com-
mittee was formed in 1980 by the Percussive
Arts Society to “standardize, revise, and up-
date the Standard 26 American Drum Rudi-
ments” The committee, chaired by Jay
Wanamaker, worked for five years on the
project, and the results are published here, in
a full-size, sixteen-page booklet that is well-
organized, and in which material is presented
in a logical fashion.

The book begins with “Seven Essential
Rudiments” — “knowledge of which is neces-
sary in order to perform all other rudiments.
Included are the single stroke, multiple
bounce, double stroke, and five stroke rolls;
the single paradiddle, flam, and drag (ruff)

round out the seven. The rest of the rudi-
ments — all derivatives or inversions of the
original 26 — are then divided into four
groups: roll, diddle, flam, and drag. The out-
lining of the various rudiments and their de-
rivations is somewhat vague and this is a
slight drawback; but musical examples of
each rudiment follow and these are well-de-
tailed. A cassette recording containing Rob
Carson's fine playing of each rudiment is a
nice addition to this package. The terms used
to describe some of the “new” rudiments —
(those from the Standard 26 appear with an
asterisk) ~ should be foreign only to those un-
familiar with today’s drum corps writing and
rehearsing (L.e., pataflafla, single flammed
mill), since all have been in use for some
time.

International Drum Rudiments is an ade-
quate compilation of the drum rudiments
and exercises that have directly or indirectly
evolved from the amazingly resilient original
Standard 26. Whether this short volume has
the staying power, or will gain the recognition
that NARD's first twenty-six did, remains to

be seen.
— Larry White

Percussion Recordings

The Compositions of Theldon Myers
The Lord Promised: Cantata for full chorus,
soprano, oboe, bassoon, and timpani
Theldon Myers

Golden Crest Records ATH-5081

The piece opens with a bold statement for
timpani (performed by Dale Rauschenberg);
later, the timpani plays the solo accompani~
ment to a fugue. The timpani actually has a
major role throughout, often sounding inter-
vals of a perfect fourth, which the composer
uses to represent the voice of the Lord, The
vocal writing, in addition to exhibiting com-
mon vocal techniques, also has passages in
Sprechstimme (half speech, half song).

The performance of timpanist Dale
Rauschenberg is excellent in clarity, touch,
and precision, For those interested in music
which includes timpani in a somewhat differ-
ent setting or combination, this recording fits
that need.

— George Frock

Different Strokes

Ed Saindon and Spectrum
Cost not given

World Mallet Records
342 Island Pond Road
Derry, NH 03038

Different Strokes is the debut album of Ed
Saindon and Spectrum, and is available from
the above address or CMP Publishers. The
overall production level and design concept
are very good it is obvious that a lot of prep-
aration and care went into this quality pro-
Ject.

Vibes and marimba are sometimes
difficult to record and mix with and aggres-
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sive rhythm section underpinning; in this
case, the mallet instruments are right up
front where they should be, with presence,
clarity, and authority. The music features a
quartet of vibes (sometimes marimba),
guitar, bass, and drums, with occasional en-
hancement by percussion and synthesizer.
One of the highlights of the compositions (all
by Saindon) is the effective use of rhythmic
syncopations and displacements over the bar
line, the latter which create an angular, sharp
effect contrasting nicely with frequent os-
tinato sections and the generally smooth, sus-
tained sound of vibes.

This album is a fine example of sensitive
group interaction in a contemporary impro-
visational setting. The tunes are jazz-rock in
nature and reflect the Boston-Berklee-ECM
genre in a positive way. Players who know Ed
Saindon only through his published music
would be well served to hear this album; fans
will surely enjoy it.

— Bill Molenhof
Jay et Gordon Gottlieb/Piano et
Percussion
Auvidis Records (Paris)

Information from Gordon Gottlieb
29 W, 17th Street

10th floor

New York, NY 10011

Jay et Gordon Gottlieb/Piano et Percussion
contains works for piano and percussion per-
formed by the Gottlieb brothers. The com-
positions are: Etude d'interprétation No. 11
(Sons confondus), and Etude d'interpréta-
tions No. 12 (Imitations-Dialogues), by
Maurice Ohana; Graines Gémellaires {Im-
provisation 1), by Jay Gottlieb and Gordon
Gottlieb; Nocturnals 1: Poétique sensible, 2:
Fugitif, delicat, 3: Immobile, contemplatif, by
Brian Schober; and Traversées (Improvisa-
tion 11), by Jay Gottlieb and Gordon
Gottlieb.

This recording represents some excellent
playing, as well as excellent music. Both
Gottliebs are in command of their instru-
ments, and their interpretation is most im-
pressive. For those interested in the combina-
tion of piano and percussion, this recording
is a must to purchase. For the most part, the
music centers around the textures of which
each medium is capable, thus painting an at-
mosphere of sounds rather than an abun-
dance of rhythmic patterns. There are mo-
ments of pure tranquillity and moments of
great excitement. Jay and Gordon are well
tuned to each other, as their improvisations —
done with great skill and understanding —
amply demonstrate. The recording sound is
excellent.

Congratulations to the performers, the

composers, and recording company.
— John Beck
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Michael Ranta —- MUV/MUVI
Asian Sound Records, ASR1001
Awvailable from Steve Weiss Music

MU - in one side of the meaning of the word
— is what we might call absent-minded, or
vacant. We often try to know MU by “closing
the eyes, by being alone, by looking at the
sky, or by gazing at some object” These are
some of Shoko Shida’s words to describe the
titles of the two compositions that percus-
sionist Michael Ranta presents on his first
solo "album. Over seventy-eight different
Asian instruments, from earth drum to
whisper-chime, comprise the instrumenta-
tion of Ranta’s timbral collage.

MU V is the most successful of the two
works. A slowly crescendoing veil of high fre-
quency sound is interrupted by soft explo-
sions of wooden and bamboo colors. Follow-
ing this is a passage marked by low, pulsating
Thai gongs that eventually leads to a brief,
tuneful ostinato played on Balinese-like
button-gongs. The piece slowly resolves as it
began, and closes with a restful montage of
shell and metal wind chime sounds.

The electronics on this record are excel-
lent. Good mixing and a miniroum of tape
manipulation let us enjoy Mr. Ranta’s consid-
erable technique. Side two, MU VI explores
the membranophones. If you have enough
imagination, this record can transport you to
the Far East, or at least as far as Michael
Ranta's Asian percussion shop in Cologne,
West Germany.

— Tom Siwe

Difficulty Rating Scale
III  Elementary V-VI Advanced
III-IV Intermediate VI+ Difficult

James Lambert
editor
Reviews

Percussive Arts Society
is dedicated to the highest standards
of performance, teaching, composition,
and all other phases
of the percussive arts at all levels

Classified Ads

Classified ad rate: 40¢ per word. Payment must be
enclosed with ad. Make checks payable to Percussive
Arts Society. (No charge for words with 1 or 2 let-
ters). Send to: Percussive Notes Classified, Box 697,
Urbana, IL 61801,

For sale: THREE DUETS for MARIMBA and VIB-
RAPHONE by Larry Spivack. College-level. Send
$13.20 + $1.80 postage to Spivack Music, 245 West
51st Street, #110, New York, NY 10019.

DEAGAN MARIMBA, King George model, 4 oc-
taves — completely rebuilt; like new. Phone: (412)
331-2445.

LUDWIG TIMPANI, professional model, sus-
pended bowls, set of 4, many extras. $4995.00.
Phone: (412) 331-2445.

MUSIC IMPORTS ~ MUSIC FROM BRAZIL. For
information and catalogs, write or call: Percussion
Music, 2571 N, Oakland, Milwaukee, WI 53211;
(414) 964-8083.

CERAMIC BONGOS, pretuned C — E; ceramic
tom-toms, pretuned F — A; ceramic doumbeks. Free
Brochures: Mid-East Mfg.,, 2817 Cameron, Mel-
bourne, FL 32901.

PERCUSSION MUSIC by DANIEL, ADAMS —
Echogenesis (quartet), $20., Focus (vibraphone and
bassoon), $5. Collage (piano and chimes), $5. Tape of
each work, $5. Daniel Adams, 5840 SW 57 Avenue,
#121, Miami, FL 33143; (305) 667-6306.

MEREDITH

MUSIC-PUBLICATIONS

“Developing New Standards@”

New and
Outstanding
Music for
Percussion

Write or Call for our
Free Catalog

305-563-1844

Meredith Music Publications

170 NE 33rd Street -A
Ft. Lauderdale, FL 33334




ADVERTISERS’
DIRECTORY

American Drum of Virginia Page 29
8440 Barrens Road, N.W.

Roanoke, VA 24019

Makers of various mallets for marching and concert use.
Avedis Zildjian Company Cover
22 Longwater Drive

Norwell, MA 02061

Respected cymbal manufacturer. Brands include A.
Zildjian, K. Zildjian, Impulse and Amir Cymbals, Zild-
Jian Basics and related accessory products.

M. S. Baker & Company 6
P.O.Box 617

Elizabethtown, NY 12932

Manufacturer of SOFBAGS, soft-sided cases for mallet
instruments and SOFBAGS line of timpani drop
covers.

Mike Balter Mallets Co. 61
PO.Box 531

Northbrook, IL 60065

Custom mallets for percussion keyboard instruments,
along with a quality line of timpani mallets and
drumsticks.

J. D. Calato Mfg, Co., Inc. 20
4501 Hyde Park Blvd.

Niagara Falls, NY 14305

Manufacturer of Regal Tip drum sticks, mallets, prac-
tice sets, brushes, and marching mallets. Manufacture
Saul 1Goodman Timpani Mallets and Calato Bass Drum
Pedals.

Carroll Sound, Inc. 8
88 Executive Avenue

Edison, NJ 08817

Manufacturers of Tunable Israeli Dumbek, as well as,
dumbeks from Morocco and the United States.

Dallas Percussion 17
1613 Temple Terrace

Wilmington, DE 19805

Solos and texts available from over 50 publishers. Dis-
counts available. Write for a free catalogue.

Douglas DeMorrow 34
1318 Center Street

Arkadelphia, AR 71923

Custom xylophones, marimbas, & bass marimbas.

The Drum/Keyboard Shop 65
1511 W, Alabama

Houston, TX 77006

The second largest drum shop in the U.S.A. Handle
drums, percussion, keyboards, and PA’s.

Drums Ltd. 3
218 S, Wabash

Chicago,, IL 60604

Large drum shop in the heart of Chicago. Large selec-
tion of instruments, brands, and accessories.

Encore Mallets 18
452 St. Charles Street

Elgin, IL 60120

Custom made marimba and vibraphone mallets.

Frank Epstein 78
Symphony Hall

Boston, MA 02115

The finest castanets. Available on new handle innova-
tion. Perfect for symphonic, stage, theatre, and pit work.

Fall Creek Marimbas
Route 245
Middlesex, NY 14507
Mallet instrument service for tuning, refinishing, replat-
ing, replacement bars, repairs, extensions, and instru-
ment building.

Pages 22, 52, 81

Vic Firth, Inc. 1
RO.Box 10

Dover, MA 02030

Custom manufacturer of drum sticks, timpani sticks,

keyboard mallets, Steve Gadd and Harvey Mason Sig-
nature Sticks, and Rooster Stick Bags.

Tom Gauger Products 73
23 Auburn Street

Brookline, MA 02146

Manufacturer of bass and snare drum sticks, Standmate
Accessories for percussion, and music for serious per-
cussionists.

Kendor Music, Inc. 57
Main & Groves Streets

P.O.Box 278

Delevan, NY 14042

Tremendous selection of percussion music, from begin-
ner to virtuoso levels. Kendor publications are available
from local music suppliers, or by writing for a free
catalogue.

Kori Percussion USA 35
1414 S, Main Street

Royal Oak, MI 48067

Suppliers of fine rosewood marimbas and xylophones.
Distributed at student, intermediate, and professional
levels.

Lone Star Percussion 58
10611 Control Place

Deallas, TX 75238

Largest solely percussion store in the world. All lines of
mallets, instruments, and accessories are handled. Cus-
tomers are from every state in the U.S. and every conti-
nent except Antarctica.

Ludwig Industries/Musser Industries Cover
R O.Box 310

Elkhart, IN 46515

Manufacturer of all Ludwig drums, timpani,
drumheads, Musser mallet instruments, Ringer tim-

pani, and Modular I and Rocker stands.

McCormick's 28
P.O.Box 557

Arlington Heights, IL 60006

Handler of all of your marching band needs. Offer ev-
erything from McCormick’s Tote to our Custume Flag

Shoppe.

Meredith Music Publications 79
170 N.E. 33xd Street

Ft.Lauderdale, FL 33334

Publisher of artistic and educationally creative method
books, solo and ensemble works, and band arrange-
ments that feature percussion.

Mid-East Mfg., Inc. 18
2817 Cameron Street

Melbourne, FL 32901

Manufacture and sell ceramic doumbeks and bongos,
finger cymbals, tars, and bodhrans.

The Ultimate
Guarantee

When

MICHAEL BOOKSPAN
needs

mallet instruments tuned

who does he go 10?

FALL CREEK

RIMBf\j)

1 bave the highest regard for
the tuning and refinishing
work done by Bill Youbass

of FALL CREEK MARIMBAS.” \‘
Michael Box
Principal ™ Jmist

The Pbi é "4 Orchestra

What better g Lee
could you 0 or!

RETUN é REPAIRING
REP €] REFINISHING
REPLACEMENT

Glockenspiels ¢ Celestas
Xylophones
Marimbas ¢ Vibraphones

FALL CREEK

, RIMB}\S

Mlddlesex, NY 14507
716 - 436-7630
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Naropa Institute

Dept. 2N

2130 Arapahoe Avenue
Boulder, CO 80302
Summer music program, June 21-August 15. African,
Cuban, Haitian, Indian, and Brazilian percussion taught
by Bira Almeida, John Amira, Kobla Ladzekpo, and
John Bergamo.

Page 15

The New School of Music 70
301 South 21st Street

Philadelphia, PA 19103

Philadelphia’s unique college conservatory dedicated to
the education of instrumentalists and vocalists who seek
a career in a professional symphony or chamber ensem-

ble.

Oberlin College Conservatory 59
Michael Manderen, Rm. 2

Oberlin, OH 44074

Offers a wide variety of courses, programs, and ensem-
ble opportunities in jazz, chamber, orchestral, elec-
tronic, and contemporary music.

University of Oregon 67
Professor Charles Dowd

School of Music

Eugene, OR 97403

Creative professional studies in all areas of percussion.
Degrees include: DM.A, D.Ed, MM., M.A,, and
BM.

Pearl International, Inc. 33
408 Harding Industrial Drive

Nashville, TN 37211

Manufacturer and distributor of Pear] drums and acces-
sories, Pearl guitar and keyboard effect pedals.

Percussive Arts Society
P.O.Box 697

Utrbana, IL 61801

The World Organization for Percussionists. Over 5,000
members worldwide. PAS is “more than just a magazine
subscription” Write us for details.

85, 86, 87,88

Peripole/Bergerault Int'l. 39
P.O.Box 146

Browns Mills, NJ 08015

Distributor of Bergerault keyboard mallet instruments

made in France.

Ted Piltzecker Productions 83
23rd W. 85th Street

New York, NY 10024

Veteran performer, composer, and clinician. Recently
appointed to the University of Michigan percussion fac-

ulty. Recordings available through Sea Breeze Records.

Pro-Mark Corp. 32
10706 Craighead Drive

Houston, TX 77025

Manufacturer and importer of drumsticks, beaters, and
quality percussion accessories.

Remo, Inc. Cover
12804 Raymer

N. Hollywood, CA 91605

Manufacturers of pre-tuned and tunable drums,
WeatherKing, FiberSkyn, CS, PinStripe, Ebony, Star-
Fire, SoundMaster drum heads, marching percussion,
roto toms, practice sets, and speciality percussion.
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22 Jemison Road
Rochester, NY 14623
Leading percussion instrument repair and fabrication
specialist. Serviced over 600 instruments during first
five years.
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Sabian Ltd. 36
4800 Sheppard Avenue E. Unit #115

Scarborough, Ontario

Canada M1S-4N5

Manufacturer of high-quality cast bronze cymbals in-
corporating the traditional Turkish methods with mod-
em technology. Manufacturer of both hand and
machine hammered cymbals.

San Francisco Conservatory 9
Office of Student Services

1201 Ortega Street

San Francisco, CA 94112

Degrees include: MM., B.M., and Music Diploma. Per-
cussion instructors are Barry Jekowsky and Elayne
Jones.

Slingerland Drum Co./J. C. Deagan 48
6633 N. Milwaukee Avenue

Niles, IL 60648

Manufacturer of all Slingerland drums and J.C. Deagan
mallet instruments. Also handle complete line of per
cussion hardware.

Tama (Hoshino, Inc. USA) 45
1726 Winchester Road

Bensalem, PA 19020

Manufacturer and distributor of Tama percussion
equipment, including Artstar, Superstar, Imperialstar
and Swingstar acoustic drums, and Tachstar electronic
drums.

Valje Drums and Percussion 69
1540 Haight Street

San Francisco, CA 94117

High quality handcrafted percussion instruments,
Made in the USA since 1954.

Steve Weiss Music 72
P.O.Box 20885

Philadelphia, PA 19141

Percussion store selling instruments from all over the
world. Also handles top line domestic instruments,
such as mallets, sticks, and accessories.

The Woodwind and the Brasswind 25
50741 U.S. 33 North

South Bend, IN 46637

Alarge selection of concert percussion, including drum
sets, plus percussion accessories, including marching
percussion.

Yale School of Music 30
Stoeckel Hall

P. O. Box 2104A Yale Station

New Haven, CT 06520

Graduate programs in performance, composition, and
conducting. Degrees: MM, MEA., DM.A., and Cer-
tificate; Instructor: Fred Hinger.

Yamaha International Corp. 53
3050 Breton Road, S.E.

Grand Rapids, MI 49510

Distributor of percussion products, including Yamaha
drum sets, marching percussion, mallet keyboard in-
struments, and Yamaha timpani.

Percussion Terms / Continued from page 74

die Triolen immerschnell (als Vorschlige)
aussgefiihrt — the triplets should al-
ways be played quickly, before the
beat like a grace note

Elingen lassen — let ring

(Becken frei) — cue for the suspended cym-
bal

Gr.Tr.u.Becken — abv, bass drum and cym-
bals

von einem geschlagen — played by one
player

necht eilen — don't rush

Becken frei mit Teller — hold one of the
crash cymbals by the strap and hit it
(The type of beater is not specified.)
[Mahler is being very considerate of
the problem of playing bass drum
and cymbal at this spot. Since the
player doesn’t have enough time to
pick up a pair of cymbals, Mahler
asks him to just hit the cymbal which
is attached to the bass drum. This
crash is doubled on the Becken part,
where the marking is for Mehrere
{several) cymbals. I suggest that the
triangle player play this crash with a
large pair of cymbeals.]

kurz — short

angebunden — attached

Becken an der grossen Trommel befestigt,
aber ohne grosse Trommel — play the
cymbals which are attached to the
bass drum but don’t play the bass
drum in this passage

sharf abreissen — stop the sound im-
mediately, don't let it ring

No. 2
+ I3 3

([573 ] = wie frither [ JT3 ] =)~ the group
of three eighth notes equals the
eighth note triplet of the previous
measure)

([ 4] = wiefriher [ §T3 ] =) — the quar-
ter note equals the group of three
eighth notes of the previous measure;
quarter note equals one measure of

3/8
({373 ] = wiefrither[ J ] =)—thegroup
of three eighth notes equals the quar-

ter note of the previous measure
(Becken mit Schwammschl.) — cymbal with
soft mallet

No. 3
(Pauken) — cue for the timpani
deutlich — clear, distinct

Michael Rosen
editor
Terms Used in Percussion



Sustaining Members
of the Percussive
Arts Society

The Percussive Arts Society would like to
express its appreciation to the following or-
ganizations who through their contribu-
tions help nurture and sustain the Society.
It is with their support that PAS has be-
come and will continue to be the World
Organization For Percussion.

Manufacturers/Patrons
Avedis Zildjian Co.

E-mu Systems, Inc.

Gretsch Enterprises

Kori Percussion — USA

Ludwig Drum Co./Musser

Paiste America, Inc.

Premier Percussion USA, Inc.
Purecussion

Remo, Inc.

Ross Mallet Instruments, Inc.
Sabian Ltd.

Slingerland Drum Co./].C. Deagan
Tama Drums/Hoshino (U.S.A.), Inc.
Yamaha International Corporation

Distributoxs/Wholesalers

Bunn International

Carroll Sound, Inc.

Group Centre, Inc.

Kaman Distributors: Coast Wholesale
Music and C. Bruno & Son/CB 700
Percussion

Lang Percussion Co.

Latin Percussion

Pearl International, Inc.

Peripole/Bergerault International

Profile, U.S.A.

Product Specialists

American Drum of Virginia, Roanoke, VA

American Drum Manufacturing Co., Denver, CO

Aquarian Accessories Corp., Anaheim, CA

Asian Sound/Michael Ranta, Cologne,
WEST GERMANY

C. C. Banta~Creative Perc. Co., Pasadena, CA

Bractea Instruments, San Francisco, CA

Mike Balter Mallets, Northbrook, IL

Casino Percussion Products, Plainview, NY

Century Mallet Instrument Service, Chicago, IL

Danmar Percussion Products, Van Nuys, CA

DeMorrow Instruments, Arkadelphia, AR

D & F Products, Inc., Cincinnati, OH

Drum Workship, Inc., Newbury Park, CA

Edge Productions, Belleville, NJ

Encore Mallets, Elgin, IL

Frank Epstein, Boston, MA

Evans Products, Inc., Dodge City, KS

Fall Creek Marimbas, Middlesex, NY

Andrew Feldman — Hand Crafted Percussion
Products, Clifton, NJ

Vic Firth, Inc., Dover, MA

Tom Gauger, Brookline, MA

G P Percussion, Bloomington, IN

Golden Bells — Del Roper, Monrovia, CA

Gon Bops of California, Inc. Los Angeles, CA

Grover Enterprises, Arlington Heights, MA

Hinger Touch Tone (Custom Perc.), Leonia, Nj

Humes & Berg Mfg. Co., East Chicago, IN

M A Enterprises, E. Rochester, NH

Mechanical Music Corp., Buffalo Grove, IL

Mid-East Mfg., Melbourne, FL

Performer Mallets, Phoenix, AZ

D. Picking & Co., Bucyrus, OH

Precan Music, Scarborough, ONT, CANADA

Pro-Mark Drum Sticks, Houston, TX

Regal Tip/Calato, Niagra Falls, NY

Repaircussions, Rochester, NY

Resonant Drum Sticks, Norco, CA

SOTA Percussion, Chicago, IL

Shigeo Suzuki, Hamanatsu-City, JAPAN

J. W, Stannard Co., Clearwater, FL

Valje Drums and Percussion, San Francisco, CA

XL Specialty Percussion Products, Inc., Ft.
Wayne, IN

Drum Shops, Teaching Studios,

and Other Retailers

Sam Ash Music Stores, Hempstead, NY
Ayotte/Drums Only, Vancouver, BC, CANADA
M. 8. Baker & Co., Elizabethtown, NY

Brook Mays/C&S Music, Dallas, TX

Coyle Music Centers, Inc., Columbus, OH
Dallas Percussion, Wilmington, DE

Dick DiCenso’s Drum Shop, Quincy, MA
Drum Center/DLA Publications, Rochester, NY
The Drum Connection, Hauppauge, NY
Drummers World, New York, NY

The Drum Shop, Dearborn Heights, MI

The Drum Shop, Las Vegas, NM

The Drum/Keyboard Shop, Houston, TX
Drums Ltd./Franks Drum Shop, Chicago, IL
Drums Unlimited, Inc., Bethesda, MD

Friedel Musikalien Haus, Redwood City, CA
John Hartwig Musik, Copenhagen, DENMARK

TED PILTZECKE

it e A s

DESTINATIONS

JAG Drums, Arlington, MA

Lake Charles Music, Lake Charles, LA

Lone Star Percussion, Dallas, TX

Marimba Productions/Malletech, New York, NY

Modern School of Drumming, Whitehall, PA

The Percussion Center, Ft. Wayne, IN

Percussion Plus Ltd., Montreal, QUE,
CANADA

Professional Drum Center, Spokane, WA

Rick’s Drum Shop, Toledo, OH

S & S School of Music, Pottstown, PA

Kirk Scott’'s Drum City, San Antonio, TX

Soitin-Laine Oy Turku, FINLAND

The Sound Box/La Boite de Son, St-Laurent,
QUE, CANADA

Tommy’s Drum Shop, Austin, TX

Joe Voda’s Drum City, Inc., Omaha, NE

Steve Weiss Music, Philadelphia, PA

The Woodwind & The Brasswind, South Bend,
IN

Publishers

Alfred Publishing Co., Inc.
AM. Percussion Publications
C. L. Barnhouse Co.

Mel Bay Publications
Belwin-Mills/Cirone Publications
Boosey & Hawkes
ChoomBoonk

M. M. Cole Publishing Co.
Columbia Pictures Publications
Contemporary Music Project
Cortelu Publishing Company
Deschler Percussion Co.
Doboe Publications

Drum Center Publications
Drum Tracks

Drums & Percussion
European American Music
Graham Sound & Electronics
HaMar Percussion Pubs., Inc.
The Instrumentalist Co.

J- R, Publications
Kemper-Peters Publications

“A VERY FRESH APPROACH TO MUSIC”
—GEORGE SHEARING

TED PILTZECKER—VIBRAPHONE
JACK WILKINS—GUITAR
ANDY SIMPKINS—BASS

TED MOORE—DRUMS

AVAILABLE ON SEA BREEZE RECORDS ({$82027)

BY MAIL ORDER:

SPECIFY RECORD OR CASSETTE AND
ENCLOSE $7.50 PLUS'$1.50 SHIPPING TO:
TED PILTZECKER PRODUCTIONS

23 W, 85TH ST. SUITE 2A

NEW YORK, NY 10024
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Kendor Music

Joseph LaSpisa Music Publishing

Alphonse Leduc & Cie

Stanley Leonard Percussion Music

LaFemina Publishing

Les Editions Concept Neuf — New Concept
Publishing

Lone Wolfe Publishing

Ludwig Publishing Co.

Magnamusic — Baton, Inc.

Meredith Music Publications

Modern Drummer Publications

Music for Percussion

Musikverlag Zimmermann

My Productions

National Association of Jazz Educators

New Music West

Nexus

Nichols Music Publications

Percussion Enterprises, Inc.

Permus Publications

C. E Peters Corp.

Ted Piltzecker Productions

Joseph Porcaro

Theodore Presser Co.

Pro-Ra-Nata

Pustjens Percussion Products

Repercussion

Carl Rigoli Publications

Ed Saindon Enterprises

Seesaw Music Corp.

Southern Music Co.

Talamala

Ed Thigpen/Action Reaction

Time Zone Publications

Windsor Music Publications

Academic Institutions

Akrona, Clermont-Ferrand, FRANCE

Allegheny College, Meadville, PA

Aspen Music Festival, New York, NY

Berklee College of Music, Boston, MA

Birch Creek Music Center, Door County, WI

Brooklyn College Conservatory of Music,
Brooklyn, NY

California Institute of the Arts, Valencia, CA

Cameron University, Lawton, OK

Casper College Music Department, Casper, WY

Clarion University of Pennsylvania, Clarion, PA

The Cleveland Institute of Music, Cleveland, OH

Colorado State University, Fort Collins, CO

DePaul University, School of Music, Chicago, IL

Drummers Collective, New York, NY

Eastern Music Festival, Greensboro, NC

Florida State University, School of Music,
Tallahassee, FLL

Garfield Cadets Drum and Bugle Corps,
Garfield, NJ

Indiana University of Pennsylvania, Indiana, PA

Wilfrid Laurier University, Waterloo, ONT,
CANADA

Musicians Institute (PIT), Hollywood, CA

Naropa Institute, Boulder, CO

New Jersey School of Percussion, West Orange,

NJ

The New School of Music, Philadelphia, PA

Oberlin Conservatory, Oberlin, OH

University of Oklahoma, School of Music,
Norman, OK

University of Oregon, Eugene, OR

Peabody Institute, Baltimore, MD

San Francisco Conservatory of Music, San
Francisco, CA
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The Shepherd School of Music, Houston, TX

Temple University, School of Music, Philadelphia,
PA

Virginia Polytechnic Institute & State University,
Blacksburg, VA

Yale School of Music, New Haven, CT

Marimba Exchange / Continued from page 21

D-flat major scale, alternate sticking,
separated tasks for each hand, two octaves:

EbeeGb=Bi—D Ab
NN
Ab B—G—Br=D»

-\ \/

12. Improvise on each major scale; impro-
vise “trading 4s” with two scales.

(a) add accompaniments.

(b) change rhythms.

(c) employ various dynamics.

(d) employ larger interval leaps.

(e) add basic chord progression accom-
paniments (employ a friend or a tape) in var-
ying meters and styles, to scale practice,

(f) practice avoiding “tonic (1)” until the
end of the cadence.

(g) transfer major scale practice to modal
scale practice by playing scales in the tradi-
tional up/down pattern, but starting and
ending on other tones: 2/2, 3/3, 4/4, etc.

R =

Linda Pimentel
editor
Marimba Exchange

Membership in
Percussive Arts Society
brings you:
= contact with fellow
professionals of the
highest caliber
= excellent publications
that keep you informed
on your percussive interests
=one of the best annual

conventions anywhere

Encourage your friends
in percussion to join!

Percussive Arts Society
is dedicated to
the highest standards
of percussive teaching

Industry News / Continued from page 14

Ross Mallet Instruments, Inc. of Chip-
pewa Falls, WI, has added two new sym-
phonic chime models to its expanding prod-
uct line. The larger diameter, heavy-wall
chimes are designed to offer an improved
sound over standard-size concert chimes,
and to deliver the extra volume required in
the performance of certain literature by large
bands and percussion ensembles. Upon re-
quest, complete specifications will be pro-
vided by Hal Trommer, Trommer Marketing,
Inc., 2114 West Montrose Avenue, Chicago,
1L 60618.

Ross heavy-wall chimes

Masterplan Video Productions, 915 Bon-
neville Avenue, Sunnyvale, CA 94087, Noted
music educator and clinician Fred Sanford
has produced a marching percussion vid-
eotape series designed for developing rudi-
mental percussion techniques. A unique fea-
ture is an ensemble “play along” section on
each tape. Non-percussion music educators
can utilize these for improving their march-
ing band percussion sections. Further infor-
mation can be obtained from Masterplan
Video Productions.



WIN A FREE TRIP

TO PASIC 86, WASHINGTON, D.C.

OR A $1,000 SCHOLARSHIP
TOWARD YOUR PERCUSSION STUDIES

Percussive Arts Society International Convention, Washington, D.C.
November 6-9, 1986

Expenses Paid Include:
m Air fare from anywhere in the world

m First class room at the PASIC convention
hotel, the Capitol Hilton

m PASIC '86 Convention registration

m Two tickets to the Silver Anniversary Gala
Banquet

= One year complimentary membership

or

$1,000 scholarship toward percussion
studies

First Silver Anniversary Prize: Awarded automatically to the PAS member
who recruits the most new members by
August 31, 1986.

Second Silver Anniversary Prize: Awarded by drawing. Each member will
have one chance entered in the drawing for
every fivenew members recruited by
August 31, 1986. (Ten new members = two
chances, etc.)

COPY THE APPLICATION BLANKS ON THE REVERSE SIDE.

Be sure your PAS index number appears on all recruited member applications. Print clearly your
index number (listed on the top line of your mailing labels) in the upper right hand corner of each
application. Questions? Call PAS at (217) 367-4098.

January 1986 /85



Percussive Arts Society
APPLICATION FOR MEMBERSHIP Recruiter’s Index No.

Print Name

Street

City/State/Province

Country/ZIP/Postal Code

CHECK MEMBERSHIP LEVEL:
[J Annual Membership $20 Canada/Mexico add $3., other International members add $5.
{3 Student Membership $15 Payment must be in US currency, by US bank draft, or by international money order.
Return to: PAS, 214 W, Main St.,
Box 697, Urbana, IL 61801 Amount Enclosed $

Percussive Arts Society
APPLICATION FOR MEMBERSHIP Recruiter's Index No.

Print Name

Street

City/State/Province

Country/ZIP/Postal Code

CHECK MEMBERSHIP LEVEL:
[ Annual Membership $20 Canada/Mexico add $3., other International members add $5.
[ Student Membership $15 Payment must be in US currency, by US bank draft, or by international money order.

Return to: PAS, 214 W, Main St.,
Box 697, Urbana, IL 61801 Amount Enclosed $
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Percussive Arts-Society
APPLICATION FOR MEMBERSHIP Recruiter’s Index No.

Print Name

Street

City/State/Province

Country/ZIP/Postal Code

CHECK MEMBERSHIP LEVEL:

[J Annual Membership $20 Canada/Mexico add $3., other International members add $5.

[ Student Membership $15 Payment must be in US currency, by US bank draft, or by international money order.
Return to: PAS, 214 W, Main St.,

Box 697, Urbana, IL 61801 Amount Enclosed $
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Percussive Arts Society
APPLICATION FOR MEMBERSHIP Recruiter’s Index No.

Print Name

Street

City/State/Province

Country/ZIP/Postal Code

CHECK MEMBERSHIP LEVEL:

{0 Annual Membership $20 Canada/Mexico add $3., other International members add $5.
[] Student Membership $15 Payment must be in US currency, by US bank draft, or by international money order.
Return to: PAS, 214 W. Main St.,

Box 697, Urbana, IL 61801 Amount Enclosed $
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Percussive Arts Society

1986 Hall of Fame Calendar

Only $4.00 each, plus $1.00 for postage and handling.

Help celebrate the 25th Anniversary of PAS by
purchasing a special edition 1986 silver-covered,
spiral-bound Hall of Fame Calendar. Contents
include rare photos and birthdates of PAS Hall of
Fame members, a brief history of PAS, and more
than 150 birthdates of percussion composers.

A great source for program information. Proceeds
will go toward the PAS Endowment. The goal is
$100,000. We need your help. Buy a calendar for
yourself and give them to fellow percussionists. A
perfect gift!

» *
AS a glft, please send calendar(s) to: AS a glft, please send calendar(s) to:
Print Name Print Name
Street Street
City/State/Province City/State/Province
Country/ZIP/Postal Code Country/ZIP/Postal Code
Gift card should read as follows: Gift card should read as follows:
Signpd Signed
*
AS a glft, please send calendar(s) to: Please send ME calendar(s) at $5.00 each
(includes postage and handling):
Print Name
Print Name
Street
Street
City/State/Province
City/State/Province

Country/ZIP/Postal Code

Gift card should read as follows:

Signed

Country/ZIP/Postal Code

Complete order form and mail with remittance to:
Percussive Arts Society / 214 West Main Street /Urbana IL 61801

Total (number of calendars at $5.00 each)
Illinois residents add 6% tax
Total enclosed US $
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Percussive Arts Society

BALANCE SHEET
As of May 31, 1985
ASSETS
CURRENT ASSETS:
Cash'inBankandonHold ..........coovoiiiviiiinnt, $ 49599
Cash—PASIC ... ittt 546,40
Endowment/Savings ACCOUNE .. ...cevnrrnnrrennnrenans 27,897.70
Inventory .......ooviiiiiiiiiiinia it 367.94
AccountsReceivable. ...l 20,000.00
Total Curment ASSetS . ... vvvvvriirennnnrsineiaernnss 50,960.33
FIXED ASSETS:
OfficeFurniture .........cvviiiiiiiiinrereninnenns 3,300.85
Equipment .......oiiiiiii it 23,276.08
Leasehold Improvements . ......vvvueiennieneiiiiinn.ns 539.88
27,125.81
Less: Accumulated Depreciation .......c.ooovvvvieiinnn. (9,218.95)
Total Fixed Assets .......coivieiiiiiiniieieiianna. 17,906.86
TOTALASSETS . ciiviiiieiii i iieine s $68,867.19
LIABILITIES
CURRENT LIABILITIES:
AccountsPayable ..........ccoiiiiiiiiiii i 52,189.46
Payroll Taxes Payable ............ccvinviniiiiat, 478.94
Total Current Liabilities . . ... voveveviinnennannnen 52,668.40
Total Liabilities . . . ...vvv v i iiiisiiiiinienae 52,688.40
FUND BALANCE:
FundBalance ........oiviiniiiiinnnirinneennnnaanns 16,198.79
TOTAL LIABILITIES AND FUND BALANCE ..... $68,867.19

Statement of Ownership, Management, and
Monthly Circulation of

Percussive Notes

OWNER: Percussive Arts Society, Inc.
PUBLISHER: Percussive Arts Society, Inc.
EDITORS: Robert Schietroma and Jean Charles Frangois
MANAGING EDITOR: Susan Parisi
HEADQUARTERS OF PUBLISHER & PUBLICATION
214 West Main Street, Box 697, Urbana, Illinois 61801-0697

CIRCULATION: Average No. Copies Single Issue
eachissue during nearest
preceding 12 months filingdate
A.TOTAL COPIES PRINTED (Net press run) 5,638 5,500
B. PAID CIRCULATION
1. Sales through dealers, etc. none none
2. Mail subscriptions 4,897 4,815
C. TOTAL PAID CIRCULATION 4,897 4,773
D. FREEDISTRIBUTION 42 42
E. TOTAL DISTRIBUTION (Sumof C& D) 4,939 4,815
E COPIESNOTDISTRIBUTED 699 685
1. Office use, left over; etc. 699 685
2. Return from News Agents none none
G.TOTAL (Sumof E,Fland 2) 5,638 5,500

Thomas Siwe, PRESIDENT & TREASURER

13th Annual Percussion
Composition Contest 85/86
Solo Percussion with Percussion Ensemble

The Percussive Arts Society sponsors an annual competition to encourage and reward those who create music

for percussion instruments.

1985-86 Competition Category: Solo percussion, with Percussion
Ensemble (six or more players).

Prizes: The winning composition will receive $1,000. Second place
$500; third place $300.

Competition Details: Restrictions — Previously commissioned or
published works may not be entered. Difficulty, specific
instrumentation, and form are left to the composer’s discretion.
Work may feature any percussion instrument, e.g. timpani,
marimba, drum set, or combination of percussion instruments
playable by one percussionist. The accompanying percussion
ensemble must utilize at least six players.

Required Material- Clean, neat manuscript, score form
(composer’s name may appear, but it will be deleted for judging
purposes.) All entry copies become the property of PAS.

Entry Fee— $20.00 per score (non-returnable), to be enclosed with
entry. Make checks payable to the Percussive Arts Society.
Deadline — All entries must be received before June 1, 1986.

Send to: Percussive Arts Society, Box 697, Urbana, IL 61801, USA.
Adjudicators — Warren Benson, George Crumb, Michael Udow
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Remo, ino. 12804 RBaymer 51, Marth Holywood, CA 91805

Find out why they're playing Amearca's
hottest new acoustic drumsels...
and why you should be, too!

Sand in a copy of thig ad, 34 and your gize 1or 38 value Remo T-ghin, Limit 1 per ad,






