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President's 
John Beck 

Report 

PAS By-Law Changes 
The following are amendments to the PAS 
by-laws incorporated at the 1986 PAS Board 
of Directors meeting at PA8IC '86, 
Washington, D.C. 

Future membership on the PA8 Board of 
Directors will be limited to four consecu- 
tive terms, assuming re-election after each 
two-year term. 

Members having served four consecutive 
terms will not be eligible to serve again for 
two years. 
Board membership will be limited to only 
one fulltime employee from any single 
corporate entity, e.g., company, school, etc. 

These amendments were instituted to 
increase the opportunities for interested 
professionals to join the PAS Board of 
Directors, and to prevent any faction from 
dominating the board. Copies of the current 
by-laws are available to PA$ members. Please 
write By-laws, PA8, Box 697, Urbana, IL 
618O1. 

Nominations for 
Board of Directors 
I£you would like to serve on the PAS Board 
of Directors or know of someone who should 
be considered, please send your recommen- 
dation to John Beck, % PAS, 214 W. Main, 
Urbana, IL 61801. 

It is my intention to have a message for you 
in each edition of Percussive Notes. When I 
became president, I spoke to Jim Lambert, 
the editor of Percussive Notes, and expressed 
this desire. He was as enthusiastic about the 
idea as I was. Now reality has set in: it is 
February 7, 1987, and I am writing a message 
that will appear in the July issue of the 
magazine. What do I say now that will make 
sense to you regarding PAS in July? I have 
been president for a little over a month, 
PASIC '86 is behind us, three months from 
July we will be attending PASIC '87 in St. 
Louis, and in the meantime February, March, 
April, May, and June will have passed. 

Let me reflect on activities since February. 
The International Office, with David Via as 
administrative manager, is constantly proces- 
sing renewal and new memberships, solicit- 
ing advertisements for Percussive Notes, 
producing the newsletter, advising the next 
PASIC host on matters of importance 
regarding the convention, and in general 

We have a 
large stock of 

Musser 
Instruments 
a n d  M a l l e t s  
a t  t h e  
lowest prices 
anywhere, 

Write or call for 
a price quotation. 

Steve Weiss Music 
1352 Wagner Avenue 
P.O. Box 20885 
Philadelphia, PA 19141 
215/329-1637 or 324-4355 

taking care of PAS business. The officers are 
also busy with their respective jobs - first 
vice president Robert Schietroma, with the 
PAS committees, second vice president 
Garwood Whaley with the PAS chapters, 
secretary Randy Eyles with secretarial duties 
and responsibilities of the PAS contests, and 
treasurer Vie Firth with financial matters. My 
tasks are similar to that of a first percussionist 
of a symphony orchestra: I organize the 
section for the first rehearsal, delegate 
responsibilites, see that they are carried out, 
and in the meantime play a part mysel£ If  
something goes wrong, I am held responsible 
and must correct the problem. 

PAS is llke a symphony orchestra. When 
all the parts are played well, they produce 
beautiful music. As members of PA8 you 
also have a responsibility to keep up your 
membership, gather new members, help 
organize Days of Percussion, and be part of 
the symphony orchestra. Let's all work 
together to produce a beautiful sound - PAS. 

~g;a~J.J. ] t J U I I .  ~ ' ~ k J U  J,I,W. ~JAAC, a . J ~ . .  ¢,~AJ.~.~ 

I n  T u n e !  
• Retuning • Replating 
• Repairing • Refinishing 

• Replacement 

• Xylophones • Marimbas 
• Vibraphones • Celestas 
• Glockenspiels 

Tuner for the great orchestras and 
universities of North America 

Quick sertqce at  reasonable rates 

F A L L  C R E E K  
Bill Youhass, 

(716) 5,542,011 ( 
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Val and Venus Eddy Contribute 
$10,000 to the PAS Endowment 
PAS is pleased to announce the contribution 
of $10,000 to the Endowment Fund by 
member Val Eddy and his wife Venus. A 
special scholarship has been established by 
PAS in their names that will enable students 
to attend future PASICs. An avid percussion 
enthusiast, Val Eddy can be seen in atten- 
dance at every PASIC. His musical career 
dates back to his high school days in 
Cuyahoga Falls, Ohio, and college at Ohio 
State University, where he did a weekly 
broadcast and played in the marching band. 
He attended the Navy School of Music, 
played with a band u.nit on the U.S.S. 
California, and with the U.S. Naval Academy 
Band in Annapolis, Maryland. He graduated 
from the New York University School of 
Commerce. 

Val Eddy spent many years playing clubs 
and theatres throughout the U.S. and 
Canada. He was a winner on the Arthur 
Godfrey Talent Scout Program and made 
numerous guest appearances on TV shows in 
both New York City and Montreal. Val Eddy 
was a realtor in Spring Valley, California, for 
twenty years before returning to his music in 
recent years. In 1980 he performed a benefit 
concert at the East County Performing Arts 
Center in E1 Cajun and has done "mini" 
concerts for many groups. 

PAS extends its sincere thanks to Val and 
Venus Eddy in helping secure the financial 
future of our society. 

Val and Venus Eddy 

PAS 
Endowment Roll of Honor 

The following levels of contributions have been established: 

Benefactor, $I0,000 or more; Patron, $5,000-9,900; Donor, $2,500-4,900; Sponsor, $250-2,400; Friends of PAS, $25 or more 

William F. Ludwig, Jr. 
Armand Zildjian 

Benefactors 

Val and Venus Eddy 

Remo, Inc. 
Colwell Systems, Inc. 

Ludwig Industries 
Patron 

Yamaha International 

Sponsors 

Drums LtdJ~ank's Drum Shop 

Thomas Gauger 

Kori Percussion-USA/Custom Music Company 

Steven Ross and Associates 

Mr. and Mrs. Jack McKenzie 

Jim Petercsak 

Thomas Siwe 
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Marching Percussion 

Introduction 
Rich Holly 

Percussionists throughout the world have been marching at various 
events for centuries. Evidence shows that, as early as the sixth 
century B.C., Persians were utilizing drums strapped around the 
performer's shoulder. Persians were also well known for being 
militarily involved, and consequently may have been the first to use 
drums for marching. The history of marching percussion from that 
era forward is quite colorful and enlightening. Not only have 
marching drums been used for military purposes, but for popular 
and dance music as well. Of  course, there are many instances of 
marching percussion which many of us tend to forget. Most 
significant of these may be the samba bands in Brazil; salsa bands in 
New York City, Miami, and Puerto Rico; and funeral bands in New 
Orleans. There may be those of us who dismiss marching percus- 
sion as a field activity in which we don't have the time or inclination 
to get involved. Yet marching percussion is in fact a rich and diverse 
percussion art that has promoted percussion performance 
throughout the ages. 

In North America, and now spreading to other parts of the world, 
the term "marching percussion" today connotes an assemblage of 
performers like that found in a modern-day drum and bugle corps. 
Even those band directors who have avoided converting their 
groups to corps-style must admit that the drum corps actMties and 
quest for technology have bettered the equipment and available 
instruction for marching percussion sections. Long gone are the 
days of strictly rudimental drumming. Today's marching percussion 

a a 1 * , . I . , t  • 1 t ' -  1 "  

I find that there is much to be learned from the tireless connois- 
seurs of marching percussion. While we all have our techniques and 
tricks that make us successful performers in various styles, no one 
has the time to try every possible technique or put into use the 
numerous teaching philosophies to be found. Fortunately for all 
percussionists, there are extremely dedicated instructors and 
students who spend thousands of hours each year trying to upgrade 
their performance abilities. What a marvelous opportunity for the 
rest of us to try their most successful results in our own playing and 
teaching without having to work for days to produce our own 
details! 

This issues feature articles are by some of the world's most 
respected composers and instructors in contemporary marching 
percussion. Each has to his credit the experience of instructing 
world-championship-calibre drum corps and marching bands. 
Thom Hannum discusses basics of stroke production that he has 
developed and put into use with the Garfield Cadets. Jim Campbell 
presents an easy-to-understand and musically sensitive approach to 
arranging. Will Rapp has compiled many of the most popular 
visual effects and explains some of those more frequently used 
today and the basic visuals to us. This issues feature concludes with 
Ward Durrett's article on instrument care - one subject about 
which we can all learn more and easily apply in our daily routines. 
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Marching Percussion 

Basic Strokes 
for Technical 
Development 
Thorn Hannum 

There are four basic stroke types used by most percussionists: 
legato, staccato, accent height versus tap height, and grace note. 
Each stroke has certain physical and visual characteristics which 
help distinguish one from the other. 

Regardless of  which stroke is used there are a few considerations 
that must be closely monitored by the instructor and director. 

1. Grip maintenance - Constantly reinforce all guidelines for 
proper grip maintenance. 

2. Path of  the stick~mallet - Straight up and down. Eliminate any 
circular or slicing motions. 

3. Bead moves first (not arm or forearm) - All stick motion is 
initiated from the bead. For now, avoid elevating the arm or 
forearm. When the process is done correctly the following can be 
observed: either hand (matched gr ip ) -  an obvious bending in the 
crook of the wrist; left hand (traditional grip) - a pivot action of 
rotating the hand, wrist, and forearm. 

4. Height of  rise consistency - Concentrate on duplicating the exact 
height of each and every upstroke. Use a minimum of 12 inches. 

5. Control of the opposite stick/mallet - I f  the right hand is playing, 
the left must remain in the starting position. The  converse is also 
t r u e .  

All the exercises in the following section are designed to teach 
the basic qualities of  each stroke. Move on when the students 
display an acceptable level of  proficiency in each area. Remember, a 
thorough understanding of these fundamentals is essential for 
continued advancement. 

Legato Stroke 
The legato stroke derives its name from the smooth, connected 
motion of the stick or mallet, not the sound it produces. Its primary 
function is to teach student percussionists how to relax while 
moving the stick or mallet. Therefore, this stroke should be 
introduced first. 

An important characteristic of  the legato stroke is the "natural 
rebound" which occurs immediately after a stick or mallet makes 
contact with the drum head. The performer needs to develop a feel 
for this rebound to sustain relaxation during extended periods of  
playing. Also, utilizing the natural rebound enables students to play 
at faster tempos. The legato stroke is excellent for cymbal ride 
technique. 

*This article is adapted from Thorn Hannum and Robert Morrison, 
Championship Concepts for Marching Percussion: The Garfield Cadets' 
Innovative Approach (Milwaukee: Hal Leonard Publishing Corpora- 
tion), 1986. 

1. Relaxation - T h e  basis of  all good drumming begins with 
relaxation of the fingers, then hands, up through the wrists, and 
into the forearms. Always maintain the natural curve of  the hand 
when playing. 

2. One motion - Once put in motion, the stick or mallet never 
stops. Common tendencies are to interrupt the flow of the 
implement at one of the following check points: 

a. the peak of the upstroke 
b. immediately following contact with the playing surface 
c. at some location between these two 

3. Equal timing of the rise and f a l l - T h e  amount of time it takes to 
complete the upstroke should be duplicated for the downstroke. 
The result is a continuous flow of the stick or mallet, similar to 
bouncing a ball. 

4. Controlled rebound - The implement is allowed to rebound 
after surface contact but at a rate of  speed equivalent to the time 
elapsed in completing the downstroke. 
Note: The instructor and director should monitor extreme 
relaxation of the fingers and thumb since this will result in a loss 
of  control. 

Exercises 1-3 will help in the development of  this stroke. Take 
No. I and No. 2 slowly at first, ,J = 60, then gradually accelerate to 
J = 184. Remain relaxed from beginning to end. No. 3 should start 
at ~ = 80 and gradually accelerate to J = 132. Again, remain 
relaxed. 

Staccato Stroke 
When used appropriately the staccato stroke will improve the 
performer's quality of  sound and provide a means for accenting. 
Since the intensity of  this stroke is greater than a legato stroke it is 
useful for playing at louder volume levels. The staccato stroke 
derives its name from the short, quick motion of the stick or mallet, 
not the sound it produces. Most general purpose playing incorpo- 
rates the staccato approach. 

1. Force vs. relaxation - There is an element of  force in the 
staccato approach that is not apparent in the legato stroke. 

2. Wrist  andfinger s n a p -  At the last instant of  the downstroke the 
student should conclude with a snap of  the wrist and fingers. 

3. Rebound - After surface contact the implement stops as close 
to the playing surface as possible - the starting position. This 
virtually eliminates any natural rebound of the stick or mallet. 
The wrist and fingers act as a shock absorbing device. Be careful 
not to stop the implement at the peak of the upstroke. 

4. Equal timing of the rise and fall - Compared to a legato stroke, 
the elapsed time of an upstroke and downstroke is much quicker 
in the staccato approach. To measure the difference, elevate the 
bead of the stick or mallet to 12 inches above the playing surface. 

6 / Percussive Notes 



Now snap down and stop the stick in the starting position just 
above the playing surface. The amount of  time for the down- 
stroke should be equalled for the upstroke. 
Note: The instructor and director should monitor extreme 
squeezing or pinching at the "pressure points: This will result in 
tension and prevent acceleration to faster tempos. 

To help develop the staccato stroke, use exercises 4 and 5. No. 4 
should start at,J = 48 andgraduaUy accelerate to ,I = 144. Snap the 
wrist and fingers at the end of each stroke. No. 5 begins at ,I = 80 
and gradually accelerates to , / =  152. 

Accent Height vs. Tap Height 
Two notes are played in the accent height versus tap height 
approach. For now the accented note is 12 inches high and the tap 
is always 3 inches. Later the height of  the accented note will change 
according to the dynamic marking. Use the feel of  a staccato stroke 
when playing an accented pattern. As tempos increase the 
performer may need to loosen the grip slightly. 

1. Controlled rebound-The stick or mallet rebounds to a height of  
3 inches after the accented note. Then the student plays a 3" tap 
and creates an upstroke to the designated accent level. 

2. Equal timing of the two notes - T h e  amount of time it takes the 
stick or mallet to travel from the peak of the upstroke (12"), make 
contact, and return to the tap height (3") should be equalled 
when the implement restrikes the playing surface and is lifted 
back to the accent height (12"). 

In order to accelerate to faster tempos the performer must feel as if 
the individual motions of  the accent and tap notes blend to form 
one motion. This is strictly a "feel" consideration but important to 
achieve. 

Note: The instructor and director should monitor e x t r e m e  

relaxation or pressure of  the fingers and thumb since this will cause 
a loss of  control or tension build up respectively. 

Exercises 6-8 are designed for developing this stroke. No. 6 
should begin at J = 72. Strive for consistency of accent and tap 
heights. Gradually accelerate to J = 184. Begin No. 7 at J = 96 and 

gradually accelerate to ,J = 152. Make sure the tap after the accented 
note is at 3". No. 8 starts at J = 96 and accelerates to ,I -- 176. 
Balance the accents from hand to hand. 

Grace Note 
Grace notes in marching percussion are used primarily to execute 
flams. As a general rule grace notes should be played at 1½" with a 
staccato feel. Softer volumes may require a lower height, whereas 
faster tempos and dense flare patterns may necessitate grace notes 
higher than 1½". As the performer gains experience he will know 
when to adjust the level of  the grace note. 

Exercise 9 and 10 will strengthen this concept. Play No. 9 at J = 
128. Make sure both sticks remain in the starting position until the 
instant before the attack (there is no preparation motion for flams). 
Use a staccato stroke for the primary note and the grace note. To 
create a tight fl~tm sound, keep the spacing of the grace note as close 
as possible to the primary note without creating a flat flam. Flat 
flams result when the grace note and primary note are played 
simultaneousl3n Exercise No. 10 is also at , / =  128. Make sure the 
grace notes are 3 inches. Strive for a tight flam sound. 

Diligent practice and warm-ups of such exercises and concepts 
will not only result in more consistency throughout the percussion 
section, but in a more successful and enjoyable performance 
experience for all. 

Thorn Hannum is the percussion program director and arranger for the 
Garfield Cadets, the 1983, 1984, and 1985 DCI World Champions. In 
addition, he is currently the assistant marching band director at the 
University of Massachusetts, Amherst, where he received a master of 
music degree. Hannum is a clinician and endorser for the Avedis 
Zildjian Company and Pearl International, and on the arranging staff 
for Columbia Pictures Publications. He is the author, with Robert 
Morrison, of Championship Concepts for Marching Percussion: 
The Garfield Cadets' Innovative Approach (Milwaukee: Hal 
Leonard Publishing Corporation), 1986. 
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Marching Percussion 

Developing 
an Effective 
Marching Percussion 
Arrangement 
James Campbell 

The primary goal of an arranger is to effectively communicate 
music to an audience. Quite simply, the marching percussion 
arranger must completely understand the character, direction, and 
resolution points in the music being arranged. The first step 
towards an effective marching percussion arrangement is to analyze 
the wind score from which you are working. 

Read through the wind score several times as you listen to a 
recording of it. Become familiar with the phrasing structure and 
major sections of the score. Use a colored pen to draw vertical bar 
lines in the score to draw attention to the logically separate large 
sections or phrases in the music. These sections may be obvious 
because of changes in instrumentation, dynamics, tempos, tonality, 
and mood. Identify any smaller units inside these major sections 
with lines drawn from a different colored pen. Learn the voicing, 
direction, and character of the melody, counterpoint, and harmonic 
support as you separate into smaller phrases. A complete harmonic 
analysis of the wind score will be helpful in writing keyboard 
percussion and timpani parts. 

Once the phrases have beer~ identified you will need to set up a 
production sheet that will list the phrases and the'tr content in 
chronological order. The production sheet will not only help you to 
organize your musical thoughts, but will aid the visual designer in 
the proper staging and design of the marching percussion ensemble 
based on your scoring. Transfer musical details from the wind score 

to the production sheet. List the number of counts, tempo, 
dynamics, mood, lead voice, secondary voice, and orchestration of 
each phrase based on your analysis. When this has been completed 
for every phrase in the entire wind score you can begin to sketch 
percussion scoring ideas. 

Listen to your recording gain, a few more times, and follow 
along with your production sheet. Write down any ideas you may 
have for scoring each particular phrase in the "percussion scoring" 
column on the production sheet. This will help you organize your 
percussion ideas before you actually begin to write them on score 
paper. Consider more than one possibility for percussion accom- 
paniment to each phrase of the wind score. Your ear and musical 
taste will help you to decide on the percussion voicing that will 
blend or contrast with its correlated wind voicing. The production 
sheet is also helpful in determining your specific instrumentation, 
especially in the front ensemble or pit section. Example I illustrates 
a production sheet. 

Doing the physical lay-out of the percussion score is the next 
step. Set up the score to include space for all instruments. Include 
all barlines, time signatures, key signatures, tempo indications, and 
rehearsal numbers. Use your production sheet as a reference and 
begin to write motives or phrases in your score. You may begin with 
any voice at any place in the score. Don't feel you have to start at the 
beginning. Start by notating your strongest and most complete 
musical ideas. 

Example I 
O ~ener 

Counts Tempo Dynamics Mood Lead Secondary Orchestration Percussion 
voice voice scoring 

16 ~ = 100 ff majestic 1st trumpet 

8 ~ = 132 m f  bright 

32 

16 

J = 1 3 2  

132 m f / s o l o  f 

aggressive 

aggressive 

trumpet & 
clarinet 

alto sax solo 

brass only  

tacet, transition 

unison accents 

"pi t"  only  mallets and timpani 

trombone tutti snares on cymbal ride 
8th note bass drum groove 

woodwinds  o n  ride cymbal continue 
rhythmic accompaniment quad-tom "fills" / no bass drum 
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An arranger has many choices available in deciding the percus- 
sion accompaniment to a particular instrumental voice. There are 
three basic options in traditional percussion scoring. 

1) One percussion instrument may enhance the lead voice while 
the rest of the percussion ensemble provides support to 
accompaniment or tacets. Instruments tend to reinforce best 
with other instruments in their own pitch range or voice register. 
Two voices written more than an octave apart or in wide registers 
will generally weaken the support of each other (see Example 2). 

2) Two or more percussion instruments of the same register can 
enhance the lead voice. The melodic line may be simply 
"doubled" by percussion, or voices of the same register can 
overlap and trade rhythms while they reinforce the lead voice 
(see Example 3). 

3) Two or more percussion instruments of adjacent registers can 
enhance the lead voice. Here a melodic line is reinforced at an 
octave interval or by non-pitched percussion instruments in an 
adjacent register. This voicing is more effective when the distance 
is "outside" the melodic line. Therefore, a soprano voice is 
reinforced from above while a bass voice is reinforced from 
below (see Examples 4 and 5). 
These three basic options are the same if you are reinforcing a 

lead voice, secondary voice, or other musical element. It becomes 
much more complex when two or more melodic or rhythmic lines 
are being reinforced at the same time. Traditional percussion 
scoring utilizes thin texture in the lower voices of the ensemble and 

a thicker texture in the upper voices. For example: the busiest 
musical patterns are more effective in snare drum and high pitched 
multi-tom voices. Likewise, upper voices tend to interact well when 
they are written in counterpoint. Scoring with a lot of interaction in 
lower voices tends to sound "muddy. ~ Rhythmic direction and flow 
can be obscured when the lower voices are overwritten. Avoid 
complex rhythmic patterns between bass drums, timpani, and 
lower multi-tom pitches. It is important to use unison bass drum 
patterns only when strength is required because the unisons will 
distract from the melodic movement of the phrase (see Example 6). 

Most marching percussion arrangements are based on composi- 
tions borrowed from other musical idioms. Orchestral, concert 
band, jazz, rock, and popular music have all become viable sources 
for field presentations. The goal is to make your percussion 
arrangement sound as though the music could not be played more 
effectively by anyone else, as though the music was originally 
written for your marching percussion ensemble. This focus will 
effectively communicate your music to the audience. 

James Campbell is a veteran clinician throughout the U.,.q. and 
Canada in the development of the contemporary marching percussion 
ensemble. He is currently the percussion instructor of the internationally 
renowned Cavaliers Drum ~ Bugle Corps and professor of percussion at 
the University of Kentucky. He has performed at the Oregon Bach 
Festival, The International Society of Music Education World 
Conference, and Percussive Arts Society International Convention. 

Example 2 

Helody 

q u l d ' +  :, i - :  + -~ 2 " : j 

'q';5+ J m ~ ~ ,_ r 

Example 3 

}~r iaba  ~ ~ + 

LJ 

,+,.,,d-T--. ii ~ '~ +' . . . . .  . 

Example 4 

Octave above melody Helody 

Register  above melody Vibes 

Same r e g i s t e r  as ~elody Triangle 

Snare 

Relu~orcellen~ fro~ Ibove: 

. f , -  

~ '~  ' ~  L ~ L [ 

r'-I ~'I" 

. .. ~ - - - ~ ,  

Example 5 

Helody 

Uni lon  with melody Harimba 

Octave below melody Timpaut 

~ame r e g i s t e r  as  melody ~ass Drums 

Example 6 

Snare 

quad-Tms 

]Szss d ~ M  

Timpani 

Reinforcemen~ £rou belcna: 

~t i i 

= :  +7 i 

T 7 i r, 

Uppe~ voices inter~c~ v e i l :  

Lower vo ices  do noc £nterac¢ v e i l :  

? ; [ " + L  -' ~ " 

10 / Percussive Notes Marching Percussion / Effective Arrangement 



Marching Percussion 

Marching 
Percussion Visuals 
Will Rapp 

There is general fascination with instruction in the area of visual 
effects. This is interesting to observe, especially since educators have 
a limited amount of time to digest the wealth of materials currently 
available in the marching percussion idiom. Having a successful 
marching percussion program does not necessarily mean having to 
incorporate visuals into performance. Still many percussionists 
think that the drum line making a commitment to utilize visual 
effects will ofter~ develop a higher level of professionalism and that 
this will have a positive effect on the music itself. For those 
percussion sections on the verge of deciding to become a "visual 
drum line; it needs to be emphasized that, in many cases, 
successfully developing a visual effect will take as much time as 
learning the same amount of new music. Keys to success with the 
effects include understanding the visual, incorporating repetition, 
and maintaining patience. 

By the very nature of the art, drumming is quite visually oriented. 
While it is difficult for non-musicians to understand the process of 
sound production on a wind or brass instrument, it is much easier 
for them to understand it on a percussion instrument because they 
can see how it is accomplished. Thus, a certain amount of thought 
and energy must be channeled into how the percussionist moves 
the sticks and mallets to the instruments, and how movement from 
one instrument to another is accomplished for a successful 
performance. The addition of visual effects introduces an element 
of choreography into drumming, adding still another dimension to 
the performance. 

One basic problem in teaching visual effects is that a standardiza- 
tion of terminology does not exist. After consultation with several 
individuals in the marching percussion field, some of whom worked 
with me in the preparation of this text, I have come up with general 
names for certain effects in order to more effectively describe and 
present material suitable for instruction. For purposes of presenta- 
tion and instruction, then, visual effects have been divided into five 
different categories: 

Visual Categories 
1. Musical Visuals These are effects notated as a part of the 
musical score, and include backsticking, tap sticking, fake notes, 
stick on stick, and drum to drum effects, as well as any twirls, flips, 
or exchanges designed to be performed as a part of the musical 
phrase. This category also includes visuals executed within four 
counts, providing that the use of the visual is prompted by the 
musical line. 

2. Static Visuals Represented here are effects used to fill in 
successive measures of rest and designed as supporting choreog- 

*This article was adapted from The Visual Drum Line by Will Rapp, 
published by Jenson Publications, Box 248, New Berlin, WI. 

raphy to the entire production. While these effects should be 
harmonious with the score, their inclusion may be based on the 
number of counts oftacet time available. These visuals are generally 
performed in unison by the entire segment and are comprised of 
larger motions than the musical visuals. 

3. Sequential Visuals Sequential visuals indicate effects which, 
although quite simple, gain their effectiveness through a "down the 
line" or sequential repetition. They are usually timed in an 
eighth-note sequence, although A-B variations where the line 
divides are also common. While it is always the intent to match the 
visual with the music, sequential visuals are strong enough to stand 
on their own and are not necessarily dictated by the musical phrase. 

4. Expressive Visuals Effects involving body or instrument 
movement as an interpretation of the musical performance come 
under this category. Due to the nature of the movement and the use 
of the body, these visuals are generally the most pronounced of the 
previous categories. 

5. Marching Visuals These designate creative marching and 
maneuvering that is applied to the drum line staging to produce 
impact on the largest scale throughout each segment of the 
ensemble. Marching visuals are among the most dramatic ofaU 
visual effects. 

What follows is a more detailed discussion of some of the devices in 
some of the categories. 

STATIC VISUALS 
As the category of static visuals relates to choreography and these 
movements are generally much larger in their size and scope than 
the musical visuals, I have attached some descriptive titles to these 
effects in the hope that they will be easier to identify and recall. 

A. Under the Arm Stick Exchange 
As the name implies, this effect involves exchanging the sticks to 
the opposite hands. The left stick is placed under the left arm, the 
left hand is free to grasp the right stick, and the right hand can then 
remove the stick from under the left arm. This is a 4-count 
maneuver that can follow a stroke played on count 1. 

Execution: 1. Begin with sticks in playing position. 
2. Count 1: Play the release stroke of the rhythmic 

pattern preceding this visual. 
3. Count 2: Place left stick under left arm (Figure 

la). 
4. Count 3: Exchange stick from right to left hand 

(Figure lb). 
5. Count 3 + : Right hand grasps stick under left 

arm (Figure ic). 
6. Count 4: Right hand brings stick back to playing 

position (Figure ld). 
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l a  l b  l c  l d  

B. The Arm Wrestler 
This 4-count stick exchange uses the elbow joint of the arms to hold 
the sticks while the exchange from hand to hand is executed. 

Execution: 1. Begin with sticks in playing position. 
2. Count 1: Place right stick into left elbow joint 

about one third of the way back from the tip (Figure 2a). 
3. Count 2: Release right stick and place left stick 

into right elbow joint (Figure 2b). 
4. Count 3: Release left stick (at this point, both 

sticks are being held in the elbow joints only) and in one continuous 
motion, bring the left hand up and the right hand down until the 
right hand grasps its original stick from the left elbow joint. The  

movement of the butt ends of the sticks will follow the movement of 
the hands (Figure 2c). 

5. Count 4: Remove the right stick from the left 
elbow and in one continuous motion, bring the right stick up and 
the left hand down until the hand grasps its original stick from the 
right elbow (Fig. 2d). 

Execution Summary: 
Count 1: Right stick into left elbow. 
Count 2: Left stick into right elbow. 
Count 3: Regrasp right stick and remove. 
Count 4: Regrasp left stick and remove. 

2a 2b 2c 2d 

C. The Windshield Wiper 
This 4-count visual is executed with the right hand. After the sticks 
are raised to a vertical position, they are moved quickly to the left 
and then back to the right. The left stick is positioned inside of the 
right stick so that it falls out to the right to form a 90-degree angle 
with the right stick. As the two sticks are brought back to the right, 
the left stick "closes," resembling a windshield wiper effect. 

Execution: 1. Begin with sticks in basic carriage position. 
2. Count 1: Raise both sticks in the right hand 

to a vertical position, slightly to the outside of the right shoulder 
(Figure 3a). 

3. Count 2: Move sticks approximately 12" to the 
center of the body and allow the inside stick to fall to a horizontal 
position (Figure 3b). Note that the thumb holds the inside stick 
directly behind the tip for control. 

4. Count 3: Move sticks back to original position. 
This movement will help to close the inside stick back to the 
vertical position (Figure 3c). 

5. Count 4: Snap sticks back down to basic carriage 
position (Figure 3d) and out into playing position. 

3a 3b 3c 3d 
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D. Now You See It, Now You Don't 
This is a variation of the windshield wiper during which the stick 
that is dropped to the horizontal position is then released by the 
thumb and caught with the left hand. 

Execution: 1. Begin with sticks in basic carriage position. 
2. Count 1: Raise both sticks in the right hand to a 

vertical position, just to the outside of the right shoulder (Figure 4a). 
3. Count 2: Move both sticks approximately 12" to 

the center of the body and allow the inside stick to begin to fall into 
the horizontal position (Figure 4b). 

4. Count 3: Release the thumb grip of the horizontal 
stick and allow the stick to fall into the left hand (Fig. 4c). 

5. Count 4: Move both sticks into playing position 
(Figure 4d). Although this visual has been presented by the counts, 
the performer may wish to interpret the effect as one flowing 
motion, and may wish to execute the effect in less time. 

4a 4b 4c 4d 

SEQUENTIAL VISUALS 
The idea that simplicity with precision provides the greatest effect is 
perhaps the best method of describing sequential visuals. The 
individual movements are far less complicated than the static 
visuals as well as most of the musical visuals, but the attention to 
timing is so critical that these effects must be rehearsed to 
perfection. 

A. Sticks Out 
Most players take the motion of bringing the sticks out from the 
basic carriage position into playing position very lightly as this 
seems simple to execute. Assuming that everyone in the drumline is 
capable of this movement, "sticks out" can be transformed into an 
exciting sequential visual by executing the maneuver down the line. 

Execution: On a predetermined count the player on the end of 
the line brings the sticks out into playing position. As each eighth 
note count proceeds, the next player snaps out his sticks. As the eye 

is trained to read from left to right, it is best to execute this effect 
from left to right as the audience views the drumline. 

B. "The Reverse X" (Matched Grip) 
Although this visual is considered part of the static visual category, 
the effect when used sequentially makes this visual quite exciting. 
The Reverse "X" is formed by moving the sticks from playing 
position to a position where the hands cross at the wrists, thus 
allowing the sticks to cross in the middle. 

Execution: 1. Begin with sticks in playing position. 
2. On a predetermined count, cross the arms at the 

wrists, making sure that the closed palms face toward the player, 
allowing the sticks to cross. Bring the sticks back to playing position 
on the very next eight note count. 

3. The lead-offplayer should be at the right end of 
the line, which will permit the audience to read the visual from left 
to right (Figures 5a, 5b, 5c, 5d). 

5a 5b 

5c 5cI 
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E X P R E S S I V E  V I S U A L S  
With all the attention to the use of  the hands in percussion 
performance, one cannot overlook the importance of the use of  the 
body to aid in the visual enhancement of  the musical product. 
Expressive visuals are those effects which utilize body or instrument 
movement in order to achieve effectiveness. As progress is made 
from the musical, static, and sequential to the expressive visuals, it 
should be obvious that the visuals range from rather subtle 
movements to rather large body motions. 

A. "Lean Backs" - The  Crescendo Effect 
The most visual method of interpreting a gradual increase in the 
volume or intensity of  the sound is through a slight arching of  the 
back which will raise the angle of  the drums. With a little bit of  
monitored practice, the drumline can learn to execute this effect in 
unison as an ensemble and can use this basic movement to highlight 
a musical crescendo. The effect works especially well as a conclud- 
ing visual for the final build in a musical production number. 

If  the bass drums are staged in such a manner that the heads are 
facing the audience, then the segment may wish to tip the bass 
drums back during the crescendo, so as to better project the drum 
sound up into the stands. 

B. The  Wave 
Although the wave is used as a stick effect for the snare drumline as 
a sequential visual, this effect can also be adapted in a sequential 
fashion for both the snares and multi-toms using the instruments 
instead of the sticks. Beginning with the right side of  the line, each 
player in succession should begin the movement by first raising the 
right shoulder and then rolling it down as the left shoulder is lifted, 
and finally lowering the left shoulder in order to complete this 
visual. The effect will have to be practiced and monitored in order 
that the precise angles and the timing from instrument to instru- 
ment are properly established. 

C. Other Expressions 
There are literally scores of  gestures that can be applied as visual 
effects, and the relative simplicity of  these expressions is an 
important part of  the mood that is created by their use. Ideas such 
as pointing to a featured segment during a percussion interlude, the 
nodding of  the head on certain accented notes, puffing at the tips of  
the snare sticks after a"hot" lick, and using an exaggerated stroke on 
bass drum to "draw" the sound out during a ballad are just the 
beginning of a tong list of  these types of  effects. I have found that 
these expressions are often developed by the players in the 
ensemble as a result of  their work on the music and should be 
considered an extension of the creative process of  interpretation. 
This is a good area in which to encourage students to apply 
creatMty and develop some expressions of  their own. 

M A R C H I N G  V I S U A L S  
The final category of  visual effects combines marching and 
maneuvering with proper staging and visual presentation to 
produce effects that are unparalleled in their ability to be seen by a 
majority of  the audience. While the previous categories contain 
visuals that concentrate on movements of  hands with sticks and 
mallets or body movements that serve to further interpret and 
enhance the musical line, the marching visuals combine movements 
of  hands and the body as the segment executes a short drill segment. 

Visuals in the "Pit" 
Throughout this discussion there has been no mention of the 
keyboard, timpani, and auxiliary percussionists who comprise the 
"pit" portion of  the ensemble. As each of these performers is 
responsible for a different instrument, the pit is really comprised of 
a group ofindMdual players, rather than segments as found in the 
battery. Each individual performer must develop the necessary 
showmanship that goes with performing in the pit, and visuals for 
this segment of  the ensemble tend to be much more indMdualized 
and rather spontaneous. At times the segment will want to develop 
and present a uniform visual effect, but the opportunity to remain 
fresh and creative with visual ideas in this segment is often the best 
direction. 

S U M M A R Y  O F  V I S U A L  E F F E C T S  
While the preceding material may have provided some new visuals 
to implement into a percussion program, this article has barely 
scratched the surface of this subject. There are numerous other 
visuals, slight variations, and combination visuals that work 
extremely well for drumlines. It has been my intent to provide a 
format for categorizing the use and function of particular visual 
effects in the hope that this process may result in additional 
creativity on the part of  others having an interest in this material. 
Many of  these visuals can lead to exciting variations, so don't be 
afraid to experiment or be innovative. 

Will Rapp/s  director of bands at Kutz:town University of Pennsyl- 
vania. He holds B.S. and M.M. degrees in music education from West 
Chester University (PA ) and has taught at MillersviUe University 
(PA), Southeastern Louisiana University, and Iowa State University. 
He has produced over 150 marching percussion publications, and is a 
marching percussion clinician/consultant for Yamaha International 
Corporation. 

Percussive Arts Society 
is dedicated to the highest standards 

of performance, teaching, composition, 
and all other phases 

of  the p e r c u s s i v e  arts at all l eve l s  
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Marching Percussion 

The Care of 
Marching Percussion 
Instruments 
Ward Durrett 

Of all performance idioms the marching percussion ensemble has 
proven to be one of the most demanding on equipment. Competi- 
tive tours, travel, constant rehearsal, and heavy performance 
schedules take their toll on virtually every instrument utilized. 
Manufacturers have tried valiantly to keep ahead of the problem, 
but many limitations stand in the way. As a result, increased 
knowledge about why equipment keeps breaking will put you ahead 
of the game. 

Mallet Keyboards 
A common complaint about field keyboards has dealt with bar 
cracking and breakage. Synthetic xylophone and marimba bars 
were developed as a cost alternative to rosewood, and not solely for 
the marching application. Synthetic bars are sold under a number of 
trade names, but are basically differing composites of poltruded 
fiberglass, often heated to help obtain proper pitch, and finished to 
better resemble rosewood. What breakage occurs is due to a 
combination of factors: 1) the constant impact of hard mallets, 2) 
the fact that the heating of the bar material during curing tends to 
make the fiberglass more brittle, and 3) the nature of fiberglass 
itself. A resined compound, heated or not, is not going to exhibit the 
same flexibility as rosewood when struck with a mallet head. 
Rosewood is the softer of the two materials (hence the shorter 
decaying time) so it assists more in the absorption of the impact. 
The larger the bar, the more severe the problem, due to the thinness 
of the bar at its most ground out tuning point. The solution to this 
is to select mallets that will assist in absorbing impact, such as clear 
acrylic (as opposed to phenolic or plastic) for upper register 
instruments, and heavy (not hard) wound mallets for the lower 
register keyboards. 

For the sake of weight and cost, some keyboard frames are now 
of a molded plastic or dense foam material, instead of wood. Extra 
care must be taken with these because they are more likely to break 
with abuse. The same considerations apply to resonator tubes. 
These are constructed of soft sheet aluminum and must be treated 
with care. Steel has been used in the past, but sets could weigh 
between 10 and 20 pounds and were far more expensive to 
assemble. 

Timpani 
The two most prevalent timpani problems have been folded 
fiberglass bowls and stripped tuning assemblies. Fiberglass timpani 
bowls are designed to withstand only a minimum amount of 
tension above the specified range of each drum. Reinforcement 
around the bearing edge is usually quite substantial, but around the 
lug assembly this may not be the case. Any collapsing will normally 
start here, with the spider rod pulling inward on the lug assembly 
and flattening the shell at that point. The solution here is simple; 

make all efforts to keep the pitch of the drum within its specified 
range (check with the manufacturer). 

Tuning mechanisms may pose problems as well. On a machine 
style timpani (hand crank tuning versus pedal), the speed with 
which the tuning changes are made may cause heat buildup in the 
threads, speeding up metal deterioration, and stripping the 
assembly. Be sure to keep all moving parts sufficiently lubricated, 
but keep in mind that repeated turning of any thread will force the 
lubricant to move to the extreme ends of the tuning range. Though 
it may look like sufficient lubricant still exists, closer inspection may 
show that the section of thread used most is dry. Frequent 
inspection is recommended. 

Tonal Bass Drums 
Marching bass drums provide three areas of concern: the hoops, 
tuning hooks, and lug casing breakage. I've been presented with 
numerous inquiries about bass drum hoop warping, even when the 
hoops are new. Wooden bass drum hoops are generally made of 
solid maple, soaked, heated, and turned to the desired diameter. The 
ends are then tapered and glued. The seam fastening process 
usually results in a small flat spot on the hoop. In addition, because 
the hoop is turned (basically a controlled warping process), there is 
some tension within the wood itself. This allows the wood to distort 
with any and every variance in humidity, whether under tension or 
not. When mounted, a hoop at high tension will also eventually 
develop ears at the positions the tuning hooks are located. I know of 
no concrete solution for either of these problems, so periodic 
replacement will probably be necessary. 

Many bass drum claw hooks are formed from stamped sheet 
metal, and are available in a number of configurations. Maintaining 
higher drum pitches has caused these hooks to be put under far 
more stress than they were originally designed for. I recommend 
using hooks that wrap around the hoop uniformly, and not hooks 
with one folded side. The flat side hooks tend to bend back and 
flatten out too quickly. 

Situations will arise when tensioning the bass drum that will 
cause the lug easing to break. Most tension lug casings are castings 
of a zinc alloy commonly known as white metal, and have reinforce- 
ment ribs inside. The breakage is caused by the tension rod 
bottoming out on one of the reinforcement ribs, stopping the rod 
from turning within the casing. Continued tensioning then turns 
the entire casing as well as the rod, causing the casing to twist and 
break. A second cause is the tension rod not threaded sufficiently. 
The threads end before the head is adequately tightened, and the 
lug casing is then turned at the lug nut (or end of the casing). Either 
way, it is the manufacturer's responsibility to see that each drum is 
supplied with the proper length of rods, and that each rod has 
sufficient thread. 
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Snare Drums and Multi-Toms 
Marching snare drums and multi-tom combinations (quads, trios, 
etc.) present many similar problems. To achieve the pitch(es) 
necessary, tension rod thread deterioration often occurs as well as 
some shell distortion (flattening). The friction caused by tuning to 
higher pitches creates tremendous heat buildup in the tension rod 
and lug nut, speeding up normal metal fatigue. Using two rod 
washers on each tension rod helps dissipate the heat in the rod 
caused by the friction with the hoop. I also recommend that you 
make sure your tension rods are made of  a "case hardened" steel. 
Use double washers on snare drum batter heads only. Tension rods 
used on snare bottom heads require only one washer (see Figure 1). 

A problem unique to snare drums is that of  gut snares pulling out 
of  their assembly. Make sure both ends of  the snare strand are 
burned adequately to form a knot large enough not to pass through 
the grommet. Keep snares as dry as possible and, when tensioning, 
remember not to over-tighten them, choking off the bright tone 
characteristics. I would also recommend a strainer (or throw off) 
that offers separate vertical and horizontal snare adjustments. This 
type of unit allows for more consistent and sensitive tuning, not to 
mention prolonged snare life. 

In all the above cases (excluding mallet keyboards), proper 
lubrication of tension rods is of  primary importance. For those 
actively involved with equipment maintenance, this is second 
nature. For those not, its importance cannot be overstated. In 
addition, shell bearing edges should be smooth, clean, and uniform, 
and display enough of an edge to force the head (mylar) surface to 
crease when tensioned. 

Implements 
As was true in the discussion of rosewood versus synthetic 
keyboard bars, so it is with mallet and drum stick shafts. Many 
synthetically impregnated wooden shafts may add desired weight, 

but any part of  the shaft that isn't primarily wood isn't going to flex 
like wood, and the potential for breakage will increase (unless, of  
course, the wood is bad at the outset). 

I've heard numerous complaints centered around felt tenor 
(multi-tom) mallet balls, and the fact that they wear out so quickly. 
The causes for this can range from being soaked through in a 
rainstorm, to students practicing parts with the mallets on a cement 
sidewalk. Excess body fluids can deteriorate a felt ball as well. 
Implement breakage probably can't be stopped, but it can be slowed 
down. Attempt to handle mallets by the beater ball as little as 
possible, be selective about what you practice on if not on a drum, 
and take drum sticks out to the practice field instead of  mallets if'it 
looks like rain. Double check for beater head mounting as well. I f  
the mallet head is epoxied over a finished shaft, chances are pretty 
good it won't hold for long. Epoxy will hold well to raw wood, but 
not to a stained, varnished, or shellacked finish that seals the wood. 

Carrying Harnesses 
The most common concerns here deal with how much weight, or 
how many drums the carrier can support securely and comfortably, 
and whether or not the padding deteriorates or falls off. Fiberglass 
shell-type carriers require that you make sure the shoulder straps 
are reinforced structurally, and that there is little or no flex at the 
point(s) where the drums meet the carrier. The same holds true 
with the T-frame design, especially at the point where the stomach 
plate joins the bottom section of the "T~'. 

The padding should be able to breathe, and not deteriorate when 
exposed to perspiration. The  adhesive used to bind the padding to 
the carrier should hold equally well to both the padding and the 
carrier material. One major manufacturer consulted with a 
company making shoulder pads for the NFL (as in football) and has 
had great success with the process. T-frame carriers should be 
constructed of either structural aircraft aluminum or galvanized 
steel (to inhibit rust) and have as few nuts and bolts as is necessary 
to make all the proper adjustments. 

It might be a good idea to spend the first few rehearsals of  each 
marching season reviewing these principles with your percus- 
sionists, making sure that they all understand their own respon- 
sibilities. Through each section member's daily care and your 
periodic inspection, you will find that your marching percussion 
instruments remain as healthy as possible for a longer period of 
time. 

z A .  ,, ) 

i a B. II If you're a discriminating Dynamic. Resonant. And II 
drummer who's more inter- they have the classiest 
ested in quality and sound finishes and hardware I J 
than price, you're in for around. 

Y Noble & Cooley's new In return, we II rush more 
CLASSIC SS TM handmade information to you and 
maple snare drums are schedule a demo at your II incredibly sensitive. Crisp. favorite drum shop. I 

[ - ~ ~  PJOBLE & C O O L E Y  D R U M  CO.  ~ In head-tensioning situations, remember that to achieve the desired 
I ~ WATER STREET, GRANVILLE, MASS. 01034 / | head tension in direction A, you must increase tension 90 ° offaxis, 

in direction B. The tension (pounds per square inch) in direction B 
L =,m =,= m , ,~  ==, ,=~ . . . .  ~ =  m,, ,.,,. J will be greater than in direction A, creating potential rod and hoop 
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problems. In addition, the combination of stresses in direction A 
and direction B create pressure in direction C, causing shell stress 
and potential collapse. Under high tension: 1) the thinner the shell, 
the greater the probability of shell failure/and 2) the fewer the 
tension rods (less than 10 on a 14" shell), the greater the chances of 
hoop distortion. 

A graduate of Millikin University and the U.S. Navy School of Music, 
Ward Durrett served previously as educational director of the 
Slingerland/J. C. Deagan Companies. Presently, fie ~s clini6ian for both 
the Yamaha Drum Company and Sabian Cymbals, Ltd., and is also 
director of admissions at VanderCook College in Chicago. Durrett is on 
the Percussive Arts Society marching percussion advisory committee, is 
past president of the illinois chapter of PAS, and is a member of the 
Central States Judges Association and the Marching Bands of America 
Judges Guild. 

II Havinga tough time getting five second, to install. Plus, II 
that "right sound" from your they can be stacked or i Rich Holly snare drum and toms? Sim- trimmed to meet your exact 

associate editor pie, inexpensive ZerOrings TM needs. 

ZerOrings cling right to the return, we'll rush more In- 
outer edge of the batter head formation to you and lead 
and eliminate unwanted you to your local ZerOring 

]Perctmslve Ar ts  Society Ii drum ring" They take ab°ut dealer" I I 

The World Organization ~-----~-~_=~ ~ &  ~ 1 
for Percussionists | ~ WATER STREm-, aRANWL,E, MASS. 010~ I 

= - -  - - .  m - - . .  ~ =  = =  , = =  n = , =  ~ = = ,  ~ ~ - - -  - !  
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M O D e R f l  
P U B L I C A T I O N S ,  

 /ODeR/1 
D R u m m e R  
MAGAZINE 

Modern Drummer is 
the number-one rated 
drumming magazine in the 
world. No other source 
gives you more reliable 
answers to questions about 
drums, drummers, and 
drumming. 

Questions like, what 
are the best buys in drums, 
cymbals, and accessories? 
What's the latest in 
electronic drums and drum 
machines? What's good in 
drum books, records, 

tapes, and video? Perhaps you'd like to learn when, 
where, and how to rehearse your band. What to do when 
boredom sets in on the job. Auditioning--what you 
really need to know. The "big break"----and how to go 
after it. Or how to improve your coordination...move 
around the drumset with greater ease...improve your 
soloing ability...practice more productively...improve 
your timekeeping...mike your drumset correctly...make it 
in the studios...restore an old drum----or fix a new one! 
How to get the maximum from your equipment on a tight 
budget...develop a truly individual style...handle 
criticism from other band members...f'md out exactly 
what bass players, bandleaders, vocalists, and producers 
really want from a drummer...play better--in any 
style--and reach your true potential as a drummer. 

You'll also get major articles on the most reputable 
drum companies in the world, for a behind-the-scenes 
look at the men and machines behind the products. And 
exclusive feature interviews with the greatest drummers in 
the world today, for revealing insights on their 
drumming techniques: From Neff Peart to Buddy 
Rich----Tony Williams to Steve Gadd. 

You can get a question answered through lt's 
Questionable, or talk to a favorite drummer through Ask 
A Pro. Find out who's playing where and when in 
Update, or learn the exact drum part to a recent hit with 
MD's Rock Charts. Focus in on a favorite artist's style 
with Rock Perspectives, or pick up a wealth of money- 
saving ideas from Shop Talk. From the most 
challenging concepts of Rock 'N' Jazz Clinic, to the 
practical advice of Club Scene, it's all there in every 
issue. From the student looking towards a professional 
career, to the jobbing semipro or full-time professional, 
everything you need to know is covered in Modern 
Drummer Magazine---12 times a year. 

D R U I l I m e R  
I N C O R P O R A T E D  

N / / O D e R / 1  
P e R C U S S | O I I I S T  
MAGAZINE 

Modern Percussionist 
Magazine is a quarterly 
publication designed to 
inform and educate those 
involved in classical, 
mallet, Latin and ethnic 
percussion, and drum 
corps. The publication is 
aimed at the needs of 
percussionists at all 
levels, from students and 
amateurs to semipros and 
professionals. 

MP is a reliable 
source of information 

concerning style, technique, trends, activities, 
equipment, literature, educational concepts, and the latest 
developments in all areas of percussion. You'll read 
feature interviews with such artists as: vibists Gary 
Burton, Bobby Hutcherson, David Friedman, and Mike 
Mainieri; classical artists Fred Hinger, James Blades, and 
William Kraft; Latin percussionists Ralph MacDonald, 
Manolo Badrena, and Ray Barretto; marimbists Keiko 
Abe and Karen Ervin; the Garfield Cadets, Star of Indiana, 
and Santa Clara Vanguard drum corps; rock and studio 
percussionists Ray Cooper, Emil Richards, and Jimmy 
Maelen; and the ensembles Nexus and the Repercussion 
Unit. 

You'll also get advice from top professional players 
and teachers through MP column departments. Such 
authorities as Vie Firth, Dave Samuels, Dennis DeLucia, 
Leigh Howard Stevens, John Santos, and Arthur Press 
will tell you everything you need to know about: four- 
mallet grips for vibes and marimba; working with a click 
track in the recording studio; auditioning for a major 
symphony orchestra; warming up for a drum corps 
performance; choosing the right voicings for vibes; re- 
covering timpani sticks; playing congas, timbales, and 
bongos; interpreting symphonic percussion parts; and 
much, much more. In addition, you'll get the latest 
information on new publications and products, and we'll 
even answer your own specific questions about 
percussion through our Ask MP column. 

No one can give you a better overview of the 
exciting and ever-changing world of percussion than 
Modern Percussionist--the only magazine written 
by people who are as serious about percussion as you 
are! 

Call 1.800.221-1988 for complete subscription information 



PASIC '87 in St. Louis 
Oct. 29-Nov. 1 

Mock Auditions 

In order to make the Mock Auditions for 
PASIC 87 an educational as well as a musical 
experience tbr all participants, the following 
tbrmat will be used. 

On Thursday, October 29, a panel discus- 
sion will be held in the Adam's Mark Hotel 
where the business aspects of auditioning 
will be discussed. Members of the panel are 
the personnel manager of the St. Louis 
Symphony, the president of Local 2-197 
American Federation of Musicians, a repre- 
sentative from the International Conference 
of Symphony and Opera Orchestra Musi- 
cians, and percussionists from the St. Louis 
Symphony. Then Frida3; October 30, from 
1:30-5:00 p.m., the auditions will take place 
on the stage of Powell Hall, home of the St. 
Louis Symphony. The auditions will be 
conducted using current professional audi- 
tion procedures, including having applicants 
perform behind a screen. The panel will be 
made up of percussionists, the personnel 
manager, and the assistant conductor from 
the St. Louis Symphon3: 

Anyone interested in pursuing a career as 
a symphonic percussionist is encouraged to 
participate in this event, We hope that many 
teachers wilt also recommend to their 
students that they take part. 

Eligibility: Any full-time collegiate (under- 
graduate or graduate) student who is a 
member of PAS. 

Format: There will be two dMsions, percus- 
sion and timpani. Applicants may apply to 
only one dMsion. 

Prizes: A two hundred dollar cash award will 
be given to the winners of each dMsion. 

Equipment: All percussion instruments will 
be provided. Students may bring their own 
snare drum, cymbals, and traps but must use 
the xylophone, bells, bass drum, and timpani 
provided. 

Application: A letter of application should be 
sent from the major professor, on school 
letterhead, stating that the applicant is 
enrolled as a full-time student and is qualified 
to participate in this event. If more applicants 
apply than can be accommodated in the time 
allowed, a drawing will be held to determine 

the participants. All applications should 
include a self-addressed postcard. 

Registration Deadline: September 12, 1987 

Audition Date: October 30, 1987 from 
1:30-5:00 p.m. 

Audition Site: Powell Hall 

Event Coordinator: All correspondence 
regarding this event should be sent to: 

Rich O'Donnell 
58 Willowbrook 
Creve Coeur, MO 63146 

1987 Repertory Lists 
Percussion: 

Xylophone: 
Gershwin, Porgy & Bess 
Kabalevsky, Colas Breugnon 

Glockenspiel: 
Dukas, Sorcerers Apprentice 
Mozart, Magic Flute 

Snare Drum: 
Rimsky-Korsakov, Capriccio Espagnol 
Bartok, Concerto for Orchestra 

Tambourine: 
Rimsky-Korsakov, Capriccio Espagnol 
Rimsky-Korsakov, Scheherazade 

Triangle: 
Liszt, Piano Concerto No. 1 

Cymbals: 
Rachmaninov, Piano Concerto No. 2 
Tchaikovsky, Symphony No. 4 

Bass Drum: 
Prokofiev, Symphony No. 1 

Mallet Sight-reading will be required 

Timpani: 
Beethoven, Symphony No. 4 
Beethoven, Symphony No. 9 
Brahms, Symphony No. 1 
Bartok, Concerto for Orchestra 
Elgar, Enigma Variation 
Shostakovich, Symphony No. 10 
Strauss, Der Rosenkavalier 
Strauss, Salome, Dance of the Seven Vails 

A short solo will be required. Rolls at various 
levels and sight-reading will be required." 

Student Scholarships to 
Attend PASIC '87 
Seven scholarships to help students attend 
this year's convention in St. Louis have been 

made possible through the generosity of 
Remo, Inc., Avedis Zildjian Company, 
Ludwig Industries, William E Ludwig, Jr., 
Yamaha International, Val and Venus Eddy, 
and Colwell Systems. Each scholarship 
includes free registration, three nights 
lodging for one at the Adam's Mark Hotel, 
one ticket to Saturday night's PASIC '87 Hall 
of Fame Banquet, plus a one-year member- 
ship in the Percussive Arts Society. 

Depending upon the scholarship you wish 
to apply for, send letters of application, 
including documentation of student status, 
to: 

Remo Scholarship: Lloyd McCausland, 
Remo, Inc., 12804 Raymer Street, North 
HoUywood, CA 91605. 

Avedis Zildjian Scholarship: Leonard 
DiMuzio, Avedis Zildjian Company, 22 
Longwater Drive, Norwell, MA 02061. 

Ludwig Industries Scholarship: Jim 
Catalano, Ludwig Industries, Inc., P. O. Box 
310, Elkhart, IN 46515. 

William F. Ludwig, Jr. Scholarship: Jim 
Catalano, Ludwig Industries Inc., P. O. Box 
310, Elkhart, IN 46515. 

Yamaha International Scholarship: Jim 
Coffin, Yamaha International, 3050 Breton 
Road, S. E., Grand Rapids, M149510. 

Eddy Scholarship: Eddy Scholarship, % 
Percussive Arts Society, P. O. Box 697, 
Urbana, IL 61801. 

Colwell Systems Scholarship: Colwell 
Systems Scholarship, % Percussive Arts 
Society, P. O. Box 697, Urbana, IL, 61801. 

The Colwell Systems Scholarship recipient 
will also serve as a student representative on 
the PAS Board of Directors at the annual 
meeting of the Board at PASIC '87. This 
person will be responsible for presenting a 
written report of the meeting to the student 
membership of PAS. The report will appear 
in the Spring 1988 issue of Percussive Notes. 
The scholarship application deadline is 
September 15, 1987. Recipients will be 
contacted October 5, 1987. If you have 
questions, please call the PAS office at (217) 
367-4098. 
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Focus On 

Unlocking the Paradiddle 
J a m e s  A .  S t r a i n  

With most young drummers' obsession for 
speed and control, one of the most frustrating 
experiences is trying to obtain these goals in 
the paradiddle. In the early stages just 
memorizing the correct sticking (RLRR, 
LRLL) (Ex. 1) is sometimes a problem, but 
once this is mastered it often seems that 
speed and control come slowly and errati- 
cally. As progress is made, I suggest the 
following keys to unlocking the paradiddle: 

1. It is an alternating rudiment, so a feel of  
R-L- on counts one and two must be felt. 
This should be worked first as quarter notes 
accented (to feel like a paradiddle motion), 
then as short alternating single-stroke 
patterns (Ex. 2) always accented on the beat. 
Be aware that this pattern will only go as 
quic "ldy as one can play the RRLL pattern 
(double-stroke roll) using a hit-hit technique 
(Ex. 3) accented on the beat; and likewise the 
finished paradiddle will only go as fast as one 
can play the alternating single-stroke pattern 
(Ex. 2). Because of this fact, working to 
increase the speed of these patterns results in 
an overall increase in the speed of the 
paradiddle. 

2. From the single stroke altemating pattern 
it is then a simple procedure to bounce the 
last eighth note, producing a paradiddle (Ex. 
4). The bounce must be timed to result in 
two even sixteenth notes. It is essential that 
this concept of  bouncing the last two notes 
be learned, for without it, speed will elude 
the young drummer. 

3. To gain the correct feel for bouncing the 
last two notes, a hand-to-hand breakdown by 
beat should help (Ex. 5). This pattern is 
derived from the double-stroke (Ex. 3) and 
thus will go no quicker than one can play the 

hit-hit pattern. It should be accented on the 
beat with the bounced notes leading to (or 
phrased to) the downbeat. This is in reality a 
strictly measured drag rudiment. Be sure to 
accent on the beat, always maintaining the 
feel of alternating quarter notes. 

4. The last (and maybe most successful) key 
to mastering the single paradiddle is to 
practice each of these steps, and especially 
the finished product, using a single single 
paradiddle with an added quarter note. (Ex. 
6a, b, c, d) Begin each pattern with the right 
hand, then rest two counts. The rest gives 
you time to recuperate your mind and relax 
your hands and arms. Play each pattern until 
it feels comfortable and relaxed, letting the 
sticks rebound freely and thereby do most of  
the work. As one pattern feels comfortable at 
a given tempo, add the next pattern to it until 
you can play through the patterns with a 
completed, relaxed, fluid, up-tempo paradid- 
die. The next step is to repeat the procedure 
with a left hand lead. (Ex. 6, bottom sticking) 
Be sure to practice more on the weaker hand 
to result in even sounding paradiddles. Once 
a single right and a single left hand paradiddle 
is comfortable, combine one of each to result 
in two beats of  single paradiddles (Ex. 7). 

As you work two beats of  paradiddles 
up-tempo, it is a simple process to keep 
adding beats one at a time until a continuous 
fluid steam ofparadiddles flows from the 
wrists and fingers, leaving your classmates 
wide-eyed at the virtuosity of  your technique. 

James A. Strain is percussion instructor and 
assistant director of bands at Northwest 
Mississippi Junior College, Senatobia, Missis- 
sippi. 

Example  1 

P,. L P-,.R L RLL 

Example 2 

P,.L R L P , . L  

Example 3 
> • 

R R L L 

Example 4 
> > 
j'-j=J , ,  

- - ~  II 
R R R .  L L L  

Example 5 

R L R{R~L R L(L) 
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Example 6 

K. 1_ K K  L 
L R L L R  

. ~> ~> 

R L R L  
L R L R  

K L R(R~ L 
L R.L(L~ P-. 

Example 7 

K L R R R L L R RL RLRL K 

RL RR L 
LRLL R 

' R LR(P-,)LRL(L)R I 
I 
I ~ ~ 

R L R R L R L L  R 

*CONCERT SNARE* 
D R U M  

Finally, a snare drum specifically 
designed for the concert percussionist! 

* Acoustiglass TM shell (61/2 x14) 
* Wolf  TM Cable Snares 
* " G l a d s t o n e "  style  t h r o w  - off  
* Nylon bushings 
* Feathered bearing edge 
* Nodal venting 

For a catalog write: 

GROI~ER ENTERPRISES 
274 Round Swamp Rd., Dept.P, Melville NY 11747 

Babies 
T h e  Ta lk ing  Drum T h a t  Offers  

F r e e d o m  of S p e e c h  to All 

The new JAG-JUJU talking 
drum easily surpasses 

any of its kind. It is 
durable and tradition- 

ally handcrafted to 
produce clear tones at 

the flick of a wrist  
Write today for a 

free catalog 

JAG DRUMS 
88 Hibbert Street 

Arlington, MA 
02174 

Makers of Quality Handcrafted Percussion Instruments 
• Gungon • Mbira • Toke • 

• Ewe Barrel Drums • Axatse • Gankogui • 
• African Castanets • 
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T H E  N E W  S T A N D A R D  
I N  M A L L E T  P E R C U S S I O N  

KORI marimbas and xylophones 
are quickly becoming the most 

enthusiastically accepted 
instruments by leading performers, 

educators, and students 
everywhere! 

why is Kori the "name to know" 
in mallet percussion? 

K O R I  Q U A L I T Y  
Kon manmbas and xylophones are crafted to be conststent 
=n both tonal and sustaining qualities throughout the enhre 
range of the instruments Each bar ns selected from the 
hnest rosewood available vn the world, and then finely tuned 
and coupled wdh a resonator to create the superior, full- 
bodted, "Amencan Sound Concept", 

K O R I  S E R V I C E  

The Kofi 230 Pcgent Marimba 
A modernly prod 4 1/3 ochre 

rosewood marimba wiM ~'us~ble ~,ight 

Korl Percussion offers the most unique warranty policy in the industry No instrument leaves our warehouse untilit meets the hugh standards of KorCs consulhng 
staff of profess=onal percussiomsts, who also assist nn selechon of mdwidual instruments for each person. Bill Youhass, of Fall Creek Marimbas, Amenca's finest 
tuner of mallet percussion instruments, provides all warranty tumng service on Kon marimbas and xylophones 

K O R I  P R O D U C T S  
At Kori, we are always developing new Mdeas and models 

to meet the expanding needs of the mallet percussionist, For 
instance, most of our models come with adjustable height, in 
addition to the solid rattle-free frame construction on all 
marimbas and xylophones 

For Umversales and Concert Marimba Arbsts we offer the 
Concert Grand Marimba wah premzum Honduras Rosewood 
avadable m 4 1/2 (wah Spht-Atr Column TM resonators), 4 
1/3, and 4 octave ranges, 

We currently make 1 1/2, 2 and 3 octave bass manmbas 
which feature the patented Spht-Air Column TM resonators 
in the lowest octave, 

The Korl W~de-Bar Xylophone, the most popular xylophone 
on the market, ~s avadable tn 3 1/2 and 4 octave stzes wtth 
your chozce of either the hxed or loldmg Irames For the pzt 
percusstontsL and the professtonal on the move, Kort has a 
3 octave xylophone to meet their specnal needs 

Our full line of moderately priced 4 1/3, 4 and 3 1/2 
octave manmbas and xylophones offer a prefess=onal sound 
with h~gh quahty rosewood at an affordable pnce 

~ E E ,  H E A H ~  A N D  T R Y  T H E  K O R I  M A R X M B A S  A N D  X Y L O P H O N E S  A T  T H E S E  C O L L E G E S  A N D  U N I V E R S I T I ] ~ :  
Eastman School of Musuc, Rochester. NY Indiana Unwers~ty of Penn, Indtana, PA University of Arizona, Tucson, AZ University of Texas. Austin, TX 
Curtus Inst of Mus=c. Philadelphia. PA North Texas State Unnv,. Denton. TX West Texas State Univ., Canyon, TX University of Toronto, Toronto, Canada 

Ind=ana Unwersnty, Bloomington, IN University of Michigan. Ann Arbor, MI Unw, of New Mexico. Albuquerque. NM Witchita State Univ,, Witchita, KS 
Crane School of Music, Potsdam, NY Northern Illinous Umv,. Dekalb. IL University of Oklahoma. Norman, OK University of Tennessee, Knoxville, TN 

To receive literature and prices, please 
write, or call on our toll free line: 800-521-6380 
24 Hour Answering Service 

K O R I  P E R C U S S I O N  
1414 South Main St., Royal Oak, MI 48067 
Phone (313) 546-4135 • Toll Free 800-521-6380 

P R O M P T  D E L I V E R Y  - -  A F F O R D A B L E  P R I C E S  



Focus On 

Basic Tambourine 
Technique 
David Vincent 

The so-called accessory instruments are an 
integral part of  any percussion section's 
technique, but attention to the proper 
playing of them is often overlooked by 
players and conductors alike. This article will 
discuss one of those instruments, the tam- 
bourine. 

The purchase of the proper instrument is 
the first step to achieving a high-quality 
tambourine sound from your percussion 
section. The factors to look for are: 

1. A light-weight, wooden shell approximately 
10 inches in diameter. It is important that 
the instrument not be so hea~3' that it 
impedes movement; this is especially 
critical with smaller players. However, do 
not purchase a tambourine that is so small 
that it projects a toy sound. 

2. A double row of high-quality jingles. 
Many tambourines on the market employ 
tin or aluminum jingles. These metals 
have a high-pitched sound that will not 
project well through the sound of an 
ensemble. Jingles made of silver, copper 
alloy, or bronze alloy, whether used singly 
or in some combination, will produce a 
much richer, more sonorous sound. 
Likewise, a single row of jingle-pairs does 
not produce enough sound to project well. 
Theret~re, a double row, at least sixteen 
pairs, is recommended. 

3. A taut ca[f head that is glued to the shell. 
A head is not an optional item for sym- 
phonic playing. Many tambourine heads 
are tacked to the shell. The tensioning of 
these heads will be somewhat uneven 
because not all of the head is anchored to 
the shell. In addition, as the instrument 
endures the constant beating of playing 
and the "extracurricular hazards" of most 
school percussion sections, tacks loosen 
and/or disappear one by one, gradually 
causing the head to become more and 
more slack. This situation can be improved 
with a glued head. 

There are many fine brands of tambourines 
on the market - do not settle for one that 
does not meet your specifications. 

The technique of playing a tambourine 
actually encompasses six sound-producing 
skills. The motion(s) used depends on the 
musical passage to be played. Regardless of  
which motion is used, the player should 
always hold the tambourine in the same 
hand. The actual hand employed does not 
matter, although most players tend to hold 
the instrument in their off-hand (i.e., left 
hand for right-handed people). All six of  the 
basic motions should be practiced indMdu- 
ally first in order to master them. Actual 
passages from the literature can be used or 
short examples can be written for each 
technique. (You might have the students 
write the examples to develop their creative 
skills.) 

Only after a player is capable of  using each 
of these basic motions individually should he 
start practicing sequences of  motions. The 
ability to shift smoothly from one playing 
technique to another is a technique itself. 
(And, with six different techniques involved, 
there are thirty possible shifts.) The six basic 
tambourine motions (and their correspond- 
ing type of musical passage) are as follows: 

1. Medium to loud volume; slow to medium 
speed. Hold the instrument at a 45 ° angle 
to the floor to avoid excess jingle noise. 
Use the fist to strike the center of  the 
tambourine head. A good sound and little 
pain can be obtained by striking with a flat 
surface including the heel of  the palm of 
the hand and the portion of the fingers 
between the first and second joints. Take 
care not to strike with the knuckles for two 
reasons: (1) an injury to the hand is more 
likely at the knuckles than in the previously 
mentioned areas; and (2) a larger surface 
area striking the tambourine increases the 
quality of  sound. 

2. Soft volume; slow to medium speed. Hold 
the instrument at a 45 ° angle to the floor 
as above, or parallel to the floor. Use the 
tips of  the ring and middle fingers to strike 
near (not at) the edge of the tambourine 
head. These two fingers are selected 
because they are longer than the others 
and because at soft volume levels a smaller 
striking surface is advantageous to main- 

taining that volume (hence two, rather 
than four, fingers). Be sure to keep the 
fingers curved in order to keep the muscles 
as relaxed as possible. 

3. Loud volume;fast speed. Place the foot 
corresponding to the hand holding the 
instrument on a stool, chair, or similar 
object. Two striking surfaces are employed, 
the knee and the fist. The primary striker 
is the knee; it should be used for all notes 
possible, adding the fist only when the 
passage becomes too fast for just the knee. 
When both are used, strike the knee for all 
notes on the beat and half-beat (i.e., the 
first and third sixteenth notes). 

4. Soft volume;fast speed. Place foot as in 
number 3 above, and lay the tambourine, 
head down, on the knee. Use the forearms 
to secure the tambourine by leaning on the 
sides of the shell, and strike the far edge of 
the shell with one or more fingers of  both 
hands. Keep the fingers curved as in 
number 2 above. Sticking procedures are 
similar to snare drum. The volume and 
quality of  sound can be adjusted by how 
much of the tambourine is allowed to 
overhang the end of the leg. Experiment 
with it. 

The techniques described thus far are for 
single notes. There are two techniques 
employed for sustained sounds: 

5. Shake roll. Holding the tambourine in a 
vertical position at eye level, twist the 
forearm back and forth rapidly. This 
motion is similar to opening a twist-top 
jar, and must be smooth and continuous, 
so that all sounds are exactly alike, with no 
false accents or silences. For softer pass- 
ages, the instrument can be held down, 
instead of up, to shield it (and thus the 
sound) behind other ensemble members; 
however, this should be avoided, if possi- 
ble, as it requires an extra move to place it 
in playing position. The advantage to 
holding the tambourine up and not out in 
front of  the body is avoiding the effects of  
.gravity as the twisting motion moves the 
instrument. 
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Octopuss 
Pat Pend ~ "  , 

The FOLDING Orchestral C y m b ~ ~ l :  

. . . . . . . . . . .  ;Roo, i: 

• Folds to almost fiat position for easy storage. 

• 1/s" plastic coating for no cymbal to metal contact. 
• Weight, approximately I pound. 

• Threaded locking system holds 13//to 22//Cymbals. 

• Easily adapts to lightweight cymbal stands. 

For more information please write to: 
a 

"-'L.zU~..)k.) I UI, y 
POST OFFmE 350, BRONX, NY 10471 

also available at:  

NEW YORK'S PERCUSSION HEADQUARTERS 

Dept. N 
133 WEST 45TH STREET, NEW YORK, NY 10036 

Telephone: (212) 840-3057 

Always start and end the shake with a 
tap from the other hand on the tambourine 
head. This ensures that the sound starts 
and ends exactly on time, a feat not easily 
accomplished without the tap. This tap 
should be inaudible except when accents 
occur at the start or end of  the shake; in 
the case of  an accent, replace the tap with a 
fist strike (number 1 above). 

6. Thumb roll. Hold the instrument at a 45 ° 
angle to the floor. Push the fleshy pad of  
the thumb along near the edge of  the 
tambourine, attaining a rapid bouncing 
motion. The proper amount of  pressure 
necessary for this motion is learned 
through trial and error, much like learning 
the proper pressure for a bounce roll on 
snare drum. Many players have trouble 
getting any friction between the thumb 
and the head; application of  bow rosin (for 
a string instrument) to the tambourine 
head will help achieve this friction. 

By mastering all six of the basic tam- 
bourlne motions and knowing how to apply 
them musically, a player will be well on the 
way to achieving success on the tambourine, 
and thus improving the overall musicianship 
of  the percussion section. 

David Vincent/s instructor of percussion at 
Western Kentucky University, Bowling Green, 
KY. 
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Focus  On 

Percussion on the March 
Synthesizing 
Drum Patterns 

Creating drum patterns is sometimes a 
difficult task, especially when the prime 
melody or rhythm the pattern is going to fit is 
complicated. Creating the pattern by in- 
stantly thinking what will fit while listening 
to the melody or rhythm only works well for 
simple passages. When the prime rhythm is 
complicated or when the pattern you are 
creating must contain multiple instruments, 
it is sometimes too difficult to instantly call 
to mind what will work. Synthesizing drum 
patterns from other rhythms or melodies is a 
technique that will enable you to create 
patterns quickly and ensure that the rhythms 
will go with each other. However, the synthe- 
sized pattern many not be the best or most 
musical pattern. This technique only gives 
you the tools to create many different 
patterns from one prime rhythm, but you still 
must rely on your musical experience to 
make the best choice. 

In synthesizing drum patterns, the idea is 
to create a pattern using the rhythmic and 
melodic structure of the prime pattern. Let 
us start with a simple example. Shown in 
Example la is a prime rhythmic phrase. Now 
create a rudimental snare drum pattern using 
the same rhythmic structure and dynamic 

G l e n  B u s h  

feel as the prime phrase. To do so, add 
rudiments (flams, drags, rolls, etc.) to the 
phrase, enhancing the existing dynamic feel 
(see Example lb). Notice the placement of 
the flams and roll endings to support the 
accents. By changing the rudiments, you can 
change the tone of the phrase without 
changing the basic rhythmic or dynamic feel. 

Let us take the idea one step further. Go 
back to the prime rhythm. Create a multiple 
drum pattern for a drumset using the prime 
rhythm. Along with flams and rolls as in the 
first example, there are now multiple drums 
(snare, tom toms, etc.) that can be used in the 
pattern. The easiest method for doing this is 
to first write the prime pattern down on a 
sheet of music paper above the stafflines. 
Down the side of the paper designate the 
stafflines to be the drums you wish to use 
(see Example lc). Think of the notes on the 
paper as being made of rubber so that the 
notes could be pulled down to one of the 
designated staff lines. At first, you could 
arbitrarily pull the notes down, not caring on 
which drums they are to be played. Then you 
could experiment with the pattern to see 
which combination sounds best. Example ld 
was created in this manner. 

Now let us take this technique even 
further. Create a pattern from the same prime 
rhythm for a marching percussion section: 
snare drums, pitched bass drums, tri-toms, 
and pitched cymbals. As before, write the 
rhythm down on a sheet of music paper 
above the stafflines, assign the stafflines to 
the drums you wish to use, and pull the notes 
down to the designated stafflines (see 
Example le). Edit the example once or twice, 
and that is it. Creating the pattern by synthe- 
sis is much easier than doing it by trial and 
error. 

Let us review the techniques discussed so 
far by working through another example. 
Example 2a gives a prime rhythm. The steps 
are to create: 1) a snare drum pattern, 2) a 
drumset pattern, and 3) a multiple percussion 
pattern. (It should be noted that although the 
examples presented above strictly adhere to 
the rhythmic structure of the prime pattern, 
in actual practice this is not necessary.) First 
take up the snare drum pattern. As discussed, 
add flams, drags, and rolls to enhance the 
existing rhythmic and dynamic feel of the 
prime pattern (see Example 2b). Flam 
rudiments act as good accenting tools. They 
have a fat sound rather than just a hard 

Example la  • • • > 
.= ~ . : ' . . - -  .J . /  , . . ~  . /  ..J d . d  . 2  2 . 2  ..I . . I  .11 
- -  . . g . ;  ,,- -r .,,-. 

Example" 

Example lb  

Example ld 

t - " V  

Hit 
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accent. Rolls and drags are excellent for 
spanning space. Notice the flare drag at the 
end of the first measure. The combination of 
the flare and drag produce a sustained 
accent. Next do the drumset pattern. Write 
the prime pattern at the top of the page and 
then write the staffline designations down 
the side. Stretch the notes to the lines you 
want (see Example 2c). The accents are 
primarily executed by the snare drum, 
although in the last beat of the second 
measure the open hi-hat is used to sustain 
and crescendo the accent. Last comes the 
multiple percussion pattern. Use the same 
idea as in the drumset example (see Example 
2d). Since there are no melodic elements in 
the prime pattern, the pitched instruments 
(bass drums, tri-toms, cymbals) are used to 
enhance the accents and crescendo at the 
end. 

So far, the prime pattem has not contained 
any melodic elements. The basic principles 
still apply, except that now there is the 
melodic element to consider. Shown in 
Example 3a is a prime pattem that has a 
melody. Writing a non-pitched pattem from 
a melodic pattern is done as indicated above. 
However, when writing a pitched pattern 
from a melodic pattern, the melodic elements 
must be emulated in the secondary rhythm. 
Tri-toms, pitched bass drams, and timpani 
can be used to support the melody of the 
prime pattem. 

Keeping the melodic elements in mind, let 
us try a multiple percussion pattern using the 
prime rhythm of Example 3a (see Example 
3b). Notice how the rhythmic and melodic 
structure of each instrument follows the 
prime pattern. As you have probably realized 
by now, there are many different rhythms 
that will fit correctly with the prime pattern. 
Your job is to find the most musical pattem. 
That is the hard part. 

The techniques I have shown can be used 
to write drumset pattems using a bass guitar 
or a horn melody as the prime pattern. The 
rhythm produced will be better integrated 
with the rest of the instruments. Also, by 
arbitrarily assigning rudiments to existing 
simple patterns, many difficult patterns that 
are excellent for practice can be found. The 
same idea can be used to arbitrarily create 
drumset patterns. Remember, once the 
pattern has been established, it can be edited 
into final form. 

Glen Bush resides in Clearwater, Florida and 
is active as a percussion performer and teach~ 

Jay Wanamaker 
coordinates 
Percussion on the March 
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Presenting a 
Percussion Clinic for 
High School Students 
R o b e r t  S n i d e r  

Being fresh out of  a college or other advanced 
percussion environment, presenting a clinic 
to high school students and their directors 
might not seem very challenging. After all, 
we've studied the repertoire, mastered 
techniques, and have been part of percussion 
sections and ensembles. All we have to do is 
go out and spread our acquired "knowledge 
and experience. 

I f  this sounds too easy, you're right! One of 
our greatest challenges in presenting clinics is 
to zero in on the needs of  students. What  can 
you share that will help their playing tomor- 
ro~ next week, and next semester? 

In many schools around the country, I've 
observed the same basic problems plaguing 
percussion sections; and a two-hour master- 
class covering timpani solos, snare drum 
excerpts, and xylophone rags is wasted if the 
school section has trouble tuning, rolling, and 
reading. Let me share some points that 
shouldn't be overlooked when presenting a 
clinic for high school percussion students 
and their music teachers. 

Timpani 
Tun ing  - Simply put, students need to 

learn basic intervals and the notes in bass 
cle£ With a little practice, students can take 
their "note" from an A = 440 tuning fork, 
softly hum or hear the pitch in their heads, 
place an ear near the head, and softly tap the 
head with their fingers while moving the 
pedal up to achieve the desired pitch. Try to 
discourage fishing for the exact pitch. I f  you 
miss it, quickly start over again and pedal the 
drum up to the pitch. I f  you're slightly sharp, 
a gentle push on the head will often settle the 
head down to where you want it. With a 
tuning fork you avoid the race back and forth 
to the bells and we can all do without the 
"harmonica concert" one gives when using a 
pitch pipe. 

Pla'~ing area  - For most students, it's easier 
to play between two drums by keeping the 
inside stick near the rim and the other stick 
about five inches outward. Demonstrate the 
sound this gives. Then, have them play 
within an imaginary four-inch diameter 

circle directly over the "toe of  the pedal~' This 
will place the sticks the same distance from 
the rim, about six inches inward. Another 
way to show this is to have students imagine 
a triangle between the center of  the drum 
head out to the "five and seven o'clock" 
tension rods. The best playing spot will be in 
the center of  the triangle. 

D a m p e n i n g  - It  appears that the general 
rule was once: "play the note and dampen the 
rest . .  "Well, that's not quite true. Students 
need to realize that dampening is used for 
different effects, the primary being to stop 
the sound of  the drum when the music stops. 
If  the player dampens the drum at each rest, 
besides sounding awkward, the sound of the 
dampening can often be more noticeable 
than the actual notes. Encourage dampening 
to match the phrasing of the ensemble, by 
imitating long and short notes via stick 
articulation, and dampening at phrase 
endings. 

Dampening is also used to stop unwanted 
ring from other drums: 

/ /  

There would be a tendency to just dampen 
the "C" on beat five. This would cause a still 
audible "G" to carry over. To stop the "G; the 
student should dampen the "G" on beat three 
and the "C" on beat five. This would give a 
clear "C" and also eliminate any carryover of  
the "G2' 

Rolls ,  S t i c k s  a n d  P l a y i n g  R a n g e s  - Many 
students don't understand how a timpani roll 
relates to the tightness of  the drum head 
(pitch). I f  one demonstrates stick response in 
the low and high range of an individual drum 
to students, they gain the concept of  roll 
speed by how slow or fast the stick is thrown 
back. The point to get across is that you can 
roll slower in the low range and faster in the 
high range. Students can quickly understand 
that concept by playing smooth, relaxed 
single strokes just fast enough to not produce 

a rhythm. Loud and soft rolls can be taught 
by stressing stick height. Keep the same roll 
speed and feel, but raise the sticks for louder 
and lower them for softer dynamics. 

Remind students that timpani sticks are 
also for articulation and effect, not just for 
loud and soft. A hard stick can produce a nice 
clear rhythm at a very soft dynamic, just as a 
soft cartwheel stick can produce a full forte 
roll. The sticks will also last longer if kept off 
the floor, and not used as a hand sponge or 
facial pad! 

Most complaints about pedals not holding 
can be solved by getting the drums in their 
proper playing range. For a standard set of 
four timpani (32"-29"-26"-23"), position the 
pedal (balanced action type) at the halfway 
or midpoint, and tune the drums to F~ - A -  
d - f l .  I f  the pedal won't hold and moves 
toward the "toe-down" position, loosen the 
spring tension knob. If  the pedal moves 
toward the "heel-down" position, tighten the 
knob a bit. Chances are with the drums in 
their proper range spring tension adjustments 
won't be necessary. 

Snare Drum 
T u n i n g  - Many school snare drums are 

tuned by raising the top head via the tone 
control and the bottom head by tightening 
the snares. Loosen both and search out the 
drum keys. The batter head should be tight 
enough to give a good stick rebound. The 
response of a stick off a hard floor is a good 
guideline to get them started. The snare head 
can then be adjusted to provide pitch and 
snare response. Demonstrate extremes in 
tuning to show a choked drum or one that is 
too loose. The important thing is to provide a 
way of getting a good snare drum sound. 
Have the students in their own words take 
you through the tuning steps. The result 
should be a high pitched drum with a crisp 
snare sound. 

Posi t ion  - The easiest way to solve stance 
and positioning problems is by using a"ghost 
drum." Have students stand behind an 
imaginary snare drum and pretend to play. 
Chances are good that they will have the 
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correct (and natural) arm bend, elbow-body 
relationship, and stick position. Most stu- 
dents adjust to the position of  the drum and 
thus create many bad habits. Have the drum 
come to the student. 

Technique - Don't overlook four basic 
snare drum techniques: single strokes, 
double strokes (rudimental), multiple 
bounces (buzz), and tams. If  they can't 
handle these four basics, students can get 
smothered by the 26-plus rudiments and the 
multitude of  technique builders on the 
market. Even the most complex solos can be 
broken down into these four areas. 

Rudimental and buzz rolls can be taught 
by using rhythmic roll bases where the 
student plays the roll as a rhythm and either 
double strokes or buzzes the rhythm. Tied 
and untied rolls differ in how you treat the 
last note of  the roll bass rhythm. If  it is 
untied, play the last note as a soft tap; if it is 
tied, simply continue the bounce or buzz: 

o ~ ' t :  -'r- o ~ o o  T 
o = bounce or buzz 
t = unaccented tap, one shade softer than %" 
T = ending tap at dynamic volume of"o" 

Rudimental or Buzz? The use of  rudimen- 
tal or buzz rolls depends on the style of  the 
music. If  the style is not obvious the students 
should be encouraged to imagine the setting 
of  the music: outdoors-inside, martial-orch- 
estral, rough-smooth; or ask: Do the "rolls" 
imitate a sustained sound (buzz) or a 
rhythmic pulse (rudimental)? 

Mallet Percussion 
Position - W h i l e  the luxury of  height 

adjustment isn't always available, the "ghost 
xylophone" can also be helpful in correcting 
position and stance problems. As with the 
"ghost snare drum; by pretending to play the 
mallet instrument, students will tend to use 
proper (and more natural) arm-hand position 
and will also place the keyboard at a comfort- 
able distance from their bod3n All they have 
to do next is have the instrument come to 
them and then adjust to the keyboard height. 

Mallets - For general playing and to 
achieve the specific characteristic sound of  
each instrument, try the following: 

bells: hard plastic or brass 
xylophone: hard plastic 
vibes: medium hard yam 
marimba: medium hard yam or rubber 
Reading - To become a successful mallet 

reader a student needs three things: 1) to be 
able to read treble clef, 2) to know the names 
of  the notes on the keyboard and where they 
are in relation to the twos and threes (the 
accidental keys), and 3) to understand and 
use peripheral vision. 

Try this simple drill with your students: 
1) Have them tell you where certain 
notes are on the keyboard in relation to 

the twos and threes. (C is at the bottom 
of the twos, B is at the top of  the threes, 
D is between one and two of  the twos, 
etc.) 
2) Have them play the different Cs, Bs 
and Ds at the keyboard by only using 
the twos and threes as a reference. 
3) Final step...place music at the 
keyboard (simple melodies) and by 
keeping their eyes focused on the 
music, use peripheral vision to read and 
play the melodies, using the twos and 
threes as their only reference. 

General Percussion 
Bass drum and cymbal players should be 

aware of  the proper lengths of  their notes, 
realizing that their notation isn't always 
correct in that regard. Listen to the ensemble 
and match length, fullness, and decay 
depending on with whom you're playing. 

Metal percussion (triangle-cymbals) 
should be allowed to "speak" before dampen- 
ing. Dampening too quickly will result in a 
choked-unmusical sound. 

Techniques of  tambourine, triangle, etc., 
are often best taught by creating a perfor- 
mance problem for your students and 
guiding them to the playing techniques 
needed (thumb roll or shake, fist or knee-fist). 

Stress the visual aspects of percussion 
performance. Most hand held percussion 
instruments can be raised up so that perfor- 
mers can see what they're striking, see the 
music and also the conductor, all in the same 
line of  vision. This also makes the instrument 
visible to your audience. 

Use carpet squares or towels to create trap 
tables out of  spare music stands. This will 
help to eliminate unwanted noise often 
associated with percussion sections. 

When presenting a clinic, remember to 
educate and enliven. This means you should 
know your audience, understand their needs, 
and realize what they can learn and use ti'om 
your presentation. Doing a clinic should be 
fun for both you and your audience. Xzbur 
clinic should inspire and, more importantly, 
it must pass along tools so that your audience 
can implement that inspiration. 

Robert Snider is a percussionist in the United 
State Navy Band in Washington, DC and a 
member of the PAS Education Committee. 

Garwood Whaley 
editor 
Focus on Education 
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TO PASIC '87 
A FREE TRIP 
IN ST, LOUIS 

OR A $1,000 SCHOLARSHIP 
TOWARD YOUR PERCUSSION STUDIES 

Percussive Arts Society International Convention 
St. Louis, Missouri 
October 29-November 1, 1987 Expenses Paid Include: 

• Air fare from anywhere in the world 

• First class room at the PASIC convention 
hotel, the Adam's Mark 

• PASIC '87 Convention registration 

• One ticket to the PASIC '87 Hall of Fame Banquet 

• One year complimentary membership 
or  

$1,000 scholarship toward percussion studies 

First Prize: 

Second Prize: 

Awarded automatically to the PAS member 
who recruits the most new members by 
September 15,1987. 

Awarded by drawing. Each member will have 
one chance entered in the drawing for every 
new member recruited by September 15,1987. 
(Two 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 comer of each application. Questions? Call PAS 
(217) 367-4098. 
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[]  Annual Membership $25 Payment must be in US currency, by US bank draft, or by international money order. 
[]  Student Membership $15 

Return to: PAS, 214 W. Main St., 

Box 697, Urbana, IL 61801 Amount Enclosed $, 
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Focus On 

Ionisation: An Analytical 
Interpretation 
George Frock 

A historical survey of significant composi- 
tions featuring percussion is, for the most 
part, limited to this century. During this 
period a vast body of compositions has 
appeared for chamber ensembles, percussion 
ensembles, and orchestra, each of which 
employs extensive percussion. Although the 
list is quite long, there are a few in each 
medium which stand out above the rest, 
among these, Le Sacre du printemps and 
EHistoire du soldat by Igor Stravinsky, Toccata 
for Percussion by Carlos Chavez, and Ionisa- 
tion by Edgar Var~se. And of the entire 
repertory few - if any - works have more 
historical importance than Ionisation, one of 
the very first compositions written solely for 
percussion ensemble. 

"Ionisation (1931) as we now recognize it, is 
the first and the most consummate work to 
explore the structural value of all non-pitch 
properties of sound without electronic 
means "~ This declaration by Chou Wen- 
chung suggests the need to explore percus- 
sion techniques and sounds by composers in 
serious compositional circles. Vergse, who 
was a product of the musical environment of 
the early 20th century, is recognized as one of 
the truly great composers to write for the 
percussion ensemble. And he was also the 
first to experiment in "sound conglomeration 
as a concept: ~ 

Historical Background 
Beginning in 1916 Var~se voiced ideas 
regarding the future directions of music: 
"We. . .  need new instruments very badl3~ 
Musicians should take up this question in 
deep earnest with the help of machine 
specialists. New machines might offer 
liberation from the tempered systems, a pitch 
range extended in both directions, new 
harmonic splendors obtainable from the use 
of sub-harmonic combinations now impossi- 
ble, increased differentiations of timbre, and 
expanded dynamic spectrum, the feasibility 
of sound projection in space, and unrelated 
cross rhythms y~ These views are exemplified 
in Ionisation, a composition that is a clear 

manifestation Var~se's theories of style and 
expression: Experimental and innovative for 
that time were his use of anvils, tam-tams, 
gongs, lions roar, numerous drums, and tom 
toms, employment of pitch and non-pitch 
percussion, and utilization of sound clusters 
(in the coda section). In addition, few 
compositions have more varied dynamic 
spectra or contrast and employ unrelated 
cross rhythms so extensively. 

Ionisation is an outgrowth of musical 
movements of the 1920's. By then Var~se had 
already established his reputation amidst the 
contemporary composers, among whom 
were Henry Cowell, Igor Stravinsky, Arnold 
Schoenberg, and Alban Berg. "He also had 
important affinities with the Italian futurists, 
though at no time did he consider himself to 
be part of the their movement (the futurists 
made much use of an imposing technical 
terminology, line/force, simultaniety and 
interpenetration of planes) "~ Ionisation clearly 
makes use of simultaneous doubling of 
timbres; also, continually evolving shifting 
planes or sections are prominent: "If we 
project an imaginary sound mass into space, 
we find that it appears as constantly changing 
volumes and combinations of planes, that 
these are animated by the rhythms, and that 
the substance of which they are composed is 
the sonority, might it be possible to recognize 
music as a succession of geometric sound 
figures, the sound mass whose weight, whose 
substance is given by the intensity of sound, 
would derive its movements from the 
rhythm which transports it into time: s 

Analysis: Rhythmic Elements 
The title Ionisation was intended to reflect 
the musical content of the work: "Ion ex- 
change is a reversible chemical process that 
results in the interchange of one type of ions 
in a solution for those of a similar change on 
a nonsoluble solid over which the solution is 
passed y6 As Elliot Carter has aptly pointed 
out, Var~e - perhaps following the direction 
initiated by Stravinsky - "made rhythm the 
primary material of this musical language 

and used it, rather than thematic linearity, as 
the thread which holds his compositions 
together." 7 Indeed, according to the detailed 
analysis oflonisation by Chou Wen-chung, 8 a 
student of Var~se, the composition evolves 
from six rhythmic motives. These six germ 
motives are the following: 

Example 1 Bass drum motive: 

,,- [ [ [  . I [ [_[ [ [ i  

Example 2 Bongo motive: 
> 

L 

Example 3 Claves motive: 

, ~  _L~_  _ _ r ~ _  _ _r'gg_ _ 

Example 4 Quintuplet figures: 
5 5 

[5 ~ J~"J-  "J~'-J--s'J~l 
1 4  - - - "s. I 

Example 5 Triplet figures: 
f - $ ~  f -  $---.~ 

. . . .  i 

Example 6 Parade drum motive: 
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Analysis: Formal Elements 
The formal design oflonisation is somewhat 
reminiscent of sonata form in that the work 
has clearly defined sections and themes. 
Following Var~se's intent, there are constantly 
shifting blocks of  sounds that include drums, 
wood, and metallic instruments. The overall 
form may be described as follows: 

Introduction (measures 1-8): brief 
rhythmic motives are heard over sustained 
metallic sounds. 

Theme I (m. 9): tambour militaire is 
accompanied by a countersubject on 
bongos. 

Episodes (ram. 13-19): brief rhythmic 
ideas are presented rather than develop- 
mental materials. 

Bridge (m. 38): loud triplets occur in huge 
blocks of  sound. 
Theme II (m. 44): loud layers and blocks of  
quintuplets sound in both drums and 
wood instruments. 

Recapitulation (m. 51): ideas presented in 
the introduction return but these are now 
mixed with rhythmic motives which are 
variations of themes presented earlier; (m. 
65): a fermata serves as the climax of the 
composition; (ram. 66-68): large blocks 
or layers of  sound are heard; (m. 69): 
materials presented in measure 23 return 
rather than the main theme. 

This publication is 
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Coda (m. 75): the first use of  pitched 
percussion instruments in a Klangfarben 
melody occurs along with crashing 
sustained dissonances in the chimes, 
piano, glockenspiel, gongs, and cymbals. 

Analysis: Performance Considerations 
As elements of  the formal scheme are 
considered in the context of  rehearsing and 
performing the work, it is highly recom- 
mended that the reader follow along with the 
copy of the score commonly available in 
Morris Goldenberg's Guidebook for the Artist 
Percussionists. 9 The following brief outline 
and overview of aspects of  interpretation are 
intended to aid in performance preparation: 

Measure 1-8 (Introduction): Small blocks 
interact to produce larger mosaics. 

Rehearsal i (measure 9): Main theme by 
player 4. Players 3, 8 and 10 have a feeling 
of 3 creating 4 against 3. The lions roar is 
used as a cadence to close the first theme. 

Rehearsal 2 (measure 13): Restatement of  
introduction both by player 3, who carries 
the rhythmic statement, and in players 2, 
6, 9, and 10 supplying the supportive 
sound colors. The  main theme returns in 
measure 16. 
Rehearsal 3 (measure 18): Episode oftarole 
and snare drum with temple blocks, 
players 7 and 9. 

Rehearsal 4 (measure 21): Main theme by 
player 4 (snare drum & tenor drum) 
interacts with bass drums (player 3) while 
there are three beat patterns by players 3 
& 8. In measure 24-25 the main theme is 
in the bongos. Notice the free counter- 
point and imitation of the blocks of  
sounds by players 7, 10, 11, & 12 with the 
blocks by players 1, 3, 4, 6, and 8. 

Rehearsal 5 (measure 26): Codetta of  the 
first section and countersubject of  theme 
1 (from measure 7) occur. Solo by temple 
blocks ending in quintuplets is a cadence 
which is a preview of the second theme. 

Rehearsal 6 (measure 33): Free episodes; 
counterpoint ofguiro and maracas 
interacts with player 3 - tenor and bass 
d r u m s .  

Rehearsal 7 (measure 38): Peak dynamic 
volume occurs at this point. There are 
clearly contrasting blocks - metal sounds 
by players 1, 2, 10, & 12 mixed with 
drums and wood sounds-  and contrasting 
body against the triplet figures in the 
tarote and castagnets. 

Rehearsal 8 (measure 44): Theme II groups 
of quintuplets by players 3, 4, 7, 8, & 9. 

Rehearsal 9 (measure 51): Mixing of 
metallic sounds is heard in cymbals 
(players 1, 9, 10), gongs (player 2), sirens 
(player 6), and triangle (player 7). 
Rehearsal 10 (measure 56): The claves 
present the countersubject of  the first 
theme, and the snare drum and tarole play 

similar pattems to the statement at 
rehearsal 7. 

Rehearsal 11 (measure 60): Snare drums 
return to theme I. The bongos return to 
the theme II countersubject. Gongs 
(player 2), maracas (player 8), and tarole 
(player 9) have triplet patterns that grow 
to the peak of  composition at the fermata. 

Rehearsal 12 (measure 66): Bass drum 
(player 3), castagnets (player 11), and 
tambourine (player 12) give reference to 
rhythms of the main theme. Sound 
clusters between bongos (player 3), 
drums (player 9), castagnets (player 11) 
and anvils (player 12) are a unison block 
that must be coordinated. 

Rehearsal 13 (measure 75): In the coda the 
pitched instruments and large metallic 
sounds are introduced; fragments occur 
which are from the main subject and 
countersubject. Note the use of  chromatic 
tones and sound clusters and the breaking 
down of thematic materials from the main 
subject, theme II, and the triplet figures. 

In closing, it should be mentioned that 
Var~se is specific in the score that the sirens 
are to be hand cranked, electric, or of  the 
theremin type. In the statement he makes it 
clear that mouth sirens should not be used. 

Footnotes 
' Chou Wen-Chung, "Ionisation: The Function of 

Tmabre in its Formal and Temporal Organization," 
Sherman Van Solkema, ed., The New Worlds of Edgar 
Var~se, A Symposium. Institute for Studies in American 
Music (New York: Brooklyn College of the City 
University of New York, 1979) p. 27. 

This concept was clarified in a personal interview 
with Elliott Antokoletz, professor of music history at the 
University of Texas at Austin, July 14,1986. 

3 Var~se's statement is given in Paul Griffiths, "Edgar 
Var~se" The New Grove Dictionary of Music and 
Musicians (London, 1980), vol. 19, pp. 530-531. 

' David Reed Bloeh, "The Music of Edgar Var~se," 
dissertation, The University of Washlngton, 1973, pp. 
19-20. 

s Anne Florence Parks, Freedom, Form, and Procession 
in Var~se, (Ann Arbor, MI), p. 216. 

Larousse, Illustrated International Encyclopedia and 
Dictionary (New York: World Publications, 1972), p. 463. 

7 "On Edgar Varb.se, ~ Van 8olkema, ed., The New World 
of Edgar Var~se, A Symposium, p. 2. 

s "Ionisation: The Function of Timbre in its Formal 
and Temporal Organization," pp. 34-39; 62-69. 

9 Modern School for Snare Drum with a Guidebook for 
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WOMEN IN PERCUSSION - YOU CAN MAKE IT HAPPEN! 

PASIC '87 will include a seminar entitled, "Women in Percussion - YOU CAN MAKE IT HAPPEN!". The Percussive 
Arts Society would very much llke for all women percussionists to participate. Women in Percussion is a topic 
whose time has come for discussion. Presently there is a good percentage of female percussion students at the 
junior high, high school, and college and university level. This seminar hopes to inform these current 
students of the impact they will have on percussion as teachers and performers. 

Following is a questionnaire written by Judi Murray of the Rosewood Marimba Duo. Please take the time to fill 
it out and return it to Judi by September 15th. Judl will chair the PASIC seminar and will use the results 
from this questionnaire for the seminar. To return your questionnaire, or if you would like more information 
regarding the seminar, or would like to offer further assistance, please write Judi Murray, P.O. Box 8542, 
Spokane, Washington 99203. 

WOMEN IN PEE6~JSSION - YOU CAN MAKE IT HAPPEN! 

*Student and College Percussionists - Please answer question 1-15. 
*Professional, Semi-Pro and Other - Please answer question 1-5, 12-28. 

i. NAME 2. AGE 

4. PROFESSIONAL, SEMI-PRO OR OTHER 

5. AREA OF PERCUSSION (style and instruments) 

6. SCHOOL PRESENTLY ATTENDING 

7. PRESENT TEACHER(S) 

3. CITY OF RESIDENCY 

8. DEGREE(S) IN PROGRESS 

i0. WHAT CAREER OPPORTUNITIES ARE YOU SEEKING? 

9. GRADUATION DATE 

Ii. IF YOU ARE SEEKING A CAREER OUTSIDE OF MUSIC, DO YOU PLAN TO CONTINUE USING YOUR PERCUSSION EDUCATION IN 
SOME WAY? BE AS SPECIFIC AS POSSIBLE 

12. AT WHAT AGE DID YOU BEGIN PLAYING PERCUSSION? 13. WHAT INSPIRED YOU TO ENTER THE FIELD 

14. WHAT PERFORMERS/TEACHERS HAVE INFLUENCED YOU THE MOST AND WHY? 

15. HOW MANY HOUR A DAY DO YOU PRACTICE? 

16. SYMPHONY OR GROUP CURRENTLY PERFORMING WITH 

17. SCHOOL OR COLLEGE WHERE YOU TEACH 

18. PAST TEACHERS 

STUDENT AND COLLEGE PERCUSSIONISTS PLEASE END HERE 

HOW LONG? 

HOW LONG? 

19. PLEASE LIST COLLEGES AND UNIVERSITIES ATTENDED AND EARNED DEGREES 

20. HOW MANY YEARS HAVE YOU BEEN: PERFORMING PROFESSIONALLY? TEACHING PROFESSIONALLY? 
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21. WHAT PERCENTAGE OF YOUR INCOME IS FROM: TEACHING? 

22. ARE YOU CURRENTLY UNDER ARTISTMANAGEMENT? IF SOt WHAT COMPANY? 

23. ARE YOU CURRENTLY AN ENDORSEE? IF SO, WHAT COMPANY(S)? 

PERFORMING? 

24. WHEN WAS YOUR FIRST REAL BREAK? (When were you "discovered") 

25. WHAT "TIPS" AND SUGGESTIONS DO YOU HAVE FOR YOUNG PERCUSSIONISTS WANTING TO BREAK INTO THE PERFORMANCE 
FIELD TODAY? WHAT SHOULD THEY DO? WHERE DO THEY GO? WHO DO THEY SEE? 

26. WHAT PROS AND CONS (if any) HAVE YOU BEEN FACED WITH AS A F~24ALE PERCUSSIONIST? 

27. AS A PERFORMER, ARE YOU NOW IN COMPETITION WITH ELECTRONICS, OR HAVE YOU LEARNED TO ADAPT WITH THE"NEW 
AGE"? 

28. WOULD YOU PLEASE ENCLOSE YOUR FAVORITE PRACTICE EXERCISE. WHY IS IT YOUR FAVORITE? 

THANK YOU FOR YOUR HELP AND COOPERATION - SEE YOU IN ST. LOUIS, OCTOBER 29TH - NOVEMBER IST FOR PASIC '87 

Return the questionnaire to: 
Judi Murray 
P.O. Box 8542 
Spokane, WA 99203 

ALL QUESTIONNAIRES MUST BE RETURNED BY SEPTEMBER 15, 1987. 
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Focus 

An Interview 
with Louie Bellson 
D a v i d  B l a c k  

Louie Bellson 

Referred to by jazz  critic Leonard Feather as "one of the most 
phenomenal drummers in histou;" Louie Bellson has had a history of 
atpressing himself on drums since he was three years old. He has played 
and recorded with such greats as Duke Ellington, Count Basic, Benny 
Goodman, Tommy Dorset,; Harry James, and many others. As a prolific 
composer~arranger, he has u~tten compositions and arrangements that 
span a broad spectrum qf music, from jazz  to s~mphonic works. A 
pioneer instrumental and band clinician, Bellson has given selflessly of 
himse!f to the music education community. He is also the author of a 
number of books on drums and percussion. 

Dave Black: Who are some of  the people who influenced you the 
most when you were .growing up? 
Louie Bellson: Well, I never had just one idol - I listened to 
everybody. I'll mention a group of drummers who influenced me, 

however. Buddy Rich and I are the same age and were brought up 
together, so I exclude him because we sort of  agree on the same kind 
of  players. I have to name Jo Jones first, because Jo Jones was one of 
the first players to come up with wonderful fluidity while maintain- 
ing intensity. He pioneered a brand new texture, a new sound. Chick 
Webb was another great influence. He was blessed with a great 
natural talent and was one gigantic player. Gene Krupa, another 
influence, was one of  the guys who brought drums to the fore 
ground. He developed a great sound and really played well, in 
addition to being one of  the greatest showmen of  all times. Davy 
Tough was another player who really represented what I would call 
an excellent timekeeper. His forte was being able to play in the 
rhythm section and being able to blend with the bass, piano, and 
guitar player, and really make that baby swing. Another influence 
was big Sid Catlett who, in my opinion, could do anything. He 
could play in a small group, a big band, or do shows. I would 
mention Max Roach, but Max was more like Buddy and myself. 
The three of us were around the same age and of course it goes 
without saying that I respect both those guys - Buddy Rich for all 
the wonderful things he has done and for the great natural 
technique he has, and Max for teaching all of  us to play more 
melodically. He was one of  the first drummers to stress melodic as 
well as rhythmical playing. 

DB" Over the years you have had the opportunity to play with most 
of  our greatest entertainers. Is there any entertainer with whom 
you've wanted to work but haven't had the chance to yet? 
LB" I've worked with Sinatra, Lena Home, Sammy Davis Jr., Tony 
Bennett, Steve and Edie, Dick Ames, Bing Crosby, and all of  the 
comedians. The only people that I haven't had a chance to work 
with are some of  the more contemporary entertainers, such as, A1 
Jarreau, Stevie Wonder, and Lionel Richie, who I think are just 
fabulous. 

DB:  Do you ever get nervous when working with the entertainers 
you've mentioned? 
LB" I don't know whether I would call it nervous, but I must say 
this: when you do work with a personality like 8inatra, Lena Home, 
or Sammy Davis Jr., you go into a rehearsal a little keyed up because 
you don't want to make any mistakes. You're dealing with the top 
echelon and you want to impress them. $o I think what you do is 
concentrate a little more. 

DB" How did you get the gigs with the Ellington, Goodman, and 
Basie bands? Did you have to audition for them, or did they ask you 
to join? 
LB: When I lived at home in the Quad City area we had the 
opportunity to hear all the big city bands when they came through 
town. One night I went to hear Ted Fio Rito's band. The kids used 
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to yell and scream, "Hey-ge t  Lou to play the drums." Sometimes it 
worked and sometimes it didn't. One night I sat in and played with 
Ted Fie Rite's band and he offered me a job right on the spot. I told 
Ted that I had three or four more months left of  high school and 
would come out and join him. I kept my word and joined him at the 
Florentine Gardens here in Hollywood, opening for the Mills 
Brothers who were the main attraction. After I had been there two 
or three months, Benny Goodman's brother, Freddy, was in the 
audience and I guess he liked what he heard. He sent me a note, so 
I went over to the table and he said, "How would you like to come 
over and audition for Benny Goodman tomorrow? He's doing a 
picture out at Paramount" 

The year was around 1941 or 42 and Gene had just left the band. 
I went out to Paramount studios and they put a jacket and makeup 
on me, and Benny said, "You're the kid drummer, right?" He said, 
"Your audition is going to be while we shoot the movie" So I sat 
down and played a few bars of  one tune with him, and he said "OK, 
that's good enough, let's shoot the shot we have with the quartet for 
the picture" I was very fortunate to make that step. 

After being with Benny a year, Uncle Sam got me for three years. 
When I got out of  the service I went back with Ted and Benny 
Goodman, then joined Tommy Dorsey. I stayed with Tommy for 
three years and then decided to come out to Los Angeles. At that 
time I also did my year with Harry James. During the end of  that 
year with Harry James, Juan Tizol told me that Duke Ellington 
called and was looking for a drummer and a lead alto player. 
Frankly, I didn't know what to do. I didn't want to leave Harry but I 
knew that joining Duke would be a great experience, so the 
spokesman was Tizol. We sat down with Harry and told him we 
had a chance to join Duke's band. Being the nice guy that Harry was 
he said, "Let me tell you something, the last thing I want to do is 
lose you guys, but for the amount of  work we are doing and because 
it isn't everyday that you get a chance to join Ellington, go ahead and 
take it." So we joined Ellington and that was the start of  that. 

DB:  Do you have any funny stories about some of  those greats that 
th~ public doesn't know - things that happened that would make 
them seem more human than what we perceive them to be? 
LB: Yes. People used to say to me, how is Duke on stage, how is he 
off stage? Ellington was charming. In the early days the band 
traveled a lot by train because Duke did not like to fly. Later on he 
made up his mind that he had to fly in order to make all the dates. 
We were flying one day and he was sitting across the aisle from me 
just up two seats. He turned around during the flight and he said, 
"Hey Scoonge, have you got any manuscript paper handy?" I said, 
"No, it's in my suitcase in the baggage section" He said "OK;' 
unbuckled his seat belt, and took his jacket off. He was wearing a 
white shirt and he took his marker pen and drew five lines on the 
sleeve of his left arm and proceeded to write down six or eight bars. 
He turned around to me and said, "Don't ever lose those kind. You'll 
get offthe plane, get to the hotel and say, Oh, goodness, my what 
were those three or four bars?" 

Another very interesting thing happened when he called me 
back East to do a concert with the New York Philharmonic. It was 
just a bass player and myself in front of  the orchestra. Duke was 
conducting his own composition called The Golden Broom and the 
Green Apple. It was 20 minutes of music for which there was no 
drum part. I didn't know whether to pick up a brush, a mallet, or 
whether to play double forte or pianissimo. Duke kneeled down to 
me before he gave a downbeat, and said, "Oh, the first part is in 3/4" 
That's all I had to go by. After the rehearsal some woodwind players 
came up to me and said, "Hey Lou, I guess you've got this 
memorized huh?" I said, "No, I've never heard it before" They went 
away scratching their heads. After the rehearsal I took the score and 
made a drum part for myself because the concert was the next day. 
\Vhen I left, I presented Duke with this drum part, and he said, 
"Don't you understand that the reason I didn't write a drum part was 
because I wanted one from you. It isn't everyday that you get a 
Louie Bellson drum part." 

DB:  What  did you get while growing up that young players are not 
getting today? 
LB: First of  all, by the time I was fourteen years old I was already 
playing in clubs. I had a chance to play Tuesday nights in a club in 
Moline, Illinois called the Rendezvous Nightclub. Playing there 
Tuesday nights every week for three or four years gave me some of 
the greatest lessons I ever learned on playing time. In those days 
after graduating from high school and college, we had a chance to 
go on the road and play with as many as fifty bands. You had a 
stepping stone. Today, you're lucky if you can even get into one of 
the bands that you can count on one or two hands. 

DB:  What  do you think of big bands today as opposed to when you 
were growing up? 
LB: I think there are less big bands today because of  the economic 
situation, but there is no question in my mind that they have 
become better and better. Basie's band is still very good, even 
though Basie isn't with them. Buddy Rich still has his big band and 
every time I hear Buddy, the band sounds better and better. Mel 
Lewis has a superb big band. I think that Mel, myselt; Buddy, 
Woody, Basie, Maynard Ferguson, Bob Florence, Bill Holman, Rob 
McConnell and Toshiko Aykiyoshi have bands that are continually 
working. They will continue to work because they are doing 
something that has validity, and people dig it. 

DB:  What  medium do you enjoy playing for the most? Is it 
television, records, or live performing? 
LB: I like live performing. When I'm recording, I understand why 
we have to get separation in order to get that beautiful sound, but I 
still like to set-up in a live performance situation where I can get 
that immediate feedback from the audience. You may sacrifice a 
little bit in sound, but the feel and the interplay between the 
musicians and the audience is great. 

DB:  What's the hardest musical situation that you have ever been 
in? 
LB: I would say that the most demanding thing that I have had to 
do was the album I did with Lalo Schifrin. The music he wrote for 
that album received six stars from Down Beat. When I walked into 
the studio I saw a bass marimba, seven timpani, a sound effects 
console, my drums, log drums, etc. I said, "Lalo, do we have a bunch 
of  guys like Larry Bunker, Emil Richards, and Kenny Watson 
coming in?" He said, "No, all that stuffs for you" I hadn't touched 
that stuff in a long time and really sweated through that session. I 
got through it because of the training I had and of course Lalo was 
a great help, too. But it was demanding. To open up the book and 
start playing 15/8 right away really put me through a test. 

DB:  Where did you get your background in composition? 
LB: It started with my Dad, and then with Roy Knapp in Chicago. 
In 1947, when I joined Tommy Dorsey here in Los Angeles, there 
was one guy I wanted to study with and that was Buddy Baker. 
Buddy Baker had just retired from Disney Studios where he had 
been a composer and arranger for 28 years. I got to know Buddy 
Baker through records. Herb Jeffries made an album with just 
strings and Buddy Baker did the arrangements. When I heard that 
string writing I said, "That's the guy I want to study with." Later, 
after studying with Buddy I got to know Jack Hayes. I got a 
tremendous amount of  learning from Buddy Baker, Jack Hayes, and 
of  course Benny Carter. When Pearl did her ABC Television show, 
the arrangers I had on my staffwere Buddy Baker, Jack Hayes, 
Benny Carter, and Bill Holman. I used to take Bill Holman's scores 
apart and study them. When they wrote arrangements for Pearl I 
used to go home at night and study the scores. All of  these guys 
were my mentors. 

DB:  Do you think being just a good player is a guarantee for 
making it? 

LB: No, absolutely not! You've got to have more. You've got to be a 
great player today, but you also have to know what timing and 
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pacing is, on and offthe bandstand. You have to know how to 
conduct yourse~,, how to arrange tours, and how to take care of 
yourself. I f  you're going to be a band leader, you have to know how 
to read contracts and how to negotiate. Today you are more 
respected if you are more versed in these types of  things. 

DB:  Should students with an affinity for music consider choosing 
other aspects of  business, such as music marketing or music 
education, instead of  performing? 
LB: Well, in today's musical world it's not easy to get a break. I think 
that ira young musician who has the ability to be a great player can 
do something else in the meantime in order to make a living, it is to 
his advantage. But he shouldn't lose sight of  the fact that there's 
going to be a time when he can learn another aspect of  the business 
until he gets his break. 

DB:  Does being in the right place at the right time, and who you 
know, play a more important role in a person's chances for success 
than just the talent that he or she might have? 
LB: Breaks are important. My playing at the Florentine Gardens 
with Ted Fio Rito's band is a good example of being at the right 
place at the right time. If  I hadn't joined Ted's band, Benny 
Goodman's brother might not have heard me play. That's what you 
call a lucky break. 

DB:  What do you think of  the ability of  players today as opposed 
to when you were growing up? 
LB: I think today players have to do much more because of  the 
wide variety of styles that they must be able to play. If  you are a 
drummer like Ed Shaughnessy on the Tonight Show, you have a 
wide variety of  entertainers who appear on the show who don't 
bring their own rhythm sections. So you've got to be able to play any 
style. Studio drummers such as Steve Gadd and Harvey Mason 

have to be able to play with any kind of  personality, producer, singer, 
or arranger, and they have to pull it off. 

DB:  Jazz education has always seemed to take a back seat to the 
concert band, marching band, and orchestra programs. What do 
you think can be done to change that? 
LB:  I think it is happening now through the excitement that the 
players themselves are generating. For example, look what Joel 
Leach does. He has taken his band on several tours. And Ron 
Modell has Dizzy one year, Carl Fontana one year, and me another 
year. He makes the faculty realize that his ensemble is important. I 
think in the next few years you are going to see an upsurge there. 

DB:  What do you think can be done by the professional community 
to help encourage and support working jazz bands? 
LB: First of  all, when you think about the number of colleges out 
there and consider that every year (let's take a lower figure), there are 
five excellent players going to graduate from each school, we're 
talking about two or three hundred players right off the bat. Where 
do they go? They've got Basie's band, Buddy's band, Woody's band, 
Maynard's band, Glen Miller's band, our band, Toshiko's band, Bill 
Holman's band, and Bob Florence's band. You can barely count ten. 
In the contemporary field, they've got a lot of wonderful groups, 
such as Earth, Wind and Fire, Weather Report, Steps Ahead, Spyro 
Gyra, and Genesis. But for the number of  youngsters who graduate, 
and for the amount of groups on the road, it doesn't even add up. 
They've got the tools, all they need now is a chance to get those 
tools in their hands and get experience on the road. 

In order to give a new band a break, they have to worry about two 
things that are very important in order to get known: records and 
television. Those are our two mediums today. You can go out and do 
a million one nighters and keep doing them until you're green, but 
in order to get recognition you have to do either records or 
television. In order to get to that point, I felt that it was important 
for four or five big band leaders to get together and have a meeting 
with record and television executives from RCA, Arista, Columbia, 
NBC, ABC, and CBS and say, "Look, here's a guy who has a great 
band, but the only way we can give him a break is to give him a 
record contract or some television exposure. We have got to give at 
least five or six new bands every year a chance to do that. Only 
record and television executives can do that for them I know it's not 
easy to get those kinds of  big executives together, but it could be 
done. 

DB:  How do you feel about the electronic age and electronics? 
LB:  rm  not against it. I realize that when you get a drum machine, 
it's a drum machine, but there is nothing in this world like a man 
sitting down and playing drums live. 

DB:  What projects are you currently working on? 
I .B: I 'm working on another full symphonic piece which 111 
probably coordinate with Jack Hayes, and another one with Harold 
Farberman called Concerto for Jazz Drummer and Symphony 
Orchestra (premiered at PASIC '86, Washington, DC). I 'm also 
working on other things for my band. 

DB:  At this point in your career, have you thought about slowing 
down? 
LB:  No. I don't even know what that means. I think I have learned 
how to time and pace mysel[. I have reached a point now where I 
take three or four days offwhen I don't even go near the drumset or 
write a piece of  music. So during those two or three days I go out 
and sit under a tree, get with mother nature, and do something 
entirely different until my mind is clear. 

DB:  If you had it all to do over again, would you change anything? 
LB: Not a thing. 
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Focus On 

Conversing with 
Gregory Goodall 
Lynn Glassock 

Greg GoodaU 

Gregory Goodall received his academic training at UCLA (B.A., 
M.EA.) and studied with Charles DeLancey, Mitchell Peters, and 
William Kraft. As an active free-lance percussionist, he performs 
frequently with the Los Angeles Philharmonic, the Joffrey Ballet, and 
the Roger Wagner Masterchorale, and is timpanist of the Santa 
Barbara Symphony. Mr. GoodaU has been involved in the recording 
industry with teletision, motion pictures, and records, including Leonard 
Bernstein's recent recording of"Symphonic Dances" (from West Side 
Story) with the Los Angeles Philharmonic. He is a member of the 
percussion faculties of California State University, Long Beach, and 
University of California, Santa Barbara. 

Lynn Glassoek: You organized and participated in a program of 
chamber music combining percussion with another instrument. Is 
this an area of performance in which you are especially interested? 
Gregory Goodalh Very much so. Aside from the sheer enjoyment 
of playing in a small ensemble, I find chamber music is an ideal 
vehicle for developing one's musicianship. Mixed-instrument 
ensembles encourage percussionists to understand such vital 
concepts as breathing and phrasing from the point of view of a wind 
player, for example. This knowledge is extremely valuable for a 
percussionist, particularly in an orchestral situation. 

LG: So, you feel that there is a lot to gain from the rehearsal time 
that you spend with the other performer? 
GG: Before the first rehearsal, each individual must solve technical 
problems and generally feel comfortable with his part. Then as a 
partnership, questions such as tempo, balance, articulation, and 
phrasing must be answered. Solving these problems together 
encourages musicality and strengthens one's ability to listen. 

LG: It seems that wind and string players have a lot of control over 
how they connect notes together to make a phrase. Do you feel 
percussionists are sometimes at a disadvantage in this regard? 
GG: In terms of connecting notes, it certainly seems that creating 
sound with a bow or with one's breath enhances one's ability to 
determine exactly the quality of attack and decay. However, a 
percussionist can achieve at least the impression of legato through 
mallet choices, relaxation in the grip, dynamics, and, when all else 
fails, body language. 

LG: Do you feel that some percussion instruments are much 
harder than others to achieve a sense of phrasing? 
GG: No, not in particular. All percussion instruments can and need 
to be played with the phrasing of the music clearly in mind. 
Although we may not be playing the melody, we can still accentuate 
the phrase. 

LG: How often are you able to perform in a chamber music setting? 
GG: Chamber music is a labor of love requiring a substantial time 
commitment. The demands on my schedule have been such that I 
haven't been able to do as much as I would llke. 

LG: Are you commissioning chamber music pieces? 
GG: Through the auspices of Kori Percussion, I commissioned 
Mark Watters to write Dual Excursions that flutist John Barcellona 
and I premiered today. The piece has turned out to be such a terrific 
addition to the literature that I definitely want to do more of this. 

LG: Are there some pieces that you could recommend to percus- 
sionists looking for this type of material? 
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GG:  I highly recommend the four works premiered in our program 
today: Dual Excursions by Mark Watters (Studio 4 Prod/Alfred 
Music Publishing), Chains by David Karagianis (composer: 435V2 
N. Sierra Bonita Ave., Los Angeles CA 90036), Winds and Waters 
by Erik Forrester (composer: 275 S. Vinedo St., Pasadena, CA 
91107), Interludes by Marilyn HarMs/Mark Wolfram (Sound Studio 
Pub., Dept F, Box 2047, Rockefeller Station, New York, NY 10185). 
And PAS's book, Solo and Ensemble Literature, is an excellent place 
to look for pieces. In general, works with a small number of  players 
and a limited percussion setup facilitate scheduling of  rehearsals 
and reduce logistical problems, thereby making the experience 
more enjoyable. 

LG:  You have a wide range of professional activities. Would you 
comment on some of  the various projects that keep you busy? 
GG:  As a free-lancer, my schedule varies from week to week. I work 
primarily with several of  the excellent orchestras in Los Angeles, 
including doing much of  the extra work with the Philharmonic. In 
the W-f i lm  arena, my credits include episodes from "Hart to Hart" 
and"Ripley's Believe It or Not;  and sound tracks to "Star Trek H and 
III," "The Adventures of  Natty Garm, and "Commando" 

LG:  I have heard people in the recording business say that about 
eighty percent of  the music is fairly easy to read and perform, but 
the other twenty percent can be extremely demanding. Have you 
found this to be the case? 
GG:  From a technical point of  view that may be true. However, 
passages that are technically easy may turn out to be musically 
demanding. Also, two of the most difficult aspects of  session work 
arise before you get to the studio. First, in Los Angeles, you must 
own a complete percussion battery that can be moved easily by a 
transportation company. Second, you must be prepared to play 
virtually any instrument in any style at any time with authority. 

LG:  What  happens when you get a part that is very difficult and 
you don't know for sure if you are going to be able to handle it? 
GG:  The first thing to do is relax. Mark Twain once commented 
that"some of my biggest worries never happened" I think that's true 
for most of  us. As you relax and examine the passage, you usually 
find a solution to the problem, be it an alternative sticking or an 
adjustment in your set-up. 

LG:  I 'm sure there are percussionists all over the country who 
would like to do what you are doing for a living. What  are some of 
the main qualities a person should have if he wants to be a 
successful free-lance percussionist in L.A.? 
GG:  Self confidence is crucial. When the pressure is on, you cannot 
afford to doubt yourself. Two other very important qualities that 
often get overlooked are patience and the ability to work with 
people. Patience is particularly important because it may take quite 
a period of time before you are working regularly. As in any 
profession, dependability and consistency are also essential. 

LG:  So personality plays a large part? 
GG:  Absolutely. 

LG:  You also teach at California State University, Long Beach, and 
the University of  California, Santa Barbara. Wrhat are some of the 
things you try to stress to your students in private lessons? 
GG:  The focal point of  my teaching is relaxation - especially 
regarding the shoulders, arms, wrists, and hands. The elimination of 
unnecessary muscular involvement combined with the training and 
strengthening of the essential muscles leads to a free and easy 
technique and sound. Accuracy is also a point of  emphasis. The 
repetition of passage work at very slow tempos can be mentally 
tiresome, but is physically necessary. Musicality cannot be 
overemphasized. The careful analysis of  the composer's intent is 
critical to finding successful solutions to many performance 
problems. 

The programs that I 'm involved with are founded on solid work 
on snare drum 2_ with a great deal of"pad work;" mallets - the 
emphasis here is on reading; and timpani, focusing on sound quality 
and intonation. Accessory instruments are covered in master 
classes, and the area of commercial music is covered according to 
the student's interest. 

LG:  All percussionists have to decide if they want to specialize in a 
certain instrument or area, or be a "total percussionist" Do you have 
any thoughts on when or how that decision should be made? 
GG:  From my point of view, a solid background is essential because 
of the interrelationships between the instruments. By the junior or 
senior year, the student should be formulating career objectives 
which may or may not call for a specialization. 

LG:  Do you have any final advice to give percussion students who 
want to have a career in performance? 
GG:  The most important characteristic in becoming a professional 
musician is commitment. Many people have talent and ability, but 
only a few have the perseverance and commitment to make the 
sacrifices necessary to realize their goals. 

Lynn Glassock is associate professor of music at the University, of North 
Carolina at Chapel Hill where he teaches percussion and music theory. 
His composition Three Movements for Percussion won first place in 
the Southwestern States Percussive Arts Society composition contest in 
1973, and his percussion ensemble received first place awards for two 
consecutive years in the ensemble category. Mr. Glassock has performed 
with the Dallas Symphony Orchestra, Fort Worth Symphony, has been 
principal percussionist of the Fresno Philharmonic, and played in 
musical shows and commercial bands. His music is published by Kendor 
Music and Permus Publications. 

The Instrumentalist 
Where professionals find everything 

they need to know about playing 
and teaching 

1 year subscription: $18 
($24 outside U.S.) 

T h e  Instrumentalist  
200 Northfield Road 
Northfleld,  Illinois 60093 
(312) 446-5000 
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Focus On 

Gaining More 
from Transcriptions 
J. Thomas Morgan 

Often drummers don't realize that, besides 
being simply a resource for learning technical 
aspects, a drum transcription can be an 
inspiration for musical growth. Here are a 
few of  the more obvious benefits of  transcrib- 
ing a solo: 

1. It develops your ear. Like an advanced 
form of rhythmic dictation, transcribing 
will increase your ability to hear and 
understand complex rhythmic passages. 
In addition, it will make you more sensitive 
to nuances and dynamic shading. This 
awareness should manifest itself in your 
own playing. 

2. It makes you familiar with the solo. 
Analyzing a solo bar-by-bar usually brings 
out many details that may not have been 
noticed. Often these details give the solo 
its dramatic effect. 

3. It lets you see form. By spreading the solo 
out on paper before you, you can easily see 
musical developments. For example, Max 
Roach often plays solos that rhythmically 
reflect the form of the tune. By looking at 
the transcription you can see how he 

~ "  PERCUSSION 
~g~" CATALOG 

• W E L L I N G T O N  2 2  
JAZZ DUET WITH 
IMPROVISATION ............... $325 

• D O U B L E S  
TWO MOVEMENTS FOR 
MARIMBA DUET ................... $8.50 

MARCH FOR 
MULTI-PERCUSSION ........ $8.25 

• TOM GAUGER 
23 AUBURN ST. 
BROOKLINE MA. 02146 

changed the texture to mark the bridge, or 
how he built the second chores on a motif 
he used in the first chorus. 

4. It makes it possible to learn to play the solo. 
While it certainly is possible to learn some 
solos without actually writing them down, 
most people find it easier to work it out on 
paper first. Learning to play the solo is 
very important. It will usually bring to 
light hidden weaknesses in your own 
playing that can then be worked on. Care 
should be taken to sound exactly like the 
original soloist - even trying to get the 
same touch. And don't limit your tran- 
scribing to solos alone. Transcribe anything 
you think sounds good and that you want 
to study, whether it is eight bars of  Elvin 
Jones playing behind Coltrane, or a 
repetitive rock or funk groove. 

By applying this analytical and creative 
approach to every transcription, it is possible 
to discover and develop many new and 
exciting ideas that might otherwise have 
never occurred to you or your students. 

Tom Morgan is working toward a D.M.A. 
degree in percussion at the University of 
Oklahoma, where he is a graduate assistant in 
both percussion and jazz  history. Formerly he 
taught at St. Francis Xavier University in 
Nova Scotia, and as an assistant in jazz and 
percussion at the University of Northern 
Colorado. In addition, he has performed as a 
free-lance drummer in the Los Angeles, Denver, 
and Oklahoma City areas. 

We Will Beat Any 
Advertised Price! 

1-800-USA-DRUM 

1-800 345-DRUM 
(In Georgia) 

Atlanta Pro Percussion, Inc. 
~]~ne World's Largest Percussion Only Shop" 

2 5 2 6  S p r i n g  R o a d  
S m y r n a ,  G A  30080 
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PASIC '87 
PRE-REGISTRATION 
FORM 

Use this form to prereglster for PASIC '87 
Please print name and address clearly 
to insure accurate processing and proper 
delivery of correspondence and journals. 

Name 

Address 

Ciw/State/Province 

Country/Zip/Postal Code 

Pre-register and 
save $10 
over on-site registration fees. 

Deadl ine :  O c t o b e r  3, 1987 
All pre-registrat ion forms must 
b e  pos tmarked  by  October  3, 1987. 
(Forms pos tmarked  after this date  
will b e  returned.)  

Pre-reglstration f e e -  Non-PAS Member (includes one year membership) . . . . .  $40.00 

Please check membership level: 

Student [ ]  NonStudent [ ]  

Pre-registration fee - Current PAS Member . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $25.00 

Current members please supply index number found on the top line 
ofthe mailing label ~][- ' -][~][~][~[-]  

Spouse or family member -  $15.00 each . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  

Name(s) of spouse and/or family members 

Banquet tickets - $25.00 each . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  

Please check for vegetarian meal [ ]  

Total 

Make checks payable to PASIC '87. All payments must be in U.S. currency. 
Send pre-registration form with payment to: 

PAS, Box 697, Urbana, IL 61801. You will receive a receipt within 2-3 weeks. 

PAS March to the Arch Please check if you plan to participate in the PAS March to the Arch 

Sunday, November 1st [ ]  

PASIC '87 
Hall of Fame 
Banquet 

The 1987 PASIC Hall of Fame Banquet will be held in the St. Louis Ballroom of the 
Adam's Mark Hotel at 7:00 pm Saturday, October 29th. 

Please indicate the number of tickets you wish to reserve on the form above. 

A cash bar reception preceding the dinner will be held in the St. Louis Ballroom Lobby 
Area. 

Banquet door prizes winners will be posted and winners may pick up their prizes after the 
Hall of Fame Banquet. 

Following the official banquet program will be a gala concert featuring an internationally 
famous percussionist, followed by a latenight Jam Session with top drummers from 
around the world. 
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Percussive Arts Society International Convention 1987 
Please tear off this portion for your personal records 

I have a reservation at the 
Adam's Mark on 

Check in time 3 p.m. 
Check out time 12 noon. 

± 

Adam's Mark-St. Louis 
Fourth & Chestnut 
St, Louis, MO 63103 
(314) 241-7400 or 
(800) 231-5858 

A confirmation of  your hotel 
reservation will be mailed 
to you by the Adam's Mark. 

I 

) 

5 

IP 

• --~.~1 L L ~ ,L 82 " /  

m m m m m m m m m m m m m m m m m m m  

A d a m ' s  M a r k / S t .  Lou i s  W e l c o m e s  t he  Percuss ive  Ar t s  Socie ty  

Meeting Dates: October 2 8 -  November 1, 1987 Reservation Deadline: September 21, 1987 
Special Conference Rates (circle rate desired) 

Arrival date: 
1 Queen 2 Double Concierge 
Bed Beds King Floor 

$74 NA NA $129 
$84 $84 NA $149 

NA $88 NA NA 

NA $88 NA NA 

Rates $224 & up. 

Suites 

Phone 
directly 
ffsmte 
xs desired 

Number of  nights you will stay:. 

Number of people in room: 

Approx. arrival time: 

Method of  transportation: [ ]  Car [ ]  Air [ ]  Other 

Please Note: Special conference rates are based on reservation 
deadline. After this date, all subsequent reservations will be 
subject to availability and current hotel rack rates. 

Single (1 person) 

Double (2 people) 

Triple (3 people) 

Quad (4 people) 

Suites 

Check here if'rollaway is needed ($12.00 each). 
* If rate requested is not available, the next available rate will be 
assigned. To secure lowest available rate, early response is suggested. 

n m m m m m m m m n m m m m m m m m m  

Name (last) (first) (initial) Company: 

Address City State Zip 

Phone ( ) Sharing room with: 

Special Request: [] Pre£~r non-smoking [] Other (specit~,) 
Note: Every attempt will be made to honor your request, however we cannot guarantee a special request.) 

To guarantee your reservation we require first night's deposit or credit card guarantee. Include 9.85% room tax with deposit. 
DO N O T  SEND CASH. Make check or money order payable to the Adam's Mark Hotel. 

[ ]  Amen Exp. # Exp.: _ _  

[ ]  C.B./Diners # Exp.: , _ _  

[ ]  Check # Amount 

signature date 

A room confirmation will be mailed to you 
within I week. 

T h e  preceding methods  o f  payment  are acceptable to 
guarantee your  guest  room. U p o n  arrival we also 
accept Visa/Mastercard. 

Don' t  be a no-show! 
To cancel your reservations call toll free, 1-800-231-5858 or 
1-314-241-7400. Deposit refunded only if reservation is 
cancelled 48 hours prior to arrival and you have your cancellation 
number. 
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Information 
1. The hotel is just 15 minutes time from the airport and is accessed by the metro bus system, airport limousine 

service and taxi cab companies. See the transportation desks located in the airport's lower level near baggage claim 
area for information. 

2. St. Louis is on Central Standard Time; or Daylight Savings Time from the last Saturday of April until the last 
Saturday of October. 

3. Our facilities include: indoor/outdoor swimming pools, health club, racquetball courts, whirlpools, saunas, 
beauty/barber shop, flower shop, travel & transportation service desks in-house, and enclosed parking. 

4. Cancellation policy- Deposits refunded only if cancellation is received 48 hours prior to arrival and you have your 
cancellation number. 

5. For additional information, please call (314) 241-7400. 

VtZe look forward to having you as our.guest~ 

Please address your  envelope like the example below 
All reservations must  be sent directly to the Adam's Mark  Hotel  

m m m m m m m m m m m m m m m m m m m  

Adam's  Mark  Hotel St. Louis 
Fourth & Chestnut 
St. Louis, MO 63103 

Attn: Reservat ions  

m m m m m m m m m m m m m  m m m m m m  m m 

D i d  You 
1) Fill out this ca rd  completely? 
2) Enclose first night's deposi t  or credit  ca rd  # ?  
3) Tear off the portion for your records?  
4) Attach a stamp? 

We look forward to your arrival. 
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M e e t  me  in St. Louis! 
at PASIC '87 
O c t o b e r  28 - N o v e m b e r  1 

PASIC '87 

I 

Here's how to get the lowest available air fare.. .  

Call TWA direct 
and ask for the lowest available fare: 1-800-325-4933 
(in Missouri call 1-800-392-1673, and in St, Louis call 291-5589,) 

~o~'u g~t 4 5  % o f f  ~ o ~  ~ (coach) 

or 5 %  o f f  applicable excursion fares. 

To identify PASIC, use Profile Number 9913616. 

The fare will apply on all TWA direct and connecting flights, with the exception of TWE/7000 
series flights to and from the meeting site, subject to availability at the time of request. The 
applicable dates of travel for the above special fare are October 26 - November 3, 1987. 

Ticketing must be done directly with Trans World Airlines or by your preferred travel agent. 
These reduced fares are possible through the efforts of the Percussive Arts Society. Using this 
program will help us greatly in obtaining air fare discounts to future conventions. 
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Focus On 

Vibe Workshop 
Milt Jackson's 
Solo Interpretations 
of Bag's Groove 
Andy Watson and Brian Murphy 

Editor's note: Milt Jackson has always been 
admired for his beautiful lines, smooth articula- 
tion, and great jazz feel. In the following 
improvisational renditions of his classic tune 
Bag's Groove, these characteristics and more 
are in evidence throughout the solos. Thanks to 
Andy ~,Vatson and Brian Murphy for the 
transcriptions. 
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Focus On 

Marimba Clinic 
A Salute to 
George Hamilton Green, 
Xylophone Genius 
Barry Bridwell and Scott Lyons 

George Hamilton Green, in 1936 

At 21, he was proclaimed "the greatest 
xylophonist in the world."Thirty-one years later, 
he retired suddenly for reasons which have net,er 
been explained. His career coincided uqth the 
golden age of the xylophone, and he attained 
great popularity through radio and recordings. 
His musical talent went beyond that of a 
performer to include composing, arranging, and 
teaching. He did it all, and he did it all well. His 
name was George I-Iamilton Green, and he 
was the first "superstar" mallet player. 

Born in Omaha, Nebraska, on May 23, 1893, 
George Hamilton Green, Jr., was the second 
son of  George and Minnie Green. His 
grandfather, Joseph Green, a violinist and 
violin maker in New York City, had moved to 
Omaha to work as a conductor and baritone 
horn soloist with the Seventh Ward Silver 
Cornet Band. In 1889 George Sr. followed 
his father's footsteps and became conductor, 
arranger, and cornet soloist with the same 
group, which played weekly concerts to 
audiences of 7,000-10,000. 

George Jr. displayed an extraordinary 
aptitude for music when he was just a small 

child, and was a piano prodigy by the age of  
four. Around 1901, he and his brother Joseph 
had their first encounter with a xylophone. 
Joe Green recalled the event in later years: "It 
was a small, awkward-looking instrument of  
two octaves, some of  the bars being more 
narrow than others. It had no resonators and 
no stand. Comparing it to present-day 
xylophones. . ,  it was a crude proposition. 
But from our boyish standpoint it seemed 
wonderful, the most marvelous thing we had 
ever seen." 

The two boys pleaded with their father 
until he bought the instrument for them. 
Then George, who had learned the craft of  
woodworking from his grandfather at an 
early age, constructed a duplicate so that 
both he and Joe could practice at the same 
time. He continued to build xylophones until 
he came up with one suitable for public 
performance, and it was this instrument that 
he played in his solo debut in 1905. The 
performance took place during a concert by 
his father's band in Omaha's Hanscom Park, 
and eleven-year-old George delighted the 
audience with his rendition of'~kmerican 
Patrol" a popular patriotic medley. 

Green did receive some formal musical 
training, but not on the xylophone. He 
studied violin with Ernest Nordin when he 
was ten, and at the age of  thirteen he began 
taking piano and composition lessons from 
Professor Sigmond Landsberg. The latter 
taught Green for six year, and he often 
remarked that George was the most talented 
pupil he had ever had. 

Between 1905 and 1911, Green attended 
Lake School, where he demonstrated his 
athletic ability by- winning trophies in 
swimming, golf, and boxing. (At one point he 
announced his goal to become a professional 
prizefighter, and his father had a difficult 
time talking him out of  it.) He continued to 
develop his woodworking skills, making 
decoys as a hobby; and he learned to play the 
drums when he was seventeen. He often 
performed with his father's band on drums or 
bells, and occasionally they featured his 
xylophone playing. Among the solo appear- 
ances he made with the band were out-of- 
town concerts in Auburn, Nebraska, and 
Peoria, Illinois. 

After graduating from Lake School, Green 
enrolled in local Creighton College and 
began pursuing a liberal arts degree. He took 
some courses in music and visual arts, and 
succeeded in getting some of  his cartoons 
published in the newspaper. In 1913, after 
two years at Creighton, Green dropped out 
to marry a girl from his neighborhood, 
Georgia Ellen. To make a living, he played 
dance jobs, gave concerts, and taught private 
lessons in the Omaha area. He also worked at 
the local Woolworth's store, where he 
demonstrated sheet music to customers. His 
son, Gerald Hamilton Green, was born 
during this period. 

In 1914, Green went into vaudeville to 
prepare for a career as a solo performer, 
hoping to raise the xylophone to public 
acceptance as a concertizing instrument. 
After a summer engagement at the Wall 
Theater in Fremont, Nebraska, and some 
appearances at the Empress and Orpheum 
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Theaters in Omaha, he felt ready to take his 
act to Chicago. Before leaving, he played a 
recital for his family and friends at Hayden 
Brothers Music Rooms. 

In Chicago, Green had J.C. Deagan build 
him a special solo xylophone, and he began 
making the rounds of the various theaters, 
including the Great Northern Hippodrome. 
His playing created a sensation ever)where 
he appeared, and he soon decided to quit the 
vaudeville business and settle in Chicago. 
One evening he sat in with some of the town's 
best musicians at the Dearborn Hotel, and a 
few days later appeared with Bert Brown 
(Arthur Pryor's cornet soloist) at the Illinois 
Athletic Club. Edgar A. Benson, the leading 
booking agent for bands in Chicago, heard 
Green and immediately signed him to play in 
the new Kaiserhof Hotel. Green also played 
extended engagements at the Boston Oyster 
House and Rothschild's, the latter with 
Charles Meinchen's large noon-hour or- 
chestra. 

A front-page article in the July 1915 issue 
of United lVlusician described Green as "the 
thstest, most artistic, and most wonderful 
xylophonist and soloist in this country" or 
abroad" His repertoire included over 300 
classical transcriptions, all memorized, as 
well as popular and ragtime melodies. Green 
wrote his own arrangements and was skilled 
at improvisation. Audiences marveled at his 
practice of picking up extra mallets to fill out 
the harmonies, and occasionally he would 
dazzle them with stunts of six and eight 
mallets. 

After Green finished his engagements in 
Chicago, Benson arranged for him to be the 
t?atured soloist at the O-Wash-Ta-Nong 
Club in Grand Rapids, Michigan until 
October 1. The O-Vv'ash-Ta-Nong Orchestra 
consisted of conductor/violinist Carmine 
Barrile, violinist Aaron Finerman (formerly 
with the Royal English Opera), cellist Gerald 
8eh~Sn (St. Louis Symphony), and pianist 
Herman 8chuebert (Detroit Conservatory 
faculty). The group performed dinner music 
from 6:30-8:00 p.m. Monday through 
Saturday; and ballroom music from 8:30- 
midnight. On Sunday afternoons, they 
played special garden concerts. A local paper 
wrote: 

As the executant of brilliant variations and 
flying arpeggios over foxtrots, Mr. Green 
was a delight to the dancers. His speed 
and rhythmic sureness were phenomenal. 
But at the Sunday concerts and on special 
occasions the real scope of his talent was 
exhibited; improvisations on popular 
numbers were put aside, and the scores of 
the heaviest overtures in musical literature 
were given careful and artistic interpreta- 
tion. 
After a two-month visit back in Omaha, in 

which he played regularly with his father's 
band, Green began an extended engagement 
at the Detroit Athletic Club in December. He 
returned home again in April of 1916 to give 
another recital at Hayden Brothers Music 

Rooms, performing such selections as 
"Morning, Noon, and Night" (8uppe), 
"Midsummer Night's Dream" (Mendelssohn), 
"Slavische Rhapsodie" (Friedmann), and four 
Fritz Kreisler solos. 

For the next six months Green played in a 
quartet with violinist Andrew Raymond, 
cellist Gerald Sch6n, and pianist John 
Goldkette. The group performed at the 
Blackstone Hotel for five weeks and the 
O-Wash-Ta-Nong Club for five months. 
Green did a series of concerts in Omaha and 
a recital in Kansas City, and then made the 
most important move of his career - to New 
York Cit3: 

Green cut his first record in February, 1917 
with the Edison company-; the selections 
were Wagner's "Tannhauser March" and 
Suppe's "Light Cavalry Overture: The 
xylophone was a popular instrument with 
record companies- especially during the 
acoustic era - because its sound reproduced 
so well, and during the next twenty-three 
years Green made hundreds of recordings on 
virtually every label. Some were solo records 
with piano or orchestra accompaniment. 
Others were as a featured artist with popular 
dance groups, like the All-Star Trio, Patrick 
Conway's Band, and the American Republic 
Band. 

1917 also marked the beginning of Joe 
Green's recording career. An accomplished 
xylophonist and drummer, Joe teamed up 
with his brother in such groups as the 
American Marimbaphone Band, Earl Fuller's 
Rector House Orchestra, the Fred Van Eps 
Quartet, and the Yerkes Jazzarimba Or- 
chestra. In 1919 they formed the Green 
Brothers Novelty Band, which enjoyed great 
popularity and made dozens of records 
during a ~,enty-year history. The band's size 
ranged anywhere from eight to sixteen 
players, and its roster included some famous 
musicians. Among the lesser-known mem- 
bers was Lewis Green, George and Joe's 
younger brother, who joined the act in 1928 
to play banjo and guitar. 

George Green was an incredibly active 
musician, his schedule was filled with 
playing engagements, recording sessions, and 
private teaching. Appearances on radio 
shows like "The Shinola Merrymakers" 
widened his exposure, and he became the 
subject of feature articles in Metronome and 
The International Musician. Eager to 
capitalize on his growing popularity, Leedy 
Instruments secured Green's services as an 
instrument designer and sent him on exten- 
sive promotional tours. 

In all of these activities, George Green was 
expertly managed by his brother. Joe lined 
him up a steady stream of playing jobs, (some 
of which paid up to $50 a night back in 1917), 
and handled the publishing of his prolific 
output of compositions and arrangements. 
Before tong, George was quite prosperous. 
He built a beautiful home in Yonkers and had 
one room constructed to his son's propor- 
tions. 

Not enough can be said of Green's con- 
tributions as a teacher. He derived great 
satisfaction from teaching, and was responsi- 
ble for training some of the leading mallet 
players of his day. When the number of 
people wishing to study with him became 
too great to handle, he came up with the idea 
for a mail-order instruction course. This 
course, which consisted of fifty lessons and 
sold for a dollar per lesson (there were 
reduced rates for buying several lessons at a 
time), is still used by teachers and has been 
called the best two-mallet pedagogical text 
ever written. Green later authored another 
mail-order course, Modern Improvising, 
which was possibly the first text ever on jazz 
improvisation. 

Dorothy Remsen, one of the top profes- 
sional harpists in Los Angeles, studied 
xylophone with Green from 1934-37 when 
she was in high school. Once every two 
weeks, her parents drove her 125 miles from 
their home in Connecticut to Green's 
apartment in New York. The fee was $10 for 
a one-hour lesson, but often the lessons ran 
as long as two hours, and there was never any 
charge for the additional instruction time, or 
for the books and solos provided. 

Remsen remembers Green as a very nice 
man who was totally serious about music. He 
had a very relaxed approach and was careful 
not to over-teach, preferring to let Remsen 
find her own way as much as possible. He 
was quite encouraging, and even persuaded 
her parents to buy her a vibraphone at one 
point. 

As far as the format of her lessons was 
concerned, Remsen recalls having to work 
systematically through the fifty xylophone 
studies, as well as several of Green's transcrip- 
tions and"legit" solos, but never any rags. She 
also had to learn a number of Bach two-part 
inventions, playing both parts at once with a 
single mallet in each hand. Green stressed 
the importance of clean execution, good 
phrasing, and "no pounding:' (He always 
used yarn mallets in their lessons, which he 
had wrapped himself.) He sometimes 
improvised piano accompaniments for her, 
and occasionally they played duets. 

During the 1930's, the Green brothers 
added motion pictures to their credits, 
playing on some of the early soundtracks, 
including the first three Walt Disney car- 
toons. George made appearances on popular 
radio programs, like those of Paul Whiteman 
and B. A. Rolfe, and had his picture taken 
with various movie celebrities during a 
promotional tour to Hollywood. He spent 
some time teaching at Ernest Williams' 
Music Camp in Woodstock, New York, and 
liked the place so much that he eventually 
purchased a summer home there. 

In 1937 Green started selling cartoons to 
national magazines. His work appeared in 
Collier's, The Saturday Evening Post, Argosy, 
Look, Life, This Week, American, and others. 
(His contributions to Collier's were compiled 
in 1979 by William Calm and are available in 
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Oar =ard! 
sant ChtcagO cavaliers! 
and Regal Corps! 
.._ Al l  Champions! 

Cadets, Vanguard and Cavaliers... 
tops in America, all Champions. 

Regal Corps... state of the art snare sticks and mallets, 
designed for champions. 
Choice of the Cadets, Vanguard and Cavaliers: 
Regal Corps' expanding line of mallets and sticks, 
including three innovative nylon head multi-tom mallets. 

a collection.) Interestingly, Green's son 
Gerald was also a professional cartoonist. 

On October 16, 1939, tragedy struck 
George Green: his brother Joe, fortb,-seven 
years old, died of pneumonia after undergo- 
ing a major operation. It was a devastating 
loss for George, both personally and profes- 
sionally. After years of  leaving the business 
aspects of his career to someone else, he 
suddenly had to take charge of his own 
affairs. Fortunately, Joe had contracted 
approximately six months work prior to his 
death. 

The outbreak of World War II brought 
more bad luck. Green's Sunday morning 
radio show, "Cloister Bells;' was cancelled, as 
the networks replaced their regular program- 
ming with newscasts. He also began to lose 
his students as, one by one, they were all sent 
off to fight. 

During a radio broadcast in 1946, Green 
laid down his mallets and walked out of  the 
studio. He never played the xylophone in 
public again. After retiring from music, 
Green turned his energies to an old love -  art. 
He continued to draw cartoons and became 
quite successful as a commercial artist. Few 
people ever achieve success in two totally 
unrelated fields, but, after all, George Green 
was a perfectionist. Whenever he tried his 
hand at something, whether it was music, art, 
woodworking, or sports (he once beat the top 
pro golfer in Britain), he gave it his all. 

Green's lack of business sense haunted 
him in later life. The wealth he had accumu- 
lated as a musician - he earned $300 a week 
during the Depression-  dissipated as a result 
of  expired copyrights and bad investments in 
the stock market. In his final years he was 
forced to live off Social Security, assisted by 
the income from his wife's antique shop. It 
was a cruel twist of  fate for a man who had 
been so generous during his lifetime, lending 
money to his friends and offering his influ- 
ence to help upcoming artists. 

During his retirement, Green enjoyed 
walking into Woodstock and chatting with 
the townspeople. He especially like to watch 
the hippies who invaded the town in the 60's, 
but he disliked their music intensely. An 
opinionated man, he was always eager to 
express his ideas on various topics, especially 
politics, but he never discussed music. 

George Hamilton Green passed away on 
September 11, 1970. A revival of  interest in 
his work took place in the mid-70's, thanks to 
some individuals at the Eastman School of  
Music, and in 1983 George Green was 
unanimously elected to the PAS Hall of  
Fame. 

Barry Bridwell of Greet, South Carolina, 
studied percussion with Robert Schietroma at 
North Texas State University. Scott Lyons of 
Oakland, California, holds degrees from The In- 
terlocken Arts Academy, University of Illinois, 
and California Institute of the Arts, and has 
studied with Gordon Stout and Vida 
Chenoweth. 
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Focus On 

Sticking Patterns for 
Latin Rhythms 
Norbert Goldberg 

Sticking patterns and rudiments, aside from 
being used to develop technique, are often 
applied to actual playing situations. Initially, 
rudiments were specifically suited to military 
drumming as a way of standardizing com- 
monly used sticking patterns. It is possible to 
incorporate certain aspects of  rudimental 
drumming into Latin rhythms. Some patterns 
fit naturally into a rudimental context while 
others can be interpreted by modifying or 
combining commonly used stickings. By 
becoming aware of  the different possibilities, 
and adding them to our rhythmic vocabulary, 
we can expand the rudimental concept to 
include all types of  music. 

The clave pattern is an important rhythmic 
.guide in Afro-Cuban music. One of the most 
common rhythms outlining the clave is 
played on the sides of the timbales and is 
called cascara. The cascara pattern includes 
some single and double paradiddle variations. 
The important voice is played with the right 
hand on the shell of  the right timbal, the left 
hand fills in the rhythm at a much softer 
dynamic level on the side of  the left timbal. 
Notice the correlation to the clave, which can 
be reversed by starting on the second 
measure (see Example 1). 

Changing the pattern slightb; we get a 
Mozambique rhythm which stresses an 
important accent within the clave called the 
golpe. The Mozambique can be applied to 
tbsion or funk grooves on the drumset with 

some interesting results (see Example 2 and 
2a). 

The rumba clave is derived from the 
African-influenced 6/8 rhythms of Cuba. 
Similar to the standard clave pattern, it can 
be executed with the following sticking (see 
Example 3). Try the following drumset 
pattern which uses the rim-click to simulate 
the sound of the claves (Example 3a). The 
corresponding cowbell pattern to the 6/8 
clave is widely used in African music. With a 
slight alteration it fits neatly into a double- 
paradiddle and serves as a vehicle for some 
versatile drumset applications (Examples 4 
and 4a). 

Certain rhythms like the guaguanco use 
the rumba clave in 4/4 time. Consider this 
paradiddle exercise whose accents outline 
the clave. As with the standard clave, start 
with the second measure tbr the 2-3 reversal 
(Example 5). With a few embellishments the 
rumba clave can make an effective exercise or 
drum fill. Experiment using different drums 
and keep unaccented notes soft (Example 5a). 

The carnival of  Brazil features huge 
marching percussion ensembles. Snare 
drummers in the escolas de samba, although 
not rudimentally trained get some great 
sounds with often limited technique. The 
next pattern outlines a samba rhythm with 
the right hand while the left fills in with buzz 
rolls. All accented notes should be played 
with light rim shots, keeping the rolls at a 

lower volume. For additional ideas, start the 
pattern on each consecutive sixteenth note 
and experiment with accent placement 
(Example 6). 

The following samba rhythm simulates 
the carnival sound by using inverted paradid- 
dies; the tom-toms outline the important 
surdo accents. Try it first as a stick exercise 
also reversing the hands (Example 7 - 
sambadiddle). 

Although Brazilian music doesn't share 
the Cuban concept of  clave, there are some 
similarities. This flam pattern employs 
accents that emphasize what is sometimes 
called the samba clave (Example 8). Taking it 
one step further, we incorporate another 
rudiment called the pataflafla in a 
polyrhythmic context. Playing both flam 
patterns on different surfaces, such as snare 
and N-hat, or on different toms can yield 
some interesting results which can be used in 
a variety of  settings (Example 8a). 

Aside from technique development, one of 
the benefits of  a rudimental training is the 
ability to play" complex patterns in a semi-au- 
tomatic fashion, thereby" freeing the mind to 
explore ideas without concentrating on the 
hands. Applying a rudimental approach to 
Latin rhythms is one tool that can be used to 
enhance our comprehension and perfor- 
mance of Latin music. 

Example I 

3-2. £LAVE. 

Example 2 

~07..AQ~IQLJ~ 

?.-5 CLAVE. 

Example 2a Example 3 

" || I II 
R L I~. L L I~. L I~. L P. L L 
L I~. L P~ I~ L R L R. L R. R. 
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Example 3a 
L R L R R L g L R L R g 1 

I~ I,, '  "1  × '11  F I I  ~==,.,.o,~L~,, 
. . { ;  ,#, ,~, , " J ,  I ,d, I , # , "  "~ :... ~L,¢,~ c~UL 

I I I I 

Example 4 

Example 4a 
R . L  R. 

A 

L R R. L R .L  ~ L L 

~,/~ CLAVE 

Example 5 
> • ~ :> > 

5T , 2Y'  i, 
"= '1' I II 

R. L L I~ L L R L R R. L R. L I~ L L 
L R IZ L K R. L R. L L K L P-. L R. R. 

Example 5a 
> • 

R.L R.L P.L R L R L  P, L R L  IL L K L K L  

Example  6 

R L R. L P,. K L R. L R . L  K L R.R.  L 

Example 7 

L g E L  R L L P-. 
g. L L P, L R. P.. L 

Example 8 
~. • > .  >. 

Example 8 a 

Michael Rosen, Professor o f  Percussion. Formerly 
principal percussionist u'ith the Mihvaukee 

Symphot O, Solo recitalist and clinician in U.S. 
and Europe. 

AT OBERLIN 
PERCUSSIONISTS 

PERFORM 

These days developing percussionists  
need all the per forming exper ience  they 
can  get .  T h e  t r o u b l e  is t ha t  m o s t  m u s i c  

s c h o o l s  g ive  t he  bes t  p e r f o r m i n g  
o p p o r t u n i t i e s  to  t he i r  g r a d u a t e  s t u d e n t s .  

Because ()berlin is a conservatory  ff)r 
undergraduates ,  percussionists  really do 

perform. Often. And in a variety of 
ensembles such as the v¢idely acclaimed 
()berlin Percussion Group, the ()berlin 
Orchestra,  ()berlin Chamber  Orchestra,  
the Javanese Gamelan, Wind  Ensemble, 
Contemporary  Music Ensemble and Jazz 

Ensembles. 

To find out why  ()berlin is the 
place to put into practice vchat you 

practice vcrite or call us. 

M i c h a e l  M a n d e r e n  

D i r e c t o r  o f  A d m i s s i o n s  
O b e r l i n  C o n s e r v a t o r y  o f  M u s i c  

O b e r l i n ,  O H  4 4 0 7 4  
2 1 6 1 7 7 5 - 8 4 1 3  

Performance / Sticking Patterns Summer 1987 / 59 



Please 

Welcome 
a new schedule  for Percussive Notes! 

Starting with our current Volume 25, the Percussive Arts Society will publish 
Percussive Notes in the following order: 

Fall Issue, No. 1 
Winter Issue, No. 2 

"Research Edition" Issue, No. 3 
Spring Issue, No. 4 
Summer Issue, No. 5 

"PASIC Preview" Issue, No. 6 

Moles  - 

This September, and in successive years, 
the PASIC Preview issue will be  devoted  
to the upcoming Percussive Arts Society ~'~¢~ 
International Convention (PASIC), which 
takes place every fall. Each such 

P A n G  '87 
issue will include m~,iew 

I s s u e  
• information on the host city and ~ . ~  

the convention facilities 
• exhibitors and door prizes 
• a complete  schedule  of events 

with photos and biographical sketches of participants 
• highlights of unique features of the convention 
• a look back  at earlier conventions 
• a look ahead to future conventions 

~ n e  ~ Num~r  6 _ 

; i ~ d B 2 J ~  

This year, "PASIC Preview" will be  publ ished in an edition of more than 10,000 
copies: 5,500 for our members,  and the remainder  for distribution in music 
stores throughout the United States. 

The issue will highlight the mass steel band  performance scheduled  for St. 
Louis, and Judi Murry's seminar on "Women in Percuss ion-  You Can Make It 
HappenF 

Also included will be  complete  hotel, airline, and pre-registration information 
to make it as easy as possible for you to be  with us. 

As you can see, we anticipate quite a convention. See you in St. Louis, October 
28 - November  1! 
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PASIC '88 
Genaro Gonzalez 

Wero already By nowyouwillhavereadaboutthegreat Remember 
~ . v  events planned for PASIC '87, which is only a 

couple of months away, so here's an update 
on PASIC '88 to be held November 17-20, II , 

d r u m m i n g  u p  1988, in SanAntonio, Texas. The PaSIC '88 ~ e  h a b l a  

interest in 
PASIC '88, 
so 
Remember 
San Antonio 
Remember 
that " " no mission 
m or to 
San Antonio is 
impossible 
Remember 
that you can 
get there from 
anywhere 
Remernber the 
weather m 
much of the 
rest of the 
country m 
November 

Planning Committee was organized last 
spring and is already hard at work putting 
together what we hope will be a very enjoy- 
able and rewarding convention. 

Members of the PASIC '88 Planning 
Committee include: Harvey Biskin - San 
Antonio Symphony; Richard Brown - Rice 
University, Houston; George Frock - 
University of Texas, Austin; Fred Hoey - 
Remo Southwest, San Antonio; Robert 
Houston - East Texas State University, 
Commerce; Larry Van Landingham - 
Baylor University, VVaco; Linda Mcdavitt - 
Mcarthur High School, San Antonio; Roland 
Muzquiz-  Richardson High School, Dallas; 
Marilyn Rife - San Antonio Symphony; 
Gregg Rinehart - Westfleld High School, 
Houston; Sherry D. Roller - alternate, San 
Antonio Symphony; Alan Shinn - Texas 
Tech University, Lubbock; Mike Varner - 
University of Texas at Arlington; and Lauren 
Vogel-  Lone Star Percussion, Dallas. Some 
of the special events under consideration by 
the Committee include an all-star autograph 
session to be held at the historic Alamo, 
outdoor performances at the Arneson 
Riverwalk, and a mass march through 
downtown San Antonio and ending up at the 
Alamo. 

For those of you who will be flying, you 
will arrive in the newly expanded and 
renovated San Antonio International Airport, 
which maintains heavy schedules of direct 
and connecting major airline flights by 
American, Continental, Delta, Eastern, 
Mexicana, Ozark, Pan American, Southwest, 
TWA, United and US Air. Downtown is just 
12 minutes from the airport, and you can get 
there by way of rental car, shuttle bus, van, 
limousine, or taxi, 

Be sure to watch future editions of Percus- 
sive Notes for news about special discount 
airfares for PASIC '88 attendees. Anyone 
wishing more infbrmation on PASIC '88 may 
contact Genaro Gonzalez, Hos t -  PASIC '88, 
Department of NIusic, Southwest Texas State 
Universit3; San Marcos, Texas 78666. 

espaflol?" 
Remember 
the pinto pony 
Remember 
the Spurs 
Remember 
Santa Ana 
Remember 
Davy 
Remember Jim 
Remember 
Sam 
Remember 
the Duke, 
but mostly 
Remember not 
to forget to 
plan to go to 
San Antonio 
for PASIC '88 
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Focus 

Terms Used in 
Percuss ion  
Michael  Rosen 

I thought I would use this issues column to 
catch up on some letters that I have received 
over the past year concerning various terms 
since articles in the recent past have each 
dealt with a specific topic. Here then are 
some letters from readers: 

Question: "In the enclosed drum part to The 
Thunderer March by Sousa, I am puzzled by 
the strange notation. First, this is the only 
march in this booklet of  16 marches that 
includes a trumpet l ine . . ,  curious! Second, 
what is meant by the indications in the 
second strain: the 'X' and the phrase 'Sticks 
Band & Regimental Drs'?" - Fred A. Wein- 
garten, Webster High School, Webster, NY. 
Answer: The Thunderer March (published by 
Fischer of  New York) actually calls for snare 
drums in the band as well as a separate group 
or drumline, which he calls "regimental 
drums" I could imagine a line of  trumpets 
and drums offto the side or in front of  the 
band (or perhaps in the balcony). The effect 
is quite theatrical. In the drum part, Sousa 
differentiates between band drums and 
regimental drums, thus distinguishing two 
separate groups. In the beginning he indicates 
that all drums are to play, then just the band 
drums in the first strain. And then in the 
second strain with the trumpet solo he calls 
for the band and the regimental drums to 
play. The third strain again specifies just the 
band drums. Regimental drums are deep 
rope tension drums (of the type made by 
William Reamer) and band drums are snare 
drums of  regular size and tensioning. Actu- 
ally, the drums Sousa used for band drums 
were about 10" deep and had a diameter of  
14" or 15". The term "Sticks Band" is not 
clear, but the Marine Band (for which the 
piece was written) plays a stick on stick rim 
shot with the tip of  the left stick held fast on 
the head while the right stick strikes it near 
the shoulder. This creates a rim shot which is 
very effective. I realize that this is rather 
unclear because the sentence "Sticks Band & 
Regimental Drs" has no punctuation. I also 
suggest that you write to Major Timothy 
Foley of the Marine Band for a detailed 
description of this and other drum parts in 
8ousa marches. Major Foley reported to me 
that the Thunderer March was in fact written 
with a specific drum and bugle corps in 

mind. He is the recognized authority in the 
field and I thank him for his insights and help 
with this term. He can be contacted about 
this and other topics of  the same scope % 
U.S. Marine Band, 8th & Eye Streets SE, 
Washington, DC 20390. 

Question: "I am performing Music for 
Percussion by One Player by Masayoshi 
Sugiura. The music calls for an instrument 
called a tsukeuchi. I used a low drum. What  
is this instrument?" - Skip Johnson, Univer- 
sity of  Cinncinati. 
Answer: The word tsukeuchi does not refer 
precisely to an instrument. The word is 
actually a composite of  two words: tsuke - 
which means to react to a sound you hear 
before entering and play accordingly, and 
euchi - which means to hit or strike. I realize 
that this does not tell us very much about the 
instrument but rather more about the nature 
of  Japanese music. Keiko Abe sent me the 
following explanation oftsukeuchi: 

"Tsukeuchi is to make sounds by the use of  
clappers (which are made ofrectangnlar solid 
wooden bars). It would be easier to under- 
stand if you would consider them like big 
claves. These clappers are used in the 
traditional Japanese art form called Kabuki. 
The specific way of making sounds with 
these clappers differs in each Kabuki play; 
but generally the word tsukeuchi has the 
following meanings: 

1. When a Kabuki actor puts himself into 
mie (an expression of  an emotion using a 
particular stylized movement of  the actor; 
this movement will be posed and held 
motionless, which aids to prolong the 
expression desired). Tsukeuchi is the word 
which is used to describe the sound 
produced for the purpose of making mie 
more effective. 
2. Tsukeuchi is also used as an effective 
sound to stress the sound of  footsteps of  an 
actor when entering or exiting from the 
stage. 

The performer of  these wooden 
clappers sits on the skirt of the stage on 
the right (looking from the seats) holding 
the clappers with both hands and makes 
the sound by striking the floor with the 
instruments as fits the particular tradi- 
tional form." 

I suggest the use of  a large wooden-headed 
drum for this part. Some sort of  startling 
wooden sound is what is needed. The 
authentic instrument used for the tsukeuchi 
sound is called a hyoshigi. For a photograph 
of  this instrument, see the article by Naritoshi 
Tohsha entitled, "Japanese Traditional 
Percussion Instruments and Their Music" in 
vol. 22, no. 2 (January 1984) of Percussive 
Notes, page 56. 

Question: Could you discuss the perfor- 
mance problems in Bartok's orchestral 
music? I am particularly interested in The 
Miraculous Mandarin, Music for Strings, 
Percussion & Celeste and the second move- 
ment of the first Piano Concerto?"-Dennis 
Loftin, instructor of  percussion, Augustana 
College, Rock Island, Illinois. 
Answer: I am not sure exactly which perfor- 
mance problem you are interested in and 
suggest you write to Richard Weiner, who is 
the editor of  the Symphonic Percussion 
column of PN, for a detailed description of  
various points. One of  the most often asked 
about is the termfrotez, found in each of  the 
cymbal parts of  the Bartok works you 
mention. It calls for the cymbals to be rubbed 
together. I asked Frank Epstein of  the Boston 
Symphony about this part and he said he 
rubs the cymbals together and at the same 
time has another percussionist double the 
part on suspended cymbal. Sam Denov of  
the Chicago Symphony plays it on only 
suspended cymbal. The method I use for this 
part comes from Michael Bookspan of  the 
Philadelphia Orchestra, and I think it is the 
most imaginative. Utilizing a pair of  cymbals, 
suspend one of  the pair on a gooseneck stand. 
With your left hand hold the other cymbal 
under the suspended one as though it were 
the bottom cymbal of  a high-hat. Then, with 
your right hand, play both cymbals with two 
vibraphone mallets, mandolin roll fashion. As 
you crescendo, separate the cymbals and lift 
the bottom one up and away. This method 
produces a real crescendo, a buzzing sound, 
and the drama of  lifting the cymbal at the 
end is most effective. 

Readers who have any questions concern- 
ing terms used in percussion are invited to 
write to me at Oberlin Conservatory, Oberlin, 
OH 44074. I will answer you directly as well 
as in this column. 
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Electronic Percussion 
The Advent of Percussion 
mad Technology 
Paul Steinberg 

As director of  the Electronic Music Studios 
and Contemporary Music Ensemble at the 
Crane School of Music, I have found a 
natural connection between the percussion 
ensemble and the experimental world of  
contemporary art music. Ever since Var~se 
first wrote Ionization, percussionists have had 
a legacy of experimentation as well as 
performance. Percussionists are always 
creating new instruments, and "tinkering 
around" to get unique sounds. Some of the 
most thrilling performances of our Contem- 
porary Music Ensemble have been improvi- 
sations that combine live electronics and 
more innovative percussion than some care 
to remember. It is this desire to bridge new 
worlds in music that leads me to believe that 
the percussionist is on the threshold of an 
exciting new era in music. 

In the past few years, we have seen an 
unprecedented development in electronic 
music instruments. Most of  these have 
certainly been oriented to the keyboard 
musician. Although electronic drums have 
been around for awhile, the 3 , have been 
developed with a traditional "drumset 
mentalitT." However, what seems much more 
exciting to me, is the production of instru- 
ments, by such companies as Yamaha and 
Roland, which put the whole world of  
electronic sound at the percussionists' 
fingertips. As well as hearing what type of 
tom-tom sound a particular instrument has, 
the percussionist now really has the ability to 
experiment, creating all kinds of  new sounds 
and textures in the same way he or she has 
been doing with acoustical timbres for many 
years. 

This new ability for percussionists is 
basically happening because the instrument 
designers have finally connected drum pad 
controllers to MIDI synthesizers. The 
percussionist no longer has to fumble around 
traditional keyboards; he can use a technique 
he already has im'ested much time and effort 
in acquiring. If, however, he wants to continue 
in the experimental heritage described earlier 
in this article, it is imperative that he do this 
from a strong basis of knowledge. 

Consequentl3; in this new world of  
electronic percussion the percussionist has 

certain responsibilities. He must become 
familiar with programming the sounds of the 
instrument. Although this can be time 
consuming and confusing at first, the results 
will well be worth the effort. After all, many 
percussionists have spent comparable time in 
designing acoustical sounds and, at least for 
me as a composer, it is what makes percus- 
sionists such an interesting group with which 
to work. 

Just imagine playing a multiple percussion 
piece in which the individual has virtually the 
whole electronic palette of sounds at his 
disposal. Even better, imagine performing a 
composition with a whole ensemble of  
electronic percussion. It certainly seems like 
a '%rave new world" for the percussionist. 

Composer Paul Steinberg is director of the 
Electronic Music Studios at the Crane School of 
Music, State University College, Potsdam, New 
York. He has received several grants, including 
the Charles Ives Center for American Music 
Fellowship, University Award Fellowship, 
SUNY,, a National Endou,ment for the Arts 
award to the Center for New Music Resources 
(of which he is the project director), and from 
Meet the Composer. Steinberg has un'itten and 
performed many works for percussion and 
electronics, and is currently very interested in 
urcitingfor combinations of acoustical and 
electronic media. 
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THREE PIECES George Ferenez 
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A collector s i t em.  Sousa's  first published 
book, written in 1886. Reprinted from the  
original with the foreword by Frederick 
Fennell. A book of instruction for the Field. 
Trumpet and Drum still in use in the Army, 
Navy, and Marine Corps of the United 
States. $4.95 

FREE catalog sen t  on  reques t  

A Fine Tradit ion of Ludwig Music Co. Percussion Publications Including: 
Wilcoxon - Ludwig  - Brook - W.F. Ludwig  - Shol le - Moore Books. 

Summer 1987 / 63 



Focus O n  

A Plain and Simple 
Introduction to MIDI 

MIDI is the buzz word of  music of the '80s 
and maybe you're not quite sure just what all 
this MIDI stuffis about. MIDI is a language, 
nothing much more and nothing much less. 
Very few advances in music have had such a 
profound impact. A couple do come to mind, 
however: the invention of  notation, the 
invention of the piano, and the invention of 
recorded sound. If  it sounds like I think that 
MIDI is important, well, then you've guessed 
right. MIDI stands for Musical Instrument 
Digital Interface, and it has changed the way 
musicians can relate to music. 

A few short years ago, a group of  interested 
people got together and decided that it 
would be great for musical instruments to be 
able to communicate with each other and 
with computers. In order to accomplish this 
communication, they had to access the 
instrument's microprocessor. These small 
internal computers were already being used 
on most keyboard synthesizers to determine 
what sound was going to be made when a 
particular key was pressed. Because comput- 
ers understand only two numbers, 0 and 1 
(offand on), it was decided that these 
numbers would make up the "letters" of the 
MIDI language. 

You may already know that each of  these 
single digit numbers of  0 or 1 is called a bit, 
and that a combination of bits to form a 

Norman Weinberg 

"word" is called a byte. It was decided that a 
MIDI byte would consist of  eight bits. I f  you 
take all of  the combinations of  a string of  
eight O's and l's - from 0000 0000 to 1111 
1111 - then you would have 256 different 
possible words. While this is a large number, 
it is not large enough to be a very expressive 
language. A solution for this problem was 
devised which would increase the number of  
possible words by a vast amount. 

The first bit of  each byte would be either a 
"status" or a "data" byte. A status byte would 
begin with the number I while a data byte 
would begin with the number 0. Each MIDI 
command or message is made up of  a status 
byte and either one or two additional data 
bytes. Let's take a look at how this might be 
done. 

The first message would be a status byte 
that would say something like "the next 
message you receive is going to tell you 
which note is going to be turned on." The 
following byte might say "note A~;' and the 
last data byte might be "volume 64." This is a 
full MIDI message which says to play A~ at a 
medium dynamic. 

Because the first bit has been taken by 
telling the microprocessor information about 
status or data, there are now only 128 
'different MIDI words (seven bits), but these 
words now refer to 128 different things. 

There are 128 different levels of  dynamics, 
128 different notes, 128 different levels or 
degrees of  128 different parameters! If  you 
punch up these numbers on a calculator, 
you'll find that there are now 16,384 different 
commands that can be sent and received 
through MIDI. 

Another wonderful thing about MIDI is 
channel assignments. There are sixteen 
MIDI channels that can be used to send and 
receive all of  these commands. These are not 
"hard-wired" channels like a sixteen track 
tape recorder, but more akin to a walkie-talkie 
that has sixteen channels. It is possible to set 
your MIDI instrument to listen to only one of  
the channels (in which case, only commands 
sent to that channel are heard by your 
instrument), or it can be set to listen to all 
sixteen channels at once (in this case, all 
commands are going to be received). 

Because computers are very good and very 
fast when they are dealing with numbers, 
MIDI commands can be sent through the 
cable at an extremely fast rate. MIDI moves 
at 31,250 bits per second. Every MIDI byte 
also contains two extra bits; one at the front 
to tell the computer that a byte is now going 
to be sent, and a stop bit at the end to say that 
the byte is complete. Since these extra bits 
must be included, there are now ten bits to a 
complete MIDI byte. More math will tell you 
that 3,125 complete NflDI commands can be 
sent every second. That's a lot of  information! 

Well, there you have it, a brief explanation 
of  MIDI - j u s t  a way to communicate that 
has completely changed the music industry 
in less than five years. If  you are interested in 
leaming more about MIDI, order a copy of  
MIDI 1.0 Detailed Specification Document 
from the International MIDI Association, 
11857 Hartsook St., North Hollywood, CA 
91607. 

Norman Weinberg is assistant professor of 
music at Del Mar College in Corpus Christi, 
Texas, and principal percussionist/timpanist 
uqth the Corpus Christi Symphony Orchestra. 
He has taught at the Ruben Academy of lVIusic 
in Jerusalem Israel, at Indiana University and 
the University of Missouri at Kansas City. His 
past performing experience has been with the 
Jerusalem Symphony, the Spoleto Festh,al, and 
the Evansville Philharmonic of Indiana. Mr. 
Weinberg has published previously in Percus- 
sive Notes, including articles on Aztec percus- 
sion instruments and on the bass drum. 
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Focus On 

A Reprint 
The Timpanist: Musician or 
Technician? by Cloyd Duff 
Larry White 

Cloyd Duff 

Editor's Note: This article is the first in a series 
from past issues of Percussive Notes publica- 
tions that will be reprinted thanks to the efforts 
of the PAY Anthology Committee (Larry 
White, chairman l. For the past five years the 
committee has been at work choosing stellar 
articles that will prove to be an invaluable 
sen,ice, especially to younger readers, introduc- 
ing them to prominant figures in percussion with 
whom they may not be familiar. 

Cloyd Duf f  sen,ed for 39 years as the timpanist 
of the Cleveland Orchestra and gained a 
reputation as one of the finest and most meticu- 
lous musicians in the world. He was born in 
Marietta, Ohio, and at the age of four moved to 
East Liverpool, Ohio. Duffs father was a 
window trimmer by trade but also was an avid 
amateur ~qolinist, flutist, and clarinetist in local 
dance bands. It is from these early, influences 
that Duff began drum lessons at the age of six. 
.~fter playing in his high school band and 
orchestra, as well as local dance bands, he 
intended to ,go to Ohio State. These plans were 
changed when he won a scholarship to the Ohio 

*This article was first published in The 
Percussionist. wfl. 5, no. 4 (May, 1968). 

High School Band Camp at Cedar Point. 
There, he was encouraged to apply to the 
prestigious Curtis Institute of Music in Philadel- 
phia. At  Curtis he studied with Oscar Schwar 
who was the timpanist with the Philadelphia 
Orchestra and a favorite of Stokowski. 

Mr. Duff taught at the Cleveland Institute of 
Music, Oberlin Conservatory, and Baldwin- 
Wallace College at various times in his career in 
Cleveland. He is now retired from active playing 
and shares his time between his houses in the 
Colorado mountains and Arizona. Each year he 
conducts a timpani symposium in Colorado that 
is always in great demand. He also is well-known 
for his clinics and master classes throughout the 
United States. 

His philosophy about play, ing the timpani 
can be summed up in the following quotation 
from an article about him in the Plain Dealer 
Newspaper, "I don't think of the timpani as 
being a drum. I think of it more as a bass 
pizNcato or a cello"He acknowledges that there 
is "a special relationship between the man on the 
podium and the man behind the timpani" This 
relationship has manifested itself with all of the 
great conductors of our time (except Toscanini!). 
The maiority of his career was spent with the 
great conductor qf the Cleveland Orchestra, 
George Szell, where he perfected and developed 
his special style. 

Cloyd Duff is a member of the Percussive 
Arts Society Hall of Fame. 

- Larry, White 

Musician or merely technician? Which shall 
it be? The choice is yours. There is a tendency 
today for the timpanist to think too much in 
terms of flashy technique and not enough in 
terms of musicianship. 

After thirty years of  experience as the 
timpanist of  one of the leading symphony 
orchestras of  the world and with the back- 
.ground of performing under most of  the 
world's leading orchestral conductors, the 
writer feels well qualified to state that 
missing in the general field of timpani 
playing is the "knowledge of how to play the 
timpani with quality, tone, and resonance. 

Overlooked far too often is the fact that 
the timpani can be played with tone like any 

other orchestral instrument. If, for example, a 
horn player played the notes only with regard 
to rhythm, he would only partially be playing 
his instrument by disregarding the pos- 
sibilities of  what could be done with the 
notes in the way of sound quality. 

So often, great artists, soloists, and orchest- 
ral instrumentalists have remarked to the 
author after a performance, that they never 
realized before that it was possible to hear 
from the timpani such clear defined pitch, 
tone quality, and such a musical sound. 
Previously, they had the concept that timpani 
could sound only noisy, with no musical 
potential. 

This brings us to the unhappy recognition 
that too often today timpani is being played 
with a snare drum technique and as such has 
no relation to true timpani technique. Often 
this happens because a percussionist who 
has never studied timpani at all, or, if he has - 
never with a professional timpanist, but who 
does know all the rest of  the percussion, 
applies the snare drum technique to the 
timpani because of the similarity of wrist 
action and rhythmical requirements. This 
style of  playing, almost mechanically pointed 
and rhythmical, is called staccato, and we 
play this way when it is especially called for; 
but many performers play this way all the 
time. Missing, is the knowledge of how to 
achieve tone quality; resonance, and noble 
full sound with an artistic touch. 

The nature of  the timpani is to ring - full 
and resonant-  so this should be developed to 
its full capability. This quality is needed to 
provide the sonority and full resonate 
foundation for the support of  the orchestra. 
In much of the teaching oftlmpani today; 
overemphasis is placed upon highly technical 
exercises fall of  which are exceedingly 
important tbr good playing) at the expense of 
(and very neglected) the knowledge of care of 
heads, tone production and quality.; ear 
training, and the musical interpretation of 
repertoire. 

Historically, in the first days of the accep- 
tance of timpani into the symphony or- 
chestra, when the music of Bach, Mozart, 
Haydn, Beethoven, Schubert was performed, 
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the playing of the timpani was done with 
sticks of  wood and ivory! Imagine, if you can, 
the timpani sound that was achieved by 
using such sticks all the time. One shudders 
to think what a symphony orchestra must 
have sounded like in those early days. How 
the concept of  symphony orchestras has 
advanced throughout the years! Timpani 
sound was freed from that limitation by the 
composer Berlioz, (a timpanist himself) who 
introduced the use of  the soft tonal stick. 

The sound of the symphony orchestra was 
developed to the quality which we know 
today by each musician striving for better 
tone and resonance, and keeping pace with 
the evolution of the instrument. No per- 
former on the clarinet, the bassoon, or the 
trumpet of  today, to mention a few, is 
interested in trying to produce the sound of 
the ancient ancestor. So why should the 
timpani too often be the instrument reverting 
to the sound of early days? 

And so since there is an apparent lack of 
knowledge of how to produce good artistic 
tonal sound on the timpani, I am going to 
present for consideration several facts which 
I think are needed to help timpanists who are 
seeking the way to produce a better quality of  
sound on their instruments. Also are set forth 
ideas that will aid them in playing. 

The finest instrument will not sound best 
unless an excellent head is used on that 
instrument. If  the head is too thick, the sound 
will have a tubby quality with a lack of 
resonance and sensitivity, with many over- 
tones and a loss of the fundamental. I f  too 
thin a head is used, the sound will be clear 
and resonant in piano playing but will not 
have any power and projection of sound and 
will collapse under forte playing. It is most 
important to have the proper weight timpani 
head on your instrument. 

Knowing how to tuck your own timpani 
heads has great advantages. Every profes- 
sional timpanist knows how to tuck his own 
heads. This, of course, takes much experience 
and the only way to learn is to do it. Like 
practicing, the more it is done, the better the 
results. It is most important to tuck the head 
very evenly all around the hoop. I f  the head is 
tucked unevenly at one spot, this cannot be 
corrected by pulling down the hoop at that 
spot with the handle. The freshly evenly 
tucked head must dry completely on the 
hoop first before ever putting it on the 
timpani. Then the head is again moistened 
and pulled down evenly by measuring at 
every point and allowed to dry. 

After the head is dry, the pitch should be 
checked at all points to be sure that it is 
absolutely matching. If, out of  the eight 
tuning spots, seven are matching and one is 
false (that is, flat or sharp) by tuning softly 
the sound is localized. But when playing 
louder the full head is set in vibration and 
that falseness will sound. Again, it is abso- 
lutely necessary that the head be evenly 
tuned. It is important that the brightness or 
dullness of tone at each spot does not 

influence the judgment of  the player. Pitch 
only is to be considered at this stage. 

Now let us compare plastic heads and 
calfskin heads. Plastic heads are used today 
by many performers particularly for special 
purposes, such as playing under adverse 
weather conditions for out-of-door summer 
concerts; or for schools where the knowledge 
and time for the maintenance of calfskin 
heads is not available. With plastic heads, the 
tone is resonate but thinner quality. It is 
rhythmical and brittle with an edgy sound 
that has a tendency to spread. The range has 
better quality at the bottom of the range 
where the head is loose. There is a momen- 
tary delayed recognition of pitch at the point 
of  stick impact which will be heard as 
percussive. On the other hand, calfskin heads 
have a much more noble sound, richer in 
quality, sonorous, more intense, and an even 
quality throughout the range. There is an 
instant recognition of pitch at the point of  
stick impact, which is heard as quality. Most 
professional symphony orchestra timpanists 
will still favor the calfskin heads because of 
the quality of  sound that is produced. 
However, under the most extreme wet 
weather conditions, the quality of  calfskin 
heads will deteriorate so in such cases plastic 
heads will probably be more satisfactory. I f  
plastic heads are used, the next softer set of  
sticks should be used in order to gain the 
same effect as achieved on calfskin heads - 
that is, a more resonate quality. 

Now regarding sticks: every professional 
timpanist makes his own sticks so that he can 
produce the right stick for his concept of  
sound as needed. The writer uses seven 
different pairs of  varying degrees of  hardness 
to softness for the effects needed, and 
changes often during the performance of a 
piece so that the absolutely correct quality is 
achieved, even if for a single note only. 

In the performance of modern and 
contemporary works, the use of  hard sticks is 
very necessary and fitting for the most part, 
because it suits the demands for that style of  
music. The main point to be stressed is that 
most timpanists forget to return to using 
sticks that will produce the musical blend 
and sonority of  sound needed in the classics 
and other works of this period. It is very 
necessary to have the proper tonal concept of  
sound needed for the performance of  the 
classics, For best musical results, the timpani 
must take its proper place in the symphony 
orchestra in proportion to the other instru- 
ments and must support and blend except 
when a solo passage is played. 

Not every note that the clarinet, trumpet, 
bassoon, or violins play is clearly heard, nor is 
every note articulated, but these instruments 
avail themselves of  the different varieties of  
quality and note lengths so that they all 
balance to produce the needed musical 
quality that the piece being performed 
demands. Blend and support are the key 
words! One should not hear a symphony 
orchestra accompanied by timpani. The 

timpani should not distract from the or- 
chestra sound and the musical interpretation, 
but must enhance it. This is accomplished by 
using the proper sticks to produce tone, 
quality, and resonance and by matching the 
sound to that of  the orchestra. 

The thought that a soft stick should be or 
is mushy, is worn. A soft stick should still be 
quite firm but not hard and this is achieved 
in the building of the stick so that quality is 
produced without the hard, edgy, contact 
sound. This stick using a larger core, is 
needed to draw the full sound deep out of  the 
kettle, rather than the hard surface sound. 
The timpanist must start with the concept of  
using softer, larger sticks and articulate more 
to project the sound with tone rather than the 
easier way of picking a small hard stick and 
letting it do all the work rhythmically, but 
with a lack of tone quali~, resonance, and 
touch. Please note the word touch! 

Touch is most important to lighten the 
sound and is achieved by lifting the sticks off 
the head with the wrist action immediately 
after contact, lifting high, drawing out the 
sound and letting the head sing. The opposite 
effect too often is achieved by being tense, 
stiff, and pounding down into the head, 
producing a hard contact quality so that the 
sound is choked. Different timpani players, 
using the same sticks and the same instru- 
ments, will not sound the same due to the 
touch. Some will have more sound, some will 
have less; it is all in the concept of  the sound. 
So, the use of  a soft stick does not necessarily 
mean that the player will play softly in that 
sense, but the touch will determine the 
quality which will be achieved with this stick. 

Muffling of  the head is quite often over 
done. Many performers keep busy stopping 
the ring of  the head much of the time. The 
player should let the head ring except when 
necessary to muffle, such as at the end of a 
phrase where it is needed so as not to ring 
over into a silent orchestral spot or where it 
interferes with the harmonic structure. The 
composers, especially of  the classics (not so 
today) notated only the striking note and left 
the duration, in most cases, to be interpreted 
by the musician. There is no need to muffle 
in a series of  eighth or quarter notes when 
written that way instead of as half notes. 
Many times a dot above a series of notes 
means to articulate, lighten and project the 
touch, not muffle. Short, sharp, single notes 
of  dramatic nature should be muffled as 
called for, but let it not be so sudden as to be 
a noise, but with just enough duration so as to 
be musical and have pitch recognition. 

In tuning the timpani, the accuracy of 
tuning will depend ever so much on how 
absolutely clear the head is tuned at every 
spot. There must positively be no falseness 
and this is one of  the most difficult phases of  
timpani playing to master. Many players 
believe they have the head clear, but this 
regrettably is not always so. Constantly on 
commercials and on some recordings of  
performances the falseness is apparent 
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because the head is not evenly adjusted. 
Intonation is not being referred to here, but 
the falseness of the head that interferes with 
the intonation, marring the clarity and purity, 
no matter how well intentioned the per- 
former. 

After the heads are clear, tuning for 
intonation is the next procedure. Tuning is 
really a subjective experience: the performer 
within himself must hear that pitch positively 
and authoritively and feel it. It  is far better if 
one can hear in his mind the pitch without 
having to resort to whistling, singing, or 
striking a bell. Then the head should always 
be pedaled up to the pitch in mind and 
matched. 

The tuning is achieved in relative pitch by 
the study of intervals which is developed to 
such a high degree of efficiency that the 
player is positive about it, or by absolute 
pitch. Interesting though, is the fact that 
often those with absolute pitch do not have 
the most perfect intonation, possibly because 
they do not adjust so readily to the slight 
variations that occur between sections and 
varying playing conditions. While the 
orchestra is playing, it is better to tune 
quietly with the finger instead of the stick. 
The finger localizes the pitch while the stick 
sets the entire head in vibration, so that the 
tuning process may be heard by others. 
There have been many articles written about 
this particular subject recommending the 
opposite; stating that tuning with the finger 
gives one pitch while the stick a different 
pitch. This is due again, to the uneveness of  
the head for clarity in tuning; this cannot be 
overemphasized. 

As fbr intonation while playing, it is more 
difficult to maintain good intonation when 
using calfskin heads because the heads are 
susceptible to climatic conditions; stage 
conditions, such as drafts; heat from stage 
lights; heat in the hall. It takes constant 
vigilance to keep the heads under control. 
Under such conditions it is not disgrace to 
have a note very slightly offpitch, but it 
certainly is to continue playing it without 
adjusting immediately. When playing, careful 
attention and comparison of each note is 
important to be sure of  fine intonation and 
constant adjustment is necessary. 

Care must be paid to the solo rolls usually 
found at the end of overtures and symphonies 
for such rolls often go out of  pitch and should 
be adjusted to compensate for the impact. I f  
the timpani has a loose mechanical construc- 
tion the head will go flat because the 
mechanism gives. When using an excellent 
instrument, there is no give mechanically and 
playing so loudly on the head with such a 
forceful roll actually tightens the head and 
raises the pitch so that the roll is sharp. In 
either case a pedal adjustment is necessary. 

The counting of measures is a matter of  
much experience, so that one approaches the 
entrances (which are so important) with 
authorit 3' and confidence. One must be 
absolutely positive; it is not possible to sneak 

in on a timpani entrance-  the player must be 
THERE! 

For the beginner, the combination of 
tuning and counting bars at the same time, 
accurately, is a difficult problem. This is 
overcome by experience and counting should 
be developed to the extent that it is done 
subconsciously so that attention is free to 
concentrate on the tuning. The author has 
often listened to a program and found that 
even though not participating, he has counted 
subconsciously thirty or forty bars unaware, 
because it has become second nature to 
count. 

A timpanist should always remember 
these points: play with a musical approach; 
play staccato only when needed; play tonally 
when needed; blend; be exacting in rhythm; 
be careful in ensemble playing; bring out the 
sonorous quality and beauty of the instru- 
ment; and add to the resonance and support 
of the orchestra sound. 

Now let us consider interpretation. 
Anyone can play the notes. It is not the notes 
but what the performer does with them that 
counts. It is very important to know the 
literature - especially the classics - for 
playing and for teaching. Exercises are not 
enough; they have a tendency to become 
mechanical. For even a single note within a 
piece, the player must have the concept of  
what that note should sound like, the proper 
stick to use to produce the desired effect 
tonally, rhythmically, quality-wise in order to 
match what else is going on in the orchestra, 
and for the more technical passages to be 
interpreted musically. There is no substitute 
for experience and knowledgeable back- 
ground. 

Now a few miscellaneous points to 
discuss. The decision to stand or sit on a high 
stool (actually lean on the edge of a twenty- 
eight inch stool) while playing is one of 
indMdual choice. However, the writer feels 
that the only reason to stand is if the player is 
short of  stature. The reasons in favor of 
sitting are; a performer can play better, is 
more relaxed; it is more comfortable, easier 
to get around the instruments, and sitting 
brings the performer down to the level of  the 
instruments, doing away with the awkward 
posture of  leaning over the timpani for a full 
rehearsal or concert. Since the body weight is 
taken off the legs and feet, the feet are free to 
do the tuning and constant pedal adjustments 
are easier. Those who stand, do sit down on a 
stool for difficult tuning passages in order to 
have the feet free for pedaling, which tends to 
prove the point. 

The European tradition of timpani 
playing, which is the oldest, has the timpanist 
sitting down, with the lowest timpani placed 
to the right of the performer, and tradition 
has handed this down from the very begin- 
ning of timpani playing. This system is used 
today throughout all Europe and to a lesser 
degree in parts of our country. 

The American system reverses the place- 
ment of the instruments, placing the lowest 

timpani to the performer's left, corresponding 
to the piano keyboard. There is no decided 
advantage to be had in either placement. 
Each position tends to offer sticking advan- 
tages and disadvantages equally in relation to 
the passage involved. 

The author performs using the European 
placement, as a matter of  preference, with the 
low drum on the right, but demonstrates and 
teaches both systems. The argument that it is 
necessary to place the drums piano keyboard 
style is invalid. Timpani is never played in 
numerical order, 1-2-3-4 progression but in 
varied sequence according to the notation, 
and a C, C, or D can be had on any of the top 
three if need be, making it necessary to 
remember the placement along with the rest 
of the tunings as designated in the piece. 

In the modern day percussion ensemble, 
the author feels that too often the character 
and style of  the timpani are being maligned, 
not purposely, but because the instrument 
does not really lend itself to the nature and 
design of percussion ensemble. To do so, the 
sound and resonance of the timpani are 
straight-jacketed and put into a category that 
demands super dry staccato passages of  fast 
technical display that are more suited to the 
less resonate and more articulate tunable 
tom-toms, plus the added gimmicry of 
sliding glissandos up and down. In most 
cases, a cheap effect is achieved because the 
musical possibilities are either ignored or 
unknown. The musical application of the 
instrument, usually, is lowered to a highly 
technical exercise of a mechanical nature. 

In conclusion, tonal quality production on 
the timpani is the complete application of all 
the above mentioned points. It is hoped that 
this concept of  tone production-timpani 
playing in its most musical sense will be of 
help to the aspiring timpanist. Let it be 
remembered, however, that there is no 
substitute for a student-teacher relationship, 
for the teacher can demonstrate, correct, and 
advise how to carry through these concepts. 
There is much to be realized from the ideas 
set forth here, and the author believes that 
quality musical playing will be gained by 
those who seek it. 

It is the responsibility of  the leading 
timpanists of  the world to bring something 
special to the profession and to present a 
better concept for having played, to set the 
high standards of  teaching along these lines 
and particularly to improve the style of  
musical timpani performance and to contrib- 
ute to the resonance and glorious sound of 
the symphony orchestra of  today. 

Michael Rosen 
editor 
Focus on Performance 
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Reviews of New Percussion 
Literature and Recordings 
James Lambert 

Publishers and composers are invited to submit 
materials to Percussive Notes to be considered 
.for revieu: 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 Percusdve Arts Society. Send submittals 
to Dept. qf Music, Cameron University, 
Lawton, OK 73505. 

Snare Drum 

Snare Drum Roll and  Rudiment 
Interpretation 
Gary J. Olmstead 
$4.95 
Permus Publications 
P. O. Box 02033 
Columbus, OH 43202 

Olmstead's 32-page booklet addresses two 
distinct topics, both of which are of primary 
concern in percussion pedagogy and perfor- 
mance. Part I is a reprint (with the exception 
of a new introduction) of the 1977 Permus 
Publication, The Snare Drum Roll, by the 
same author. Part II, "How to Interpret 
Rudimental Notation" is completely new 
material. 

Part I begins with a definition of the roll, 
then pursues this topic in the following 
sections: "Explaining the Term 'Roll' to the 
Beginner," "The Traditional Rudimental or 
Military Roll and Its Limitations;"Why the 
Buzz Roll for Beginners?" 'Applying the 
Buzz Roll: Rhythmic Base;' 'Applying the 
Buzz Roll: Roll Endings;' 'Applying the Buzz 
Roll: Style," "Some Examples to Illustrate the 
Development and Application of the Buzz 
Roll; and "Examples of Selecting a Rhythmic 
Base in Relation to Tempo" 

By virtue of its subject, Part I invites 
comparison with other instructional material 
dealing with the same topic, such as Emil 
Sholle's The Roll, and the roll exercises found 
in George L. Stone's Accents and Rebounds. 
Olmstead's study, in contrast to these, is not a 
series of roll exercises per se, although some 
are included, but rather, is an analytical study 
of the roll. Many of the musical examples are 
devoted to illustrating the anatomy of rolls of 
various lengths, showing how the notated roll 
is interpreted by selecting an appropriate roll 
base, and the effect on the latter of tempo and 
dynamic changes. 

The present publication has been made 
even more valuable by the addition of the 
second part dealing with the interpretation of 
rudimental notation. The author briefly 

discusses the confusion that may result in the ' 
interpretation of rolls and double grace notes 
written in conventional rudimental notation, 
and the advantages of using a "better way" 
notation that labels rolls with even, rather 
than odd numbers, that refer to the specific 
strokes making up the note over which they 
are written, and writing double grace note 
figures with a notation that indicates the 
rhythmic base utilized. 

The text concludes with musical examples 
from Wilcoxon's All American Drummer, 
Mitchell Peters' Odd Meter Rudimental 
Etudes, and Pratt's The New Pratt Book. The 
examples are written first in conventional 
notation, and then in the author's "better way" 
notation. One final example, The Three 
Camps, written first as arranged by Bruce and 
Emmett in 1862, is followed by John Pratt's 
modern version in triplet notation. 

Percussion pedagogy can certainly benefit 
from studies such as this, which focus on one 
topic and cover it comprehensively, rather 
than treating a broad area with a scattershot 
approach. This is a text that should be 
required reading in every college percussion 
methods class. 

- John Raush 

Thurner-Caisse Claire 
Adapted for Snare Drum by G4rard Spiers 
Cost not given 
Alphonse Leduc & Cie 
175, Rue Saint-Honor4 
Paris, France 

A ne~ revised and augmented edition of A. 
Thurner's Sol~ge des rhythmes, originally 
written as a book designed fbr the study of 
rhythm, this publication is a special daptation 
for the percussion student, and has been 
provided with stickings by G4rard Spiers. 

The beginning of the 40-page text reminds 
one of the initial exercises in Morris Golden- 
berg's Modern School for the Snare Drum, 
beginning with exercises using patterns of 
half, quarter, and eighth notes, followed by 
studies that add rests of corresponding 
values, and progressing through examples 
featuring 16th notes and rests. The Thurner 
continues with studies devoted to dotted and 
double-dotted notes, triplets, syncopated 
rhythms and tied notes, and concludes with a 
presentation of rhythms written in duple and 
triple simple meters, and duple, triple, and 
quadruple compound meters. 

In regard to the sticking, the emphasis 
seems to be on variety; for example, groups 
of four 32nds found in the same exercise are 
sticked RLRL, LRLR, RRLL, LLRR, 

RLRR, LRLL, and LRRL. The continuously 
changing sticking patterns add a degree of 
technical difficulty that transcends the 
musical demands of the studies. When used 
with beginning students, it would be well to 
use a hand-to-hand approach. 

There are some criteria by which one can 
judge the merits of a text dealing with 
rhythm study. First, it must be comprehen- 
sive in scope; second, exercises must provide 
enough variety to offer an appropriate 
challenge and keep one's interest; third, 
rhythms that are particularly troublesome, 
such as triplet - duplet, and triplet - quad- 
ruplet juxtapositions must be given a 
sufticient amount of attention; fburth, each 
study must build systematically upon 
previous material. These criteria are all 
admirably met in this text. 

Musicians from beginners to students at 
the college level can find something of value 
in this book. And for those of'us who are 
constantly on the lookout for good sightread- 
ing material, it presents a valuable new 
source. 

- John Raush 

Second Suite for Solo Snare Drum IV 
Michael LaRosa 
$3.95 
Somers Music Publications 
45 Kibbe Drive 
Somers, CT 06071 

LaRosa's Second Suite for Solo Snare Drum is 
material for the advanced high school and 
college-level player. The second and third 
movements are examples of writing which 
treats the snare drum as a multiple sound 
source. In them, a variety of sounds are 
generated by using brushes, sticks, hard felt 
mallets, the rim, edge, and center of the 
heaad, muffling with the hand, changing 
pitch by depressing the center of the head, 
playing while moving from the edge to the 
center of the head, playing while moving 
from the edge to the center of the head, 
rolling with the fingers, strumming the 
snares, and flicking the stmlner on and off. 

In the first movement, an introduction and 
ending in moderate tempo using extreme 
dynamic contrasts and quintuple subdivi- 
sions of the beat surround a fast middle 
section characterized by 16th note rhythms 
in ¾, %, ¾, %, and 5/s meters. In the second 
movement, thirty-~,o short "events" are 
notated, which may be played in any sequ- 
ence. The player is asked to execute smooth 
segues between events. This, however, 
presents a considerable challenge in those 
instances when stick, brush, or mallet 
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changes are necessary. The third movement 
moves at a swift,I = 160, and uses %, 8/8 and 
% meters. A challenge in this movement is 
the contrapuntal writing that requires the 
playing of rapid double-stop eighths using 
the edge and center of the head. 

This is solo material that should prove 
thoroughly engrossing and entertaining to 
the advanced student and, if well-played, to 
recital audiences as well. 

- John Raush 

M e t h o d  Books  

Percussion Repair and Maintenance 
Mark Bonfoey 
$8.95 
Belwin/Mills Publishing Corporation 

This is an outstanding source of information 
for care and construction of percussion 
instruments. The text (99 pages) contains 
detailed diagrams, clear and concise direc- 
tions, and excellent drawings of the steps 
required for repairs and maintenance. The 
print is excellent, although Belwin may wish 
to address a problem with binding (while 
perusing the book for review two pages came 
out in my hand). There are repair and 
maintenance suggestions for all the common 
percussion instruments and each is clearly 
presented. This book is directed to the 
percussionist but it should be helpful to 
teachers as well. It is highly recommended. 

- George Frock 

Accent Studies and Etudes for 
Percussion 
Rick Kvistad 
$6.95 
Belwin Mills Publishing Corp. 
Distributed by Columbia Pictures Publica- 
tions 
15800 N.W. 48th Avenue 
Miami, FL 33014 

Accent Studies and Etudes for Percussion by 
Rick Kvistad presents technique building 
exercises and solos for snare drum, drum set, 
and timpani. The text is divided into seven 
accent studies, each with an appropriate 
etude. The studies are series of short repeat- 
ing rhythmic accent patterns that are in- 
tended to be played several times, much like 
George L. Stone's text, Accents and Rebounds. 
The corresponding etude then incorporates 
the accent patterns into a larger framework 
for more complex musical challenges and 
variety. 

Kvistad offers nine variations that may be 
adapted to the text to extend its practicality. 
These include ahemate stickings, varying 
dynamics, and rolling on non-accented notes. 
There are also variations to adapt the text for 
drum set and timpani. However, since there 
are several better texts that are devoted solely 
to those instruments, a student would 
probably elect to use Kvistad% book only for 
snare drum. 

Accent Studies and Etudes for Percussion 
would be a good workout for any level" 
drummer. It also offers an alternative (or 
supplement) to the more traditional estab- 
lished snare drum technique books. 

- Mark Ford 

Mult iple  Percuss ion  Solos 

America 12:12 Pieces pour  II 
percussion et piano 
Jean-Paul Holstein 
Cost not given 
Alphonse Leduc & Cie 
175, Rue Saint-Honor~ 
Paris, France 

This publication, which is in the series 
Percussion directed by Francois Dupin, 
contains twelve short pieces (the shortest is 
50', the longest 2'35") related, as their 
individual titles suggest, by a central theme. 
Each of the pieces features one specific 
percussion instrument. Titles and instru- 
ments are: "Hollywood" (crash cymbals); 
"Chewing-Gum" (snare drum); "Disneyland" 
(field drum); "Snoopy" (triangle); "Hadem" 
(tom-tom): "Armstrong" (suspended cymbal): 
"San Francisco" (tam-tam); "Golden Gate" 
(suspended cymbal): "Cap (sic) Kennedy" 
(temple blocks); "Columbia" (whip); "New 
York" (bass drum); and "Broadway" (wood 
block). The total playing time for all twelve 
pieces is 20' 10". 

Each selection constitutes an etude 
devoted to a specific musical purpose, e.g. 
"Chewing-Gum" is a study of dotted eighth- 
sixteenth note rhythms, and '~rmstrong" 
explores '%lues" rhythms. The publisher 
proclaims the versatility of this collection, 
suggesting that percussion instruments other 
than those specified may be substituted, a 
xylophone, marimba, or celeste added to 
double the melodic line, or string or wind 
instruments introduced to augment the 
treble and bass lines of the piano part. 

One must not be misled by the classifica- 
tion of"beginning" and 'preparatory" placed 
on these pieces by the publisher. This music 
is much more demanding than the usual 
beginning percussion literature. In "San 
Francisco;' tbr example, the tam-tam must be 
played with a total of four implements (metal 
rod, vibe and rubber mallets, beater), and 
requires 23 implement changes. The differ- 
ence between this collection and much of the 
typical literature aimed at the young percus- 
sionist is a musical sophistication that is not 
usually encountered in training material. 
Syncopation, use of-~/e meter, fast tempi, and 
dynamic changes are found. However, the 
major problems derive from ensemble 
challenges which require a rhythmic inde- 
pendence on the part of the soloist. For this 
reason, this collection must be considered 
more appropriate material for an intermediate 
level of instruction. 

The piano writing is kept simple, no doubt 
for pragmatic reasons. The music itself is 

eclectic, filled with a variety of styles, 
including a march ("New York"), show style 
("Broadway"), a lilting waltz ("Snoopy"), a 
gospel flavor ("Harlem"), and the "blues" in 
'~Armstrong" 

The musical demands of the music in this 
collection are directly attributable to its 
pedagogical value. Although occasions when 
all twelve pieces can be played may not be 
frequent, percussion teachers who work with 
young students will want to examine the 
collection and select those pieces which will 
most help their students grow musicall,~: 

-John Raush 

Percuss ion  Ensembles  

Atanal Reve and N'Djue Crie II 
Michel Cukier (Jean Claude Tavernier, ed.) 
$8.50 
Gerard Billaudot/Theodore Presser Corn- 
pany 

This set of two pieces for a percussionist with 
piano accompaniment would be very appro- 
priate for an advanced high school student or 
perhaps a college freshman. These pieces 
may be played with a similar setup requiring 
standard percussion instruments, including a 
gong, snare drum, bass drum with pedal, low 
and medium pitched tom-toms, three 
woodblocks, suspended cymbal, sizzle 
cymbal, and a triangle. This is a well-written 
work which calls for the performer to display, 
various playing techniques on each of the 
instruments. The composer makes use of 
some extended techniques in the piano score 
to more clearly, match the percussion sounds, 

The first movement is marked 'Andante 
cantabile" and is about three and one half 
minutes in length. In this movement the 
player is required to change implements 
(brushed, mallets, and sticks) as well as 
musical style rather quickly. The second 
movement is about three minutes and 
forty-five seconds in length and is marked 

if' (,s = 112). The phrase structure in this 
movement is more disjunct than in the 
previous movement and is a bit more chal- 
lenging. The difficulty, in each lies in chang- 
ing instruments quickly while still assuring 
the proper sounds from each instrument. 
Each movement expresses its own musical 
character and would work quite well for a 
jury or solo performance. Although the piaeo 
part is more difficult than the percussion part 
both musicians will enjoy perfbrming this 
work. 

- Dave Satterfield 

Puzzle IV W 
Michel Cals 
$10.25 
Alphonse Leduc 
Editions Musicales 
175 Rue 8aint-Honor~ 
Paris, France 

Michel Cals' Puzzle IV is a percussion 
quartet written for xylophone, chimes, two 
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vibraphones, marimba, and glockenspiel. It  is 
the last (or most recent) of a series of"puzzle" 
compositions by Cals. "Puzzle I, II, and IIr '  
were not available to me, but Puzzle IV  was 
intended to be performed attached to the end 
of  Puzzle II. Any relationship with the first 
and third compositions was not indicated by 
the composer. It is unusual that the fourth 
work follows the second, but perhaps that is 
why the title of  these selections is "Puzzle: 

Puzzle IV  is not a lengthy work and its 72 
bars last approximately three minutes. Three 
of the parts call for four mallets on either 
vibraphone or marimba, but none of the 
parts is extremely difficult. The music is 
divided into several short sections with 
varied tempos, and there is a nice rhythmic 
interplay between voices near the end that 
builds to an effective closing. Overall, Puzzle 
IV  is an intermediate level mallet quartet that 
might work well programmed with its 
predecessors. However, the only answer to 
that assumption is to collect more pieces of  
the puzzle! 

- Mark Ford 

K e y b o a r d  P e r c u s s i o n  

M a r i m b a  M a d n e s s  V-VI 
Bill Molenhof 
$3.95 
Belwin Mills Publishing Corporation 
Distributed by Columbia Pictures Publica- 
tions 
15800 N.W. 48th Avenue 
Miami, FL 33014 

Bill Molenhof is a composer and performer 
well known to the percussion world. His 
collections often place the vibraphone and 
marimba in either a jazz, folk, or ethnic 
setting. Marimba Madness is no exception to 
this standard. A companion collection to 
Molenhofs most recent publication, Vibe 
Songs, Marimba Madness offers five four-mal- 
let selections for solo marimba which vary in 
style from a traditional Greek theme to 
ragtime. 

The first solo, "Ragtime Heritage; sounds 
exactly as the title indicates, an original 
four-mallet rag in the style of  Scott Joplin. It 
is both effective and appealing, but at times 
the harmony seems thin due to the linear 
approach in both hands. "Grey View, Slow 
Moves" is a medium tempo jazz selection 
that is challenging both musically and 
technically. Utilizing one handed rolls and 
quick rhythmic passages, this work even calls 
for occasional dampening which I interpreted 
as dead strokes. The third solo is a jazz blues 
composition entitled 'WIarimba Blues: From 
its catchy introduction, this music is just 
plain fun. "I'm Still Here," the fourth work, is 
my least favorite in this collection. The 
theme is fragmented in this up-tempo jazz 
selection and the overall motion is unappeal- 
ing to this reviewer. However, Molenhof 
saved the best for last: the fifth solo, "Greek 
Sketch # 2 ;  is based on traditional Greek folk 
music and the form is more complex than in 

the previous works. It  is the longest of  the 
five solos and offers more substance with 
contrasting tempos and a recurring theme. 

Marimba Madness is an advanced collec- 
tion of four mallet marimba solos. It  is not as 
successful as Molenhofs similar vibraphone 
collections, but it is still worthy of any 
percussion library. 

- Mark Ford 

The True Lover's Farewell (1985) IV 
Arranged by Stephen Gwin 
$2.50 
Southern Music Company 
San Antonio, Texas 78292 

Original four-mallet material for the marimba 
still represents one of the last musical 
frontiers in solo literature. Finding a compos- 
ition that is musically sound and interesting 
while building the young marimbist's multi- 
ple-mallet "shops" is a challenge to today's 
educators and performers. One such piece 
that more than meets this challenge comes 
from Southern Music of  San Antonio: The 
True Lover's Farewell by Stephen Gwin. 

Gwin's composition is technically simple 
but not boring, with relatively easy intervals 
between the two mallets in each hand. The 
True Lover's Farewell is based on an Appala- 
chian folk melody, a theme is introduced in a 
single voice and then is explored through 
variations of  four-part harmony and broken- 
triplet figures, after which a broad coda 
recaps the four-minute composition. The 
beginning four-mallet chorale allows for 
logical roll growth of the performer - there 
are easy intervals and long note rolls before 
changing pitches. The single-movement-  
but clearly structured work - employs 
single-line melodies preceding immediate 
four-part harmony of the same, rhythmically 
"fun" passages that imitate other motives and 
themes within the piece, and a complete 
range of dynamics, roll speeds, and musical 
indications not found in other "starter" 
compositions. But listening to this work from 
an audience's perspective reveals not a 
laborious, exercise-oriented beginning effort, 
but an enjoyable, logically-structured musical 
entity. 

Southern Music offers this excellent 
beginning piece at a reasonable price, and on 
fine, easy-to-read manuscript with no 
apparent printing mistakes. Dynamics and 
shading are clearly indicated, as are mallet 
designations and sticking suggestions. I have 
used The True Lover's Farewell on beginning 
four-mallet students in both the high school 
and freshmen college levels. It is well-liked 
by both pupil and teacher, and more than 
appropriate as student recital or related 
program material. 

- Larry White 

K e y b o a r d  P e r c u s s i o n  E n s e m b l e  

'~ .udante"  f rom Quar te t  in C, K157 
' ~ l l eg ro"  f rom Quar te t  in C, K157 

IV 

"Rondo" f rom Quar te t  in B~, K159 
'~ J l eg ro  Assai"  f rom Quar te t  in E,, K171 
W. A. Mozart; arr. Lynn Glassock 
$8.00 each (score and parts) 
Permus Publications 
Box 02033 
Columbus, O H  43202 

Both the score and the parts in these four 
arrangements for marimba quartet are very 
legible and easy to read. However, the parts 
are laid out with no provisions for page turns, 
thus presenting the player with a % page 
spread (the '~llegm Assai" is only three 
pages). The scores are laid out with four 
"miniature" pages per large page. Part pages 
are taped together while the scores are 
stapled. Dynamics, tempos, and some 
phrasings and articulations are included, but 
there are no suggestions for mallet choices. 
The 4th marimba part is written for a 
4V.,-octave instrument (down to low F) with 
octave options where necessary. 

'~ndante" is in Ys meter with the eighth 
note at a metronome marking of 92-96. All 
parts include sixteenths, slurred eighth-note 
rolls, and longer rolls. There is much doubling 
m octaves and thirds. Tutti dynamics would 
need some adjustment to allow the melodic 
ideas to project. "Allegro" is in % with the 
quarter note at 116-126. All parts include 
running sixteenths and eighths, slurred 
quarter-note rolls, and longer rolls. Most 
sixteenth-note passages are in parallel thirds. 
It exhibits the same problem with block tutti 
dynamics. In "Rondo" (e~ time with the 
quarter note equalling 132-138) all parts 
include sixteenths and triplet eighths. The 
rondo theme is varied in some of its state- 
ments, and one subordinate theme consists 
of  legato and rolled quarter notes. (This is a 
good teaching piece for rondo form.) Finally, 
"Allegro Assai" is written in sA meter with the 
dotted quarter at an 88 metronome marking. 
There are many instances of  doubled running 
sixteenth passages, doubled trills, dotted- 
eighth-sixteenth rhythms, etc., making this 
perhaps the hardest of  the four movements 
to put together cleanly. 

All four movements are excellent teaching, 
as well as performance pieces and would 
work well indMdually or in various combina- 
tions as a suite. This addition to the published 
repertoire will now make it easier to teach the 
essence of chamber music performance to 
aspiring marimbists/percussionists. 

- John Baldwin 

D r u m  Set 

Dram Set 
Blue Too for drum set 
Stuart Smith 
$14.00 
Smith Publications 
2617 Gwyndale Avenue 
Baltimore, MD 21207 

Blue Too for drum set is an unconventional 
work for a standard-size set of  drums (i.e., 
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snare, bass, two toms, high-hat, cymbal) 
requiring advanced coordination between all 
four limbs and a highly developed sense of 
pulse and subdivision. Mastery of this work 
would require a good deal of  determination 
and patience, and is therefore not recom- 
mended for immature musicians. This work 
is unconventional in that rather than being 
apparently jazz or rock oriented, the com- 
poser treats the set as a four=limb contempo- 
rary multiple percussion solo. There is no 
time signature and at no point is the per- 
former asked to "keep time" in the traditional 
sense. However, the keeping of a strict pulse 
throughout pages of  complex and shifting 
subdMsions is essential to the continuity of  
the work. The temoo itself shifts occasionally, 
but only between ~ = ca. 48 and ~ = ca. 
68-72, except for the coda which is ,I = 60. 
There are almost no changes of  speed within 
each tempo by use of  traditional accelerandos 
or ritards - all changes of  speed are of  the 
written out variety. There are contrasting 
sections of  activity and inactivity as well as a 
good deal of  dynamic contrast. 

The score is large (11" X 17") as is the print 
(only 5 or 6 lines per page), which makes for 
convenient reading from a distance. The 
seven pages are loose, and the page turns (or 
shifts) have obviously been accounted for in 
the printing. The paper quality and ink 
clarity are very high. 

Due to the irregularity of the incessant 
and complicated rhythmic cells, audiences 
listening to a performance of Too Blue may 
have trouble maintaining interest, particularly 
if they are predisposed to the expectation of 
the rhythmic drive usually implied by the 
presence of a drum set. For the performer, an 
accurate rendition of Too Blue would glean 
satisfaction from having maintained one's 
concentration. 

- Dan C. Armstrong 

Percussion Plus Mixed Media 

Four S o n a t a s  for P e r c u s s i o n  IV-V 
Anthony J. Cirone 
$17.50 
Belwin/Mills Publishing Corporation 

Four Sonatas is a collection of works for solo 
percussion and various instruments. Each 
sonata comes complete with individual parts 
or two scores. Sonatas 2, 3 and 4 use the 
vibraphone as the primary instrument with 
various multiple percussion setups included. 

Sonata No. 1 is for timpani and piano, and 
requires four drums. It is rhythmically and 
technically difficult, but the only tuning 
changes are two glisandi on the 29" drum. 
Sonata No. 2 is scored for percussion and 
trumpet, calling for four tom-toms, snare 
drum, and vibraphone. There are no mallet 
specifications for the drums and the vib- 
raphone parts are playable with two mallets. 
Sonata No. 3 features percussion and clarinet. 
The instrument needs include vibraphone 

and three tom-toms; four mallets are needed 
for the vibes and a double headed wood and 
felt stick for the tom-toms. The allegro 
section opens with a tom-tom solo which has 
a very bad page turn. Sonata No. 4 (violin, 
piano, and percussion) requires vibraphone, 
temple blocks, suspended cymbal, and gong. 
The vibe parts are playable with two mallets 
but four would help with the large register 
changes. Rehearsal letter K is confusing as 
the percussion parts appear on the piano 
score. 

Except for the ambiquous indication at K 
in the fourth sonata, the print is excellent. In 
my opinion, these sonatas should be consid- 
ered for student and degree recitals. I 
recommend them highly. 

- George Frock 

Recordings 

T h e  River  
Ed Hartman 
$8.00 
Olympic Marimba Records 
5521A University Way NE 
Seattle, WA 98105 

The River is a refreshing example of many 
different styles of  marimba/percussion 
performance. Mr. Hartman uses the first side 
to present three original compositions 
displaying his artistry on the marimba: 
"Sarabande" "Improvization for Klaus" and 
"First Flight" Of  these, "Improvization for 
Klaus" is the most impressive as a concert 
work, displaying fluid technique as well as 
making a strong musical statement. Also 
included are the"Prelude" from the J. S. Bach 
Cello Suite No. 1 and "Prelude II" from 
Preludes for Piano by George Gershwin. The 
Gershwin is arranged for marimba and 
vibraphone (one player) and is a fine example 
of  a work which can be transcribed/arranged 
for percussion instruments. The performance 
on the Gershwin is exceptional and shows 
the diversity of Mr. Hartman's abilities. 

Side two is devoted to The River, a work 
composed by the artist. He describes it as "a 
multi-track voyage down an imaginary river. 
The vibraphone was recorded at McDonald 
National Park in Carnation, Washington, 
next to the Snoqualmie River... Additional 
tracks were then layed down in the studio. 
The result is a finished work based on an 
improvisation" The movements are titled, "In 
The Woods;' 'At a Stream," and "Down the 
River." Each of these depicts its subject well 
through the selection of instruments, sounds, 
and textures employed. All of  these ingre- 
dients are blended to make a very pleasing 
suite. 

This album represents many of the various 
styles of  percussion music available to 
contemporary performers. Ed Hartman is a 
talented percussionist as well as a composer 
and has provided us with a fine new addition 
for our listening. 

- Dave Satterfield 

A La Cart  
Minnesota Composers Forum 
$13.98 
Innova Records 
Markethouse 206 
289 East Fifth Street 
St. Paul, M N  55101 

A La Cart is the latest recording released by 
the Minnesota Composers Forum. The 
Forum was created in 1973 to stimulate the 
creation and performance of new music. 
With four albums to date, MCF's music is 
broadcast by over fifteen tbreign radio 
stations and close to one hundred stations in 
the United States. 

Each of the seven composers represented 
is a Minnesota resident and a recipient of a 
McKnight Fellowship. The fellowship gives 
the composer a stipend to embark on a work 
that he would normally be too busy to 
attempt. In addition to the fellowship 
program, MCF also promotes concerts, live 
radio broadcasts, demo taping projects, and 
concert tours, among other actMties. It is 
definitely a successful and ambitious pro- 
gram. 
A La Cart is a two-album digital recording 
which only contains one selection with 
percussion. Why then is Percussive Notes 
reviewing an album with so little percussion 
exposure? I was skeptical at first: A La Cart 
was definitely worthy of a review, but I wasn't 
certain it had a place in PN. However, the 
more I listened to the qualit 3, of  music and 
musicians being presented, the more I was 
certain other percussionists interested in new 
music would want to know about MCF. 

I am impressed by this record. Among my 
favorites are "Intercession: Harden Not Your 
Heart" by Michael J. Aubert, performed by 
the Minneapolis Artists Ensemble. This 
work for strings and piano gradually grows in 
volume and intensity to an energetic peak 
and then dissolves into a very effective 
ending. Also enjoyable is Tristan Fuentes' 
"Hexenkueche." 

Performed by Zeitgeist, an unusual 
quartet of  piano, bass clarinet, and two 
percussionists, the work is based on a driving 
ostinato and allows for improvisation that is 
quite explosive. If  you're interested in a 
variety of  styles in contemporary music, A La 
Cart could be for you. 

- Mark Ford 

Sextet /Six M a r i m b a s  
Steve Reich 
Steve Reich and Musicians/Members of  
NexusAVianhatten Marimba Quartet 
Nonesuch Records -#9 79138-1 F 
No cost given 
Six Marimbas (1973-86) is a landmark 
composition in the evolving literature for 
mallet ensemble. This disc, made in May of 
1986 under the supervision of the composer 
(who also produced it), represents a major 
addition to the painfully limited recording of 
serious percussion music. The performers 
are Bob Beeker and Russ Hartenberger of 
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Steve Weiss 
n o w  has over  

5OO 
selections 
of  mus ic  
a n d  
m e t h o d  b o o k s .  

Write  or call for 
a free list. 

Steve Weiss Music 
1352 Wagner Avenue 
P.O. Box 20885 
Philadelphia, PA 19141 
215/329-1637 or 324-4355 

GRAHAM 
W H E T T A M  

Sui te  f o r  T i m p a n i  
$10 

"highly recommended" 
P E R C U S S I V E  N O T E S  

"small miracle has been wrought 
by Graham Whettam" 

M U S I C  & M U S I C I A N S  - London 

L e n t o  & F u g u e  
for  M a r i m b a  

(arr. Andrew Whettam) 
$8 

P e r c u s s i o n  P a r t i t a  
for  s ix  P layers  

On individual order only; 
~30 score & parts 

All prices plus postage 

MERIDEN MUSIC 
Chapel House, 13 Market Place 
INGATESTONE, CM4 0BY 

England 

Nexus, with Kory Grossman, James Priess, 
Bill Ruyle, and William Trigg of the Manhat- 
ten Marimba Quartet-  certainly an all-star 
cast, and one which does not disappoint. The 
performance is clean and thoughtful, done 
with the sense of purpose and concentration 
for which these musicians have become so 
well-known. 

Six- Marimbas is actually a rescoring for 
marimbas of Six Pianos (1973). Reich states 
in the liner notes that the idea of rescoring 
that piece was a natural one, since the 
original piece did not require extensive piano 
technique and could therefore be well-played 
by percussionists. It is also pointed out that it 
is easier to get six marimbas on stage than six 
pianos! To give due credit, Reich does 
mention that the rescoring idea came from a 
suggestion by James Priess. The composition 
is in the minimalist style. It is constructed in 
three connected sections, each in a different 
harmonic mode and in a higher tessitura of 
the marimba. The entire piece is based on 
eight beat rhythmic patterns with each 
instrument playing a different set of notes 
within the given mode. This creates what 
Reich calls a"contrapuntal web" out of which 
melodic patterns are brought together by 
gradually increasing the volume of first one 
player and then another. 

h 
Should this p~ece become generally 

available (I don't know if it has as yet been 
published in this format), I would think it 
would be accessible to advanced college 
groups. The technique required is minimal 
(no pun intended), but the level of concentra- 
tion needed for successful performance is 
extremely high. Those familiar with 'Reich's 
Clapping Music and Music for Pieces of Wood 
will have some idea of the kind of preparation 
that will be involved. Six Marimbas is longer 
(over sixteen minutes) and will require much 
dedication and patience. The effort would be 
well worth it, however. 

With the success of S/x Marimbas, which 
as stated b~efore is essentially a transcription, 
we may h6pe that Reich (and other compos- 
ers as well) will recognize the viability of the 
mallet engemble as a performing medium 
and consider it worthy, of wholly original 
compositions. 

Paired with Six Marimbas on this album is 
Sextet (1985) for marimbas, vibraphones, 
bass drums, crotales, tam-tam, sticks, pianos, 
and synthesizers. Becker and Hartenberger 
are joined in this performance by well-known 
percussionists Gary Kvistad and Glen Velez, 
as well as Edmund Niemann and Nurit Tilles 
on pianos and synthesizers. Space does not 
permit a full description of this piece, but one 
may say that it contains the familiar elements 
of Reich's music and is harmonically and 
texturally more adventuresome than Six 
Marimbas. It was given its American premiere 
on January 20, 1986 in New York City by 
Steve Reich and Musicians with members of 
Nexus. The performance recorded on this 
album is predictably superb. 

- Dan C. Armstrong 

Laser Woodcuts  (1986) 
SoundStroke GS 9008 
$14.00 
Second Hearing Ltd. 
New York, NY Available from: OU Percus- 
sion Press 
University of Oklahoma School of Music 
560 Parrington Oval 
Normal, OK 73019 

Laser Woodcuts is a direct-to-two-track 
digital recording Second Hearing "GS" series 
compact disk. The recording is done by 
James D. Wayne and the performing ensem- 
ble is the University of Oklahoma Percussion 
Ensemble conducted by Richard Gipson. 
The performers are: Brian Britt, Trent Davis, 
Lance Drege, Lisa Durbin, Shannon Folger, 
James Moyer, David Outon, Craig Smith, 
Kale White, Blake Williams. Performed are 
"Back Talk" (Breuer) (2:22), "Four Stick Joe 
(Breuer) (2:27), "Fluffy Ruffles" (Green/ 
Cahn) (2:34), "Field of the Dead" (Prokoffiev/ 
Gipson) (5:24), '~-dacio" from the Organ 
Symphony (St. Saens/Gipson) (4:49), "Portico 
(Thomas Cauger) (11:30), "Diabolic Vari- 
ations" (Raymond Helble) (9:54), "Duo 
Chopinesque" (Michael Hennagin) (10:27), 
"Just the Way, You Are" (Joel/Gipson) (3:04), 
"Send in the Clowns" (Sondheim/Gipson) 
(3:18), "Memory" (Webber/Gipson) (4:00), 
"Evergreen" (\Villiams-Streisand/Gipson) 
(4:42). 

On this compact disc the quality of 
recording is excellent and the percussion 
instruments have never sounded better. The 
University of Oklahoma Percussion Ensem- 
ble, under the direction of Richard Gipson, 
performs with musicality, technical profi- 
ciency, and accuracy. The choice of music 
covers a broad spectrum and is of the highest 
quality, ranging from xy, lophone rags, tran- 
scriptions from orchestra literature, original 
percussion ensemble music, and arrange- 
ments from pop music. This compact disk 
gives the listener an excellent view of the 
potential of the marimba and percussion 
ensemble and it does it with superb sound 
and excellent performing. Congratulations to 
Richard Gipson, James D. Wayne, Second 
Hearing, and the University of Oklahoma 
Percussion Ensemble. 

- John Beck 

D i ~ c u l t y  Rat ing Scale 
I-II Elementary V-VI Advanced 
III-IV Intermediate VI + Difficult 

James Lambert  
editor 
Selected Ret~eu,s 
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News from 
Universities and Individuals 
J o h n  B a l d w i n  

Professional Percussionists 

Johnny Lee Lane spent twenty days in West 
Germany last October as a guest clinician in 
Frankfurt, at the Music School in Detmold, 
and at the German PAS Symposium in 
Nurnberg. This was his third trip there and 
he will be returning again in 1988. Lane 
received an Honorary Artist Diploma from 
the Musikschule, Bad Nauheim, West 
Germany. He is director of percussion 
studies at Eastern Illinois Universit3.: 

The Lindenwood Studio of Percussion, 
under the direction of Start Head, presented 
a ThanksgMng Vesper concert featuring 
hymns arranged by Ruth Jeanne and a 
Christmas Pops concert featuring traditional 
hymns of the church and secular music. 

Theodore Antoniou and Boston's ALEA III 
presented a percussion and soloists concert 
March 28, 1987. The main work was Perse- 
phassa (1969) by Xenakis, in which six 
percussionists encircle the audience with a 
mass of instruments and sound and in which 
the compositional method- probabilistic- is 
based on the calculation of the probability of 
the recurrence of notes, rhythms, and colors. 
Other works were by Robert Sirota, Peggy 
Glanville-Hicks, Niki/bros Rotas, and 
percussion/composer Jeffrey Fischer. 
Antoniou's own Double Concerto for Percussion 
was written for and premiered by Tony 
Orlando of the Philadelphia Orchestra, and 
Neil Grover .  

Vibist Kent Wehman and jazz drummer 
Jack Mouse presented two clinics and a 
concert at Emporia State University, Kansas. 
The two were on a five-day tour as part of the 
Janice Borla Group. Other appearance were 
at Hutchinson Community College and 
Wichita State University. Mouse appeared as 
a Yamaha clinician. 

New Music Marimba and Marimba Produc- 
tions sponsored marimba virtuosi William 
Moerseh, Leigh Howard Stevens, and 
G o r d o n  Stout  in a recital in March at the 
Merkin Concert Hall of the Abraham 
Goodman House in New York. On the 
program were new works by Jacob Druckman 
and Roger Reynolds commissioned through 
a consortium grant from the National 
Endowment for the Arts and other solo 
works commissioned by the performers. 

Mat Britain/Dan Moore Duo 

Robert Gottfried, better known as "Rob the 
Drummer," a children's educational entertain- 
ment character with numerous network and 
cable television credits, accompanied a 
delegation of eighteen high-level researchers 
and others knowledgeable in the area of 
alcohol and drug abuse to the Soviet Union. 
The purpose of the visit was to learn about 
the scope and specific methods of treatment 
of the USSR's major alcohol problem. He also 
recently appeared at an anti-drug program 
rally sponsored by the "Pros for Kids" 
organization in Union Square in San Fran- 
cisco. Gottfried, of West Hartford, Connec- 
ticut and New York City, has just completed 
recording with Clarence Clemons, 
saxophonist with the Bruce Springsteen E 
Street Band. 

Deborah Schwartz of Los Angeles, per- 
formed several solo marimba works with 
orchestra last spring- Crestoffs Concertino 
for Marimba, Ichiyanagi's Paganini Personal 
(variations)for Marimba, and Khachaturian's 
Violin Concerto (transcribed by the artist). 
Schwartz has played in the Israel Philhar- 
monic, Colorado Philharmonic, Israel 
Chamber Orchestra, and Fort Wayne 
Philharmonic. 

Since its formation in the spring of 1986, the 
Percussive Two - J immy Tiller and 
Winifred Goodwin - has played in churches, 
schools, and colleges throughout South 
Carolina. Recently the duo performed for the 
South Carolina Arts Commission Showcase 
and at the annual Day of Percussion of the 
South Carolina chapter of PAS. Tiller, a 

Jimmy Tiller and. Win/fred Goodwin 

native of Anderson, is pursuing a music 
degree at the University of South Carolina. 
Goodwin received the bachelor of arts and 
master of music degrees in performance 
from the University of South Carolina. 

The Mat B r i t a i n / D a n  M o o r e  duo recently 
toured the Northwest, with engagements at 
Eastern Washington University, Montana 
State University, and the Professional Drum 
Center of Spokane. The duo uses steel 
drums, marimba, vibes, and percussion in a 
jazz setting. Britain is a freelance studio 
percussionist and private instructor in the 
Cincinnati area, and Dan Moore is assistant 
professor of percussion at Montana State 
University. 
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Xylophone Soloist John R. Beck, assisted by members of the audience during the 
U.S. Marine Band's Ghildren's Concert Series (photo: Andrew Linden) 

William Moersch 

David N. 'token (photo: Myles Aronowitz) 

Jazz mallet player Arthur Lipner recently 
completed a record date as a member of the 
Sal Salvador Quartet. An adjunct professor at 
the Universit 3, of Bridgeport, Connecticut, he 
pertbrmed there in November with the 
.group which included Joe Morello on 
drums. 

In August 1986 David Yoken performed the 
Finnish premiere of Xenakis' percussion solo 
Psappha, with the composer present at the 
Time of Music Festival, Viitisarri, Finland. 
kbken is currently a visiting facuhy member 
at the University of Jyv/iskyl~i, Finland, giving 
courses on contemporary music in America 
and teaching applied percussion. Yoken 
recently completed the M.A. in music 
pertbrmance at the University of California, 
San Diego where he was a recipient of the 
Calitbrnia Regents Music FeUowship. He has 

Sylvio Gualda and Dimitrios Marinakis 

recorded with CRI Records and can be seen 
on a number of Public Broadcasting System 
specials. He was musical rehearsal director of. 
the Laura Dean Dancers and Musicians, and 
also served as musical coordinator in the 
Joffrey Ballet's production of Fire. 

William Moerseh was awarded a Solo 
Recitalist Fellowship from the National 
Endowment for the Arts to present a recital 
in Alice Tully Hall, New York, in March 1987. 
The program included works by Corigliano, 
Druckman, Reynolds, and a new concerto by 
Bennett. Moersch is on the facult 3" of the 
Mason Gross School of the Arts of Rutgers 
University. 

StaffSgt. John R. Beck is always a big hit in 
percussion demonstrations during the 
Washington-based Marine Band's annual 
children's concerts. Members of the audience 

assist Beck and play objects from his tray of 
"toys" - pots and pans, a cowbell, horns, and 
other unusual instruments. 

Percussionist James Ross made his solo 
debut with the Chicago Symphony last 
December, performing Milhaud's Concerto 
for Percussion and Small Orchestra with Erich 
Leinsdorf conducting. Ross has been a 
member of the Chicago Symphony since 
1979. 

French percussionist/conductor Sylvio 
Gualda conducted the State Orchestra of 
Athens in a program featuring Greek percus- 
sionist Dimitrios Marinakis in a perfor- 
mance of Jolivet's Concerto for Percus~qon and 
Symphony Orchestra. 

Gary J. Spellissey is the recipient of the first 
Excellence in the Profession of Percussion 
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Instruction Award initiated by Remo, Inc. to 
recognize the efforts and achievements of 
unsung heros in the percussion field. Spellis- 
sey is head of the percussion department of 
the University of Lowell, Massachusetts, of 
the Belmont School of Music, and the 
All-Newton School of Music. In addition to a 
very rigorous teaching schedule, he is an 
active pertbrmer in the Greater Boston area. 
He can be heard in man 3 , musical settings, 
having performed with the Boston Pops, 
Johnny Mathis, Mel Torme, Della Reese, 
Dionne \Varwick, The Temptations, among 
others. His show credits include Annie, The 
't~.'/z, and Pippon, to name just a fern: 

University and School News 

()berlin Conservatory will host the first in a 
series of annual percussion institutes July 
12-18. The staffwill consist of Richard 
Weiner, Paul Yancich, A1 Otte, and 
Michael Rosen. During the week clinics will 
be offered on timpani, timpani parts in 
Beethoven, snare drum, accessories, 
xylophone/orchestra bells, cymbals, and 
tucking calf heads. \Vorkshops will deal with 
percussion literature, mallet wrapping and 
construction, acoustics of percussion instru- 
ments, eurhythmics for percussionists, and 
auditioning. Masterclasses will be given on 
orchestral techniques, solo marimba, timpani, 
solo percussion, percussion section playing, 
and on the Bartok Sonata for Two Pianos and 
Percussion. Four concerts are scheduled: a 
solo marimba recital by Rosen, a solo 
percussion recital by Otte, a performance by 
the Percussion Group/Cincinnatl, and 
another, the program of" which includes the 
Bartok Sonata and the Crumb Makrokosmos 
IIL All masterclasses will be videotaped and 
given to the participants. 

Students are encouraged to contact 
Michael Rosen at Oberlin Conservator3; 
Oberlin, OH 44074 (216-774-8281) for 
further information about the percussion 
institute. 

Martin Zyskowski, professor of percussion 
studies at Eastern Washington University, 
Chenes; reports the presentation of two 
seminars by ,quest lecturer A. Anatyakul, 
well-known anthropologist, ethnomusicolo- 
gist, composer and performer from Thailand. 
The seminars were entitled Mu,~c of South- 
east Asia and Thai Music and Dance. 
Anats.,akul also brought with him a selected 
collection of classical and folk Thai percus- 
sion and wind instruments as purchased by 
the E\VU Foundation Oil:ice. Plans were 
made to videotape and tape record each 
seminar session for later editing, transcribing, 
and possible publishing for educational 
preservation and distribution. 

The Percussion and Keyboard Percussion 
Ensembles of Boise State University recently 

University of Akron Steel Band students with tuner Vernon Mannette and historian 
George Goddard in Trinidad 

performed at Eastern Oregon State College 
and at Blue Mountain Community College 
in route to the Northwest Music Educators 
National Conference in Portland. Included in 
their repertoire were Xylophonia/o3, Green/ 
Becker and Forests q[ the Sun by Clark. The 
ensembles are directed by John Baldwin. 

Cahn, and Bazelon. The highlight of the tour 
was performing Xenakis' Persephassa, which 
the OPG also played at PASIC '86 in 
Washington, DC. 

Student Activities 

The University of Akron Steel Drum Band 
traveled to Trinidad last January for a week of 
studying calypso music and steel drums in 
the country where it all started. Larry Snider 
and Cliff Alexis accompanied the group to 
historic sites concerning tamboo bamboo, 
Pan Trinbago, master tuners, and the pan 
yards of the Invaders, Phase II, Merrymakers, 
Starlift, Renegades, Casablanca, and the All 
Stars. Master steel drum historian George 
Goddard led the tour, which included the 
UA students rehearsing a competition 
calypso with Phase II. 

The annual Michigan PAS State Convention 
was held in April at Seaholm High School in 
Birmingham, Michigan. The event was 
hosted by Tom Course and featured vibist 
David Samuels and marimbist Julie 
Spencer. Samuels conducted a master class 
with selected Michigan college/university 
students. 

The Oberlin Percussion Group, Michael 
Rosen, conductor, undertook a week-long 
tour of several universities during the fall of 
1986 - SUNY at Potsdam, Eastman School 
of Music, SUNY at Buffalo, University of 
Akron, and Duquesne University. On the 
program were works by Hubbell, Cage, 

The 1986 Aspen Music Festivars percussion 
scholarship recipients were John Shaw, 
Chris Deviney, and Paul Hostetter. Deviney 
won a first prize in the Kingsville, Texas 
Young Artist Competition last spring playing 
the Creston Concertinofor Marimba. ttostet- 
ter performed the first movement of the 
Kurka Concerto for Marimba with the Florida 
State University Symphony as a Young Artist 
Competition winner. All three studied with 
Gary Werdesheim at Florida State University. 

On the Move 

Pat Reitz will be a visiting percussionist at 
Eastern Illinois University for the Spring 
semester of 1987 while Professor Johnny 
Lee Lane is on sabbatical leave. Reitz 
received the Master's degree from the 
University of Akron, studying percussion 
with Larry Snider. She will teach applied 
percussion, direct the percussion ensemble, 
marimba orchestra, and marimba rag band, 

Editor's Note: All news for inclusion in this 
column should be forwarded to: John 
Baldwin, Music Department, Boise State 
University, Boise, ID 83725. 
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News from the Industry 
David Via 

Zildjian Z China Boy 

Evans "Resonant" Series drum head 

Drum W°rksh°P EP 3 and EPR ~ 

Alfred  Publ i sh ing  Co., Inc., 15335 Morri- 
son Street, P. O. Box 5964, Sherman Oaks, 
CA 91413, is pleased to announce the release 
of the revised version of I've Got You Under 
my Skin - a unique publication that features 
the original drum charts (in the book) that 
accompany all of the popular Frank Sinatra 
tunes (on the record). This publication was 
previously available as a record with indi- 
vidual charts. Alfred has reprinted the charts 
in book form and added performance hints 
and in-studio photos. 

Avedis  Zildjian Company, 22 Longwater 
Drive, Norwell, MA 02061, has added a new 
cymbal to the Z Series range, the Z China 
Boy. The Z China Boy is available in 18" and 
20". Zildjian also announces the expansion of 
its special effects cymbals with the EFX # 1 
cymbal. The EFX # 1 is a small, thick 
cymbal which produces a high pitched, 
piercing and defined tone. The new "Zildjian 
Multiple Application Cymbal" selection 
(Z-MAC) aids in deciding what type of 
cymbal should be used in various musical 
settings. The Z-MAC selection includes five 
sizes from the 14", 16", 18", 20", and 22" A. 
Zildjian, plus four sizes from the hand-ham- 
mered K. Zildjian range of 16", 18", 20", and 
22". 

D y n a c o r d  ]Electronics, Siemenstrasse 
41-43, 8440 Straubing, West Germany, 
reports the appointment of Drum Workshop, 
Inc. as a distributor of Dynacord Electronic 
Drums in the United States. 

Drum Workshop, Inc., 2697 Lavery Ct., 
Unit 16, New, but 3 , Park, CA 91320, intro- 
duces two new versions of the EP-1 Elec- 

Fall Creek Marimbas K-IOOW glockenspiel 

Goldline Percussion Products Tilting "Pit" Mallet Stand 

tronic Trigger Pedal: the EP-3 and EPR. The 
EP-3 features the same triggering mechanism 
as DW's EP-1 with a modified 3000CX bass 
drum pedal mounted on it. The EPR is a 
non-skid electronic pedal plate which can be 
used to convert most existing bass drum 
pedals into electronic trigger pedals. Like the 
EP-1, the EPR and EP-3 are compatible with 
most electronic drums and drum computers. 

Evans Products Inc., Old Santa Fe Trail 
& First Ave., P. O. Box 58, Dodge City, KS 
67801, is now producing "Resonant" Series 
drum heads. The "Resonant" Series has been 
developed exclusively for use on the bottoms 
of tom-toms and fronts of bass drums. 
"Resonant" heads are medium-gauge, 
single-ply heads that work in combination 

Con Bops of California "Mariano" Model Congas 

Latin Percussion Bell Blocks 

with any single or double ply batter head to 
produce the bigger, more open drum sound. 
"Resonant" heads can also be used as "finish" 
heads for exciting visual effects. The heads 
are available in white, clear, black, blue, and 
red, in all popular sizes. "Resonant" drum 
heads feature plastic film, 45 degree collar 
and composite hoop. 

Fall Creek Marimbas, Route 245, 
Middlesex, NY 14507, has brought out the 
new K-100W wide bar glockenspiel. Pre- 
miered at PASIC '86 in Washington, DC, the 
K-100W is a wide bar version of the K-100, 
introduced at PASIC '85 in Los Angeles. 
Both instruments have long, pure resonant 
tones. Unique features include extended 
range - F to D, durable, anti-glare finish, 
elimination of case noise, and hand-made 
oak and brass case. 

Goldlhae Percussion Products,  W920 
Garland, Spokane, WA 99205, introduced its 
new Tilting "Pit" Mallet Stand at the Mid- 
West International Band and Orchestra 
Clinic in December. This mallet instrument 
stand has full tilting capability (including 
instruments with resonators) with height and 
length adjustment featuring sliding base 
adjustment. The stand will accommodate 
any size mallet instrument up to four octaves 
and can be quickly and totally disassembled 
without the use of tools. 

G o n  Bops  o f  California,  Inc., 2302 E. 
38th Street, Los Angeles, CA 90058, recently 
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May EA Sennheiser 421 

Phi Technologies "Translator g" MIDI Drum Controller 

released a new line of"Mariano" model 
congas and bongos. Based on traditional 
Cuban desNns, the drums are available in a 
thll range of sizes and feature Gon Bops' 
walnut stained mahogany shells, animal-hide 
drum heads, and "ebony" finish black 
hardware. '2VIariano" congas come in 5 sizes; 
quinto, conga, large conga, tumba, and large 
tumba. Also available are "Mariano" bongos 
and "Mariano" requinto and reconga sets. 

Grover Enterprises, Dept. PN, 274 
Round Swamp Road, Melville, NY 11747, 
announces the addition of professional 
model snare drum sticks, a tambourine head 
replacement kit, and chime mallet to its 
product line. Snare drum sticks Model S, for 
concert, rock or marching use, and Model E 
for jazz, combo, and all round drumset 
playing, are both turned from hickory which 
has been dried and aged. Each stick is rolled 
to insure against warping and is sanded, 
sealed, and waxed prior to being pitch paired. 
The tambourine head replacement kit 
contains a 12" calfskin head, mounting band, 
and instructions. In addition, Grover Enter- 
prises is now manuiheturing a chime mallet 
which is constructed of polymer head. One 
side of the head is covered with moleskin to 
produce a sustained tone while the other side 
produces a solid, cutting sonori~: 

Latin Percussion, Inc., 160 Belmont 
Avenue, Garfield, NJ 07026, introduces Bell 
Blocks. Bell Blocks are made of maple and 
assemble using tongue-and-groove construc- 
tion. They come in a set of five. The chrome 
plated steel mounting assembly attaches to 
most stands. 

Marimba Productions, P. O. Box 467, 
AsbuD' Park, NJ 07712, reports new from 
Mallewch, Stadium Series keyboard percus- 
sion mallets desig'aed to be heard outside. 
Stadium Series mallets are not just harder, 

Simmons Group Centre MTX-9 Percussion System 
Expander 

The Techtonics Company Beatmaster Standard Drum 
Trigger 

but larger and heavier as well. There are two 
models each ibr marimba, vibes and 
xylophone/bells. The rattan and birch 
handles are matched for diameter for less 
adjustment when switching between four 
mallet vibe and marimba parts. 

May EA, 83t2 Seaport Drive, Huntington 
Beach, CA 92646, has recently added several 
new products. The newest to the May EA 
line are the Sennheiser 409 and 421 and 
AKG 112 microphones. Sennheiser's 409 
works best in miking snare drums and rack 
toms, while the 421 is recommended for 
floor tom and bass drums. The AKG is an 
upgrade of AKG's D12, designed primarily 
for bass drum applications. May System 
microphones are mounted inside a drum 
without drilling holes in the shell or disrupt- 
ing the acoustic sound of the instrument. 
May's non-drill internal shock mount allows 
180 degree rotation adjustment, indMdual 
drum sound isolation and EO, and eliminates 
the need tbr separate mike stands. May EA 
Mikes can be used for recording and rein- 
forcement of acoustic drum sound or to 
trigger electronic sound sources from 
acoustic drums. 

Musicians Institute, 6757 Hollywood 
Bh'd., Hollywood, CA 90028, the well- 
known vocational school fbr musicians, and 
the home ofG.I.T, B.I.T., and P.I.T., will add 
two new schools tbr songwriters and vocalists 
on the site of a new facility in Spring 1987. 
The Songwriter and Singer Schools will 
begin at Musicians Institutes new location at 
1655 McCadden Place, Hollywood, Califor- 
nia. The new building is 60,000 square feet, 
three stories high, and can house 1,500 
students. 

Phi Technologies, Inc., 4605 North 
Stiles, Oklahoma City, OK 73105-3328, 
introduces the "Translator 2" MIDI Drum 
Controller designed to allow implementation 
ofmidi so the pre-midi and non-midi 
electronic drum sets and drum machines can 
send and receive midi triggering information. 
The primary purpose of the Translator 2 is to 
translate the input of up to 6 standard drum 
pads into a midi output. Owners ofnon-midi 
electronic drum kits can use the device to 
trigger MIDI drums, drum machines, 
keyboards and sequencers. Internally adjusta- 
ble, "set-and fbrget" parameter controls over 
individual pad sensitivity; separate Midi 
In/Midi Out channel assignment, velocity 
tracking, and selection from a choice of eight 
pre-programmed midi note assignment 
options are available. 

Simmons Group Centre, Inc., 23917 
Craftsman Road, Calabasas, CA 91302, has 
brought out the MTX-9 Percussion System 

expander. This three channel device is 
packed full of studio quality, digitally sam- 
pled sounds, ranging from dray and studio 
processed toms to timbales, congas and a 
whole range of Latin percussion sounds. All 
of the sounds are fully programmable with 
twenty factory and twenty user memories. 
Each sound is capable of responding to 
subtle dynamic changes. The MTX-9 is 
available either as a percussion system with 
three drum pads and the rack unit or as the 
rack unit alone. Simmons also introduces the 
Simmons SDS64 rhythm sequencer package 
for the Commodore CBM64. It enables a 
Simmons drum kit to be sequenced via an 
eight way cable, which connects the compu- 
ter to the drum brain. As well as complete 
drum kits, it will sequence single drums, 
samplers, and other electronic percussion 
units. The software uses menu passages and 
has composlng/editing facilities. All of the 
programmed rhythms can be saved and 
loaded from cassettes or discs. 

Slobeat Percussion, Box 175, Everqreen, 
CO 80439, announces the addition ofJ. B. 
Mallets to its inventor~: Every pair ofJ. B. 
Mallets are handmade t?om high strength 
yarn and birch shafts. The poly cores of the 
J.B. Mallets are molded directly to the shaft 
and are guaranteed against breaking or ever 
coming off. There are eight models to choose 
from, ranging from ultra soft to multi-tone 
soft to hard. 

The Techtonics Company, 719 Longtbl- 
low Avenue, Hermosa Beach, CA 9{1254, is 
now producing the Beatmaster SDT (Stan- 
dard Drum Trigger) and BDT (Bass Drum 
Trigger). The Beatmaster triggers clip to any 
acoustic drum rim. Features include velocity 
sensitivit3; triggering of any digital sound 
module from acoustic drums, pick-ups 
which plug into control box via 3.5 mm 
connector, sensitivity control eliminating 
double triggering, and easy on/off switch 
increases versatility: 
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Chapter Activities 
Garwood Whaley, editor 

News from International 
Chapters 

The 7th International Tuebingen Percussion 
Day was held last year at Tuebingen Music 
School in West Germany. The event featured 
a concert by the French percussion group 
Macumba. With leader Jean Batigne 
(founding member of  Les Percussions de 
Strasbourg and now with the Strasbourg 
Philharmonic) at the timpani, the seven 
percussionists went through a two-hour 
show of pop and Latin music, and four 
encores. 

Michael Udow was the guest in 1986 
ti'om the U.S. He performed his composition 
Tuebingen Gending, specially written for the 
event, together with local students and a 
drummer from the Soviet Union. Host 
Heinz von Moisy performed an all-day 
drumset lecture which took the audience 
through different styles, from big band to 

swing to rock. Attending drummers also had 
a chance to play along with records, see 
sequences from various videos, and take a lot 
of  written exercises home. In addition, 
Albrecht Volz, winner of  the German Federal 
Music Contest 1985, gave a concert at the 
Tuebingen Stifts Church; on the program 
were works ofJ. S. Bach, Vivaldi, and Hum- 
mel. 

News from U.S. Chapters 

California 
The southern California chapter recently 
co-sponsored with Eric Chun, a Remo 
artist, the first annual indoor drum line 
competition. The event was adjudicated by 
Rob Carson (Remo Inc.), Bob Morrison 
(Pearl West) and Paul Zubrad (LA ' IV  and 
Studio Pro). The winning drum line was 
Tulare High School. Under consideration are 

plans for this event to include competitions 
in northern California also. 

North Carolina 
Jazz marimbist and Selmer clinician Bill 
Molenhof  gave an improvisation clinic and 
concert with his trio at Western Carolina 
University in CuUowhee, North Carolina, in 
January. 

Texas 
Over 250 high school and college percussion 
students from west Texas and southern New 
Mexico attended the Universi W of Texas at 
E1 Paso's sixth Annual Day of  Percussion last 
fall. Clinicians included Leigh Howard 
Stevens and Larry White, assistant prot?ssor 
of  music at the University. The UTEP 
27-member Marching Drum Line and the 
UTEP Marimba Orchestra also performed 
in concert. 

Editor's Note: Please submit all Chapter News 
to: Gant, ood Whaley, 6003 Ridgeford Drive, 
Burke, VA 22015. 

Who cares about your instrument? 

WE DO! 
Re_paircussions 

Since our founding in 1979, we have seen a steady 
increase in the number of instruments sent to us needing 
repairs. Here is the total number of  instruments we have 
serviced during our first five years: 

147 keyboard instruments 
89 timpani 

106 drums 
218 accessories 

71 vintage instruments 

And each one of these 631 instruments has received the 
same treatment: 

Professional workmanship 
Accessability to repair parts 
A life time guarantee on all repair work 

So if you need repairs or custom work, send your 
instrument to us. No one else has as much experience. 

WE WORK ON EVERY INSTRUMENT 
AS IF IT WERE OUR OW N 

l~paircuss ions  
For a free brochure: 
22 Jemison Rd., Rochester, NY 14623 

Brian Stotz, Owner (716) 436-7630 

Call us 
and we'll  prove it to you. 

Drum/Keyboard Shop 
5626 Southwest Freeway 

Houston, T ×  7 7 0 5 7  
Phone Toll Free 1-800-624-2347 

or (713) 524-1577 in Texas 

One of the largest drum shops 
in the world 
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Solo and Ensemble 
Recitals/Programs 
Wilber England 

Reade r s  are inv i ted  to s u b m i t  
pe rcuss ion  p r o g r a m s  to  b e  p r i n t e d  
in  Percuss ive  Notes .  Please  b e  sure  
to inc lude  the  p u b l i s h e r  or  source  
o f  each  w o r k  and  check  to  m a k e  
cer ta in  t h a t  the  p r o g r a m  clear ly  
indica tes  the  c o m p l e t e  address  a n d  
da te  o f  the  per formance .  Because  
o f  space  l imi ta t ions ,  p lease  avoid  
p r o g r a m s  o f  s tud io  reci tals  or  c lass  
per formances .  D i r ec t  al l  mate r ia l s  
to W i l b e r  Eng land ,  I nd i ana  
Unive r s i ty  Dep t .  o f  Bands,  2116 
W i m b l e t o n  Lane ,  B looming ton ,  
I N  47401. 

Alabama 

U n i v e r s i t y  o f  South A l a b a m a  

Faculty Recital  2/8/87 John H .  
Papas te fan ,  percussion 
Paukenseit - Collins - Newtone Music 
Az tec  Fiesta - Collins - AMC 
Productions 
Sonata No. l for  Timpani and Piano - 
C i r o n e -  Belwin 
Three Movements for  Five Timpani - 
Beck - Meredith 
Suite for  Timpani and Drum Set - Firth 
- Gunmar Music 
Timpiana - Goodman - Belwin Mills 

. ~ x l ' ~ o l l a  

U n i v e r s i t y  o f  A r i z o n a  

Percussion Ensemble  and Rosewood 
M a r i m b a  Band  11/23/86 
Gary  Cook, conductor 
John Rnseigno, guest conductor 
Kindergartenleider - Vosk - Meredith 
Back Talk - Breuer - Manu. 
Charleston Capers - Green - Becket 
Galloping Comedians - Kabalevsky - 
Permns 
Jovial Jasper - Green - Booker 
On the Woodpile - Breuer - Manu. 
PotMer P u f f -  Brcuer - Manu. 
Spanish K hl t z  - Green - Becker 
Jolly Caballero - Frosini/Caim - Calm 
Frivolity - Green - Calm 
5 Items for  Soprano and Percussion - 
Cirone, text by Lou Harrison - Belwln 

Universi ty of Arizona M a r c h i n g  
Band  Percussion Section: 
Eighty Count Entry. - Antkowicz/ 
Dando - Manu. 
Devil's Dance - Stravinsky/Roseigno - 
Manu. 
Concerto - Rachmaninoff/Roseigno - 
Maria, 

Senior Recital  11/25/86 
Traey Sullivan, percussion 
Unchosen Path - $f i r t z -  CMP 
K m g  of  Denmark - Feldman - Peters 
C~sta l  Silence - C o r e a -  Real Book 

John Brown's Body - trans. Terry Smith 
- Etoile 
Concerto for  Timpani and Percussion 
Ensemble - Beck - Kendor 
Duet No. 3 f o r  Clarinet and Bassoon - 
Beethoven/Sullivan - Schirmer 
Eine Kleine Nachtmusik - Mozart - 
Permus 
Nola - Amdt /Cook - Manu. 

S e n i o r  Recital  2/17/87 
John  A.  Roseigno, percussion 
Rain Tree - Takemitsu - Ongaku 
Suite for  Timpani - W h e t m a n -  
Meriden Music 
Divertimento for  Alto SOx and Marimba 
- Yuyama - Ongaku 
Etude in A Flat - Musser - Studio 4 
Adt,entures for  One - Stem - MFP 
The Jolly Cabellero - Cahn  - Cahn  
Charleston Capers - Green - Becket 
Frivolity - Green - Becket 

Senior Recital  2/19/87 
Jay Renstrom, percussion 
Concerto for  Marimba and Orchestra Op. 
39  - Kurka - \Vinetraub 
Plagal Alteruations for  Timpani and 
Percussion - Griffith - Presser 
Log Cabin Blues - Green - Becket 
Pouder P u f f -  Breuer - Maria. 
Back Talk - Breuer - Maria. 
Ludus Americanus - Schmidt - W I M  
Gunslinger, Houseuqfe - poems by 
Will iam Pillin - W I M  
Birdland - Zawlnul - Manu. 
Salsa - Boone - Maria. 

Symphony Orchestra  Pres ident ' s  
C o n c e r t  2 / 2 2 / 8 7  
L e o n a r d  P e a r l m a n ,  c o n d u c t o r  
Jay Renstrom, mar imba  
Concerto for  Marimba,  Op. 3 4 - K u r k a -  
Winetraub 

C a l i f o r n i a  

U n i v e r s i t y  o f  C a l i f o r n i a  a t  
L o s  A n g e l e s  

Percussion Ensemble  4/8/85 
Mitchel l  Peters, director 
Gainsborough - Gauger - Southern 
Pu/se - Cowell - MFP 
Toccata - Chavez - Mills Music 

G r a d u a t e  Rec i ta l  5 / 1 3 / 8 5  
Rod  Bennett ,  percussion 
Sonata No. 3 0 p .  5-Telemarm/Bennet t  
- International Music 
Variations for  King George - Kraft  - 
New Music Vv'est 
Circus Parade for  Clarinet and Percussion 
- Dubois - LaBland 
Marimba Suite - Sifter - W I M  
LuUaby for  } bu!  - Mayaberg - Maria. 

Graduate  Recital  5/20/85 
Joseph Mitchel l ,  percussion 
Sonata No. 6 0 p .  5 - Telemann - 
International Music 
Soliloquy for Solo Vibraphone - Spivak - 

Lung Percussion 
Four Pieces for  Timpani - Bergamo - 
IVlFP 
Ethiopia Saluting the Colors - Respon- 
s n l ~  --  M a r i a .  

Fantasy on Japanese Woodprints, Op. 211 
- Hovhaness - Peters 

Percussion Ensemble  1/26/87 
Mitchel l  Peters, director 
Celebration and Chorale - D e P o n t e -  
M F P  
Symphony for  S ix  - Russell - Paul Price 
Pub. 
. . .  A n d  Then There Were  S i x -  C a m p o  - 
Manl .L  

Starry. Nights, Doggy Days - L o n d o n -  
M a n u ,  

Third Construction - Cage - Peters 

Percussion Ensemble  11/11/86 
Mitchel l  Peters, director 
Overture for  Percussion Ensemble - Beck 
- Kendor 
Toccata for  Marimba and Percussion 
Ensemble - Kelly - ACA 
Movement  for  Percussion Ensemble - 
Phan - Maria. 
Ku-Ka-I l imoku - Rouse - Helicon 
Two Movements for  Mallets l l -  
Steinhort - OU Percussion Press 
Portico - Gauger - Gauger 
Blues and Chaser - Spears - Southern 

Colorado 
U n i v e r s i t y  o f  D e n v e r  
L a m o n t  S c h o o l  o f  M u s i c  

Lamont  Percussion E m e m b l e  
2/10/87 
Edward  P. Small, director 
Sombaco - Monica - Zimmermann 
Introduction and Rondo - Del Borgo -  
Southern 
Fascinating Rhy thm - Gershwin/ 
Feldstein - New World Music Corp. 
Five Short Pieces - Miller - Ludwig 
Sabre Dance - KhachaturianfMoore - 
PelTnus 
Fixations - Snider - Bamhouse 
Windfall - Brown - Belwin Mills 

C o n n e c t i c u t  

U n i t e d  S t a t e s  C o a s t  G u a r d  

U S  Coast Guard  Band  10/5/86 
L C D R  Lewis J. Buckley, director 
Bi l l  Stewart, t impani  
Two Etudes from "The Solo Timpanist;  
X V  and V I I  - Firth - Fischer 
March from "Eight Pieces for  Four 
Timpani" - Carter - AMP 

U S  Coast Guard  Band  2/22/87 
L C D R  Lewis J. Buekley, director 
Bi l l  Stewart, T impan i  
Recitative and Improvisation - C a r t e r -  
A M P  
From "Eight Pieces for  Four Timpani" 

D i s t r i c t  o f  C o l u m b i a  

J o h n  E K e n n e d y  C e n t e r  f o r  t h e  
P e r f o r m i n g  Arts 

Virginia - Mary land  - D C  M m  
Mar imba  Orchestra  4/26/86 
John Floyd, director and conductor 
Ronald  Barnett,  Conductor  
Wandy  Chambers ,  Conductor  
Randal l  Eyles, Conductor  
James l a t i m e r ,  Conductor  
C . W i i l i a m  Rice, Conductor  
Comedians Gallop - Kabalevsky/Peters 
- Peters 
Zigeunerweisen - Sarasate/Peters - 
Peters 
Greensleeves - trad,/Peters - Peters 
"Scherzo" from Symphony No, 4 - 
Tchaikovsky/Peters-  Peters 
"Adagio" from Symphony No. 3 -  Sa in t -  
Saens/Gipson - O U .  Percussion 
Matona M i a  Cara - Lasso/Boyd - 
Peters 
Sophisticated Lady - Ellington/Latimer 
- Manu. 
Spanish Dance - Granados/Fink - 
Studio 4 
Marimba! - Chambers - Manu, 
Solace - Joplin/Rauschenberg - Maria, 
Danse Rituelle du Feu - De  Falla/Pelers 
- Peters 

V i r g i n i a  - M a r y l a n d  - D C  M a s s  
Mar imba  Orchestra  11/5/86 
P A S I C  1986 
John Floyd, director and conductor  
Gordon Peters, guest conductor  
Bob Becker, guest xylophone soloist  
Ronald  Barnett,  conductor 
Jonathan Haas,  conductor 
James l a t i m e r ,  conductor 
Dale  Rauschenberg, conductor 
C . W i l l i a m  R i c e ,  conductor 
Comedians Gallop - Kabalevsky/Peters 
- Peters 
Zigeunerweisen - Sarasate/Peters - 
Peters 
Crreensleeves - trad,/Peters - Peters 
"Scherzo" from Symphony No, 4 - 
Tehaikovsky/Peters - Peters 
"Adagio" from Symphony No, 3 - S £ m t -  
Saens/Gipson - O.U. Sophisticated 
L a d y -  Ell ington/Latimer- Manu. 
Spanish Dance - Granados/Fink - 
Studio 4 
Marimba!  - Chambers - Manu. 
Solace -Joplin/Rauschenberg - Manu~ 
Danse Rituelle du Feu - De Falla/Peters 
- Peters 

I l l i no i s  

E a s t e r n  I l l i n o i s  U n i v e r s i t y  

Contemporary  Perenssion Group 
and Mar imba  Orchestra  9/29/86 
Johnny Lee  Lane,  director 
Toccata for  Percussion Instruments - 
Chavez - Belwin Mills 
The Good News - LaRosa - Malvlar 
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Prelude for  Percussion - Miller  - M F P  
Inventions on a lvfotive - Colgrass  - 
lvlFP 
Canticle No. 1 - Harr i son  - M F P  
Processional for  Marimba Orchestra - 
L e o n a r d  - L e o n a r d  
"Ballet o f  the  U n h a t c h e d  Chicks"  f rom 
Pictures at an Exhibition - M o u s -  
sorgsky/Peters  - Peters 

Percussion E n s e m b l e ,  M a r i m b a  Rag 
Band, Marimba Orchestra 10/20/86 
Karen E. Plaut, director 
Three Brothers - Colgrass  - M F P  

Fanfare for  Percussion - H e l m  - NIFP  
Three Asiatic D a n c e s -  Frock - Sou thern  
Introduction and Samba - S m i t h - M F P  
lVlotif for  Percussmn - L a t i m e r  - Cole  
Oriental lvIamba - Davis  - Creat ive  

Frivolity - G r e e n / C a l m  - C a h n  
La Bamba - Me~can/Cab_n - Gahn 

Reci ta l  10/24/86 
Steven Beck, M a r v i n  Sparks ,  K a r e n  
P l au t ,  percussion 
Eight Pieces for  Timpani - Car te r  - 
Associa ted  

Etude - M u s s a r  - Studio 4 
Etude in C Major  - M u s s e r  - S tudio  4 
The Love o f  EHistoire - D e L a n c e y  - 
Peters  
Frogs - A b e  - Studio 4 
March for  Two Pairs o f  Timpani - 
Phil idor  - M c G i r m i s  and  M a r x  

S e n i o r  Rec i t a l  11/2/86 
B r i a n  K .  Jus t i son ,  percussion 
Eight Pieces for  Four Timpani - Carter - 
Assoc  
Tambourin Chinois - Kreisler  - F i scher  
Inspirations Diabolique - T a g a w a  - W I M  
Monograph I V  - G i p s o n  - Studio 4 
Verbatim - Jus t i son - Manu .  

J u n i o r  Rec i t a l  11/14186 
R i c h a r d  E F e n w i c k ,  p e r c u s s i o n  
Four Pieces for  Unaccompanied Timpani 
- Youhass - Cole  

Intrnsions for  Vibraphone - Bailey - 
M a n u  
Souata for  Marimba and Piano - Tanner  
- Cole  
Three Unaccompanied Solos for  Snare 
Drum - Colgrass  - Sch i rmer  

H u t e h l n s o n / D a n c a s  11/16/86 
With P e r c u s s i o n  E n s e m b l e  
J o h n n y  L a n e ,  conduetor 
Toccata for Percussion - C h a v e z  - 
Belwin Mil ls  

C o m p o s e r s '  F o r u m  11124/86 
Peter Hesterman, dlreetor 
Night Vmces (Under Troubled Skies) - 
Beck - Manu .  
Permutare - Plant  - Manu .  

Phantasie # 9 8  l/e for  Marimba - 

Sauerhage  - Manu .  
Aequerir les Beaux - Sparks  - M a n u .  
Fuga - Jus t inson - Manu ,  

P e r c u s s i o n  G r o u p s  12/12/86 
J o h n n y  L .  L a n e  a n d  K a r e n  P lau t ,  
directors 
G u e s t  Soloists:  

T i m o t h y  L a n e ,  f lute  
Dan Goble, saxophone 

Halcyon lVlusic for  Flute and Four 
Percussionists - H e s t e r m a n  - Manu .  
African Sketches - W i l l i a m s  - L u d w i g  
Four Dimensions - Leona rd  - Leona rd  
"Symmetrical'for Saxophone and Four 
Percussion - Korte  - SeeSaw 
Equinox - Col t r sne /Sparks  - Manu .  

Mardi Gras - Brown - K e n d o r  
Frivolity - G r e e n / C a h n  - Cahn 

Dill Pickles - Johnson /Becker  - Becker  

Yes! W e  Have  No  Bananas - Silver/  
CohnlCahn - Calm 

Greensleeves for M a r i m b a  E n s e m b l e -  
an'. Peters  - Peters  

N o r t h e r n  Illinois U n i v e r s i t y  

Percussion E n s e m b l e  10/28/86 
R o b e r t  C h a p p a l l ,  R i c h  Ho l ly ,  
directors 
Canticle No. 1 - Har r i son  - M F P  
Los Dios Aztecas - R e e d  - Cole  
Ionisation - Var~se - Ricordi  
Mountain Dance - G m s i n / B r o u g h /  
Hol ly  - M a n u .  
Barfontheghoul - B e r g a m o  - Manu .  

Senior Recital 10/30/86 
Paul G. Ross, percussion 
Restless - O l v l e a r a  - C M P  

Bay Suite - Chappel l  - M a n u .  
Drum Conversation - R o a c h  - Manu .  
Nyack  - F r i e d m a n  - M a r i m b a  
Product ions  
La r ry  - Ross  - Manu .  
Homogenous Zone - Ross  - Manu .  

Regular folks - Ferrante  - Manu .  

Graduate Reci ta l  11/2 /86 
T o m  Baker ,  p e r c u s s i o n  

Come Sweet Death - Bach /Ul r i ch /Hol ly  
- M a n u .  
Michi - A b e  - M F P  
Unaccompanied Violin Sonata in A 
M i n o r -  B a c h / S t e v e n s -  M a r i m b a  Prod. 
Etude for  a Quiet Hall - D e a n e -  C M P  
Log Cabin B l u e s -  G r e e n / B e c k e t  - 
Becke t  

The Whistler - G r e a n / B e c k e r  - Becker  
Now He Sings, Now  He Sobs - Corea  - 
M a n u .  
Improvisation on a Bass Desire - 
Bakcr/Panel la/Brandt/Rea - Manu .  
Quartet No. 2 Part II  - Corca  - Manu .  

Senior Rec i t a l  11123/86 
S a r a h  B a r n e s ,  p e r c u s s i o n  

Nocturne Op. 72 No, 1 - Chop in /Ba r ne s  
- NIanu. 

Conversation - Miyosh i  - O n g a k u  
Wooden Masic  for  Two Marimbas - 
O2Vleara - C M P  
Two Pieces for  Four Timpani - Car te r  - 
A M P  
Flower Ball Dance - wad. - Manu .  

Dill Pickles - Johnso r f fBames  - M a n u .  
Atosha - Barbe r /Ross  - Manu .  

I n d i a n a  

I n d i a n a  U n i v e r s i t y  

Percussion Ensemble 10/6/86 
W i l l i a m  R o b e r t s ,  d i r ec to r  
Eugene Rousseau ,  gues t  c o n d u c t o r  
Quaternion - Delp  - S o u t h e m  
Concerto for  Al to  Saxophone and 
Percussion - H u s a  - A M P  
Synchronisms - D a v l d o v s k y -  Belwin  
Ritmica No. 5 - Roldan  - Southern  

P e r c u s s i o n  E n s e m b l e  11/17186 
W i l l i a m  R o b e r t s ,  director 
October Mountain - H o v h a n e s s -  Peters  
Three Movements  for  Percussion and 
Piano - Pinil la - M F P  
Suite en Concert for Flute  and  Percus-  
s ion - Jollvct  - Presser  
Introduction and Samba - S m i t h  - M F P  

Graduate Rec i t a l  11/18/86 
Murray Smith, percussion 
Figments o f  a g r a v e d  Imagination - 
S c h r u m  - M F P  
Yellow Af ter  the Rain - Peters  - Peters  
Circus Parade - D u b o i s  - L e d u e  

Margaret Dragu - S m i t h  - M a n u .  
A Night  in Tunisia - Gil lespie  - Manu .  

Explosion - Caf ingub  - C a m e r i c a  Pub.  

Senior Recital 12/5/86 
Bruce Allan Demaree, percussion 
Etude in 5 /8  - Rober t s  - Elanel 

"Rondo" f r o m  Sonata No. 2 - V i l l a -  
L o b o s  - Esh ig  

Canto I X  - Adler  - L u d w i g  
Stardust - Carmichae l  - Belwin  
B-ton Blues - D e m a r e e  - Manu .  
Confirmation - Parker  - Be lwin  

J u n i o r  Rec i t a l  12/7 /86 
Scott Middleton, percussion 
Suite for  Solo Snare Drum - Schins t ine  
- K e n d o r  
Sea Refractions - Peters  - Peters  

Yellow Af ter  the Rain - Peters  - Peters  
French Suite - Kraf t  - W o l f -  Mil ls  
Furioso and Valse in D Minor  - Hatch  - 
Manu, 
Isolation - H i n a n t  - M a n u .  

Senior Recital 2 /22 /87  
M a n r c e n  J .  H o h m c r ,  p e r c u s s i o n  
Ragtime Cowbell Joe - Rober t s  - Elanel  
Concerto in A Major  for  Clarinet and 
Orchestra - M o z a r t  - Sch i rmer  

Circus Parade - D u b o l s  - L e d u c  
Three Designs for  Three Timpani Op. 11 
No. 2 - Muczyns ld  - Sch i rmer  

Percussion E n s e m b l e  2 /23 /87  
William Roberts, director 
El Palo Verde - wad. - Manu .  

Suite for  Percussion: Eight Canons for  S ix  
Players - B o r r o f f -  Manu ,  
Tijuca - M ilhaud  - Manu .  
Momentum - Kraf t  - Southern  

Senior Recital 2 /28 /87  
Scott Latzky ,  p e r c u s s i o n  
Intrepid Fox - H u b b a r d  - Manu .  
Partita in B Minor for  Solo Violin - Bach 
- J R Publicat ions 
Etude d'Execution Transcendente No. 1 - 
Rober t s  - Elanel  Pub.  
Poo/s - Gro ln ick  - Manu .  
Sonata for  Timpani - Beck - Boston 
Autumn  Leaves - M e r c e r  - M a n u .  
Summer in Rio's Win ter  - Latsky  - 
M a n u .  

M a s s a c h u s e t t s  

N e w  E n g l a n d  C o n s e r v a t o r y  o f  
M u s i c  

P e r c u s s i o n  E n s e m b l e  12/15/86 
Frank Epstein, director 
Suite for  Percussion - Kra f t  - Bolwln 
Mil ls  

Oh,era Street, L .A .  - Hatch  - Ha t ch  
Ku-Ka-I l imoku - Rouse  - He l icon  
M u s i c  
Six  Bagatelles - L e o n a r d  - L e ona r d  
Blues and Chaser - Spears  - Southern  
Dill Pickles - J o h n s o n  - Becker  

Caprice Valsant - G r e e n  - Becker  

Charleston Capers - G r e e n / B e c k e r -  
Becker  

U n i v e r s i t y  o f  L o w e l l  

M a l l e t  E n s e m b l e  12/9/86 
G a r y  J .  Spell issey,  conductor 
Prelude and Dance - Lo  Prest i  - M F P  
Danse - D e b u s s y / W h i m e y  - P e r m u s  
Don't Push - L e a v l t t / D e l p -  Berklee 
Press  

The Whistler - G r e e n /Becke r  - Becker  
Green Hill - Frazeur  - K a n d o r  
The Girl with Flazan Hair  - D e b u s s y /  

Bar ton  - Permus 
Beguine Scene - Leav i t t /De lp  - Berklee 
Press  
Malaguena - Leoaona /kTassone  - 
Marlu, 

P e r c u s s i o n  E n s e m b l e  12/10/86 
G a r y  J .  Spellisscy, conductor 
Dubious Debate - Schins t ine  - Southern  
Beguine for  Mallets with Percussion - 
Oster l ing  - L u d w i g  
Gainsborough - G a u g e r  - Southern  
Study in 5 / 8  - Peters  - K S M  Pub.  
Congress is in Session - T a y l o r -  
Southern  
Musser Etude in C Major  - M u s s e r  - 
S tudio  4 
Alegre Muchacho - Abel  - L u d w i g  

OetoberMountain - H o v h a n e s s  - Peters  
Four Stories - Belson - W I M  

M i c h i g a n  

Aquinas College 

Percussion Group 11/2/86 
R u p e r t  Ket t le ,  d i r e c t o r  
R i c  Trol l ,  specia l  gues t  

Al l  compos i t ions  by  and  copyr igh ted  
by: Phil ip C o m e r  
Gamelan Adagio 
Homage to Revere 
Enough! or Too l~fuch! 
C Major  Chord 

Gamelan P..C 
Evening o f  Evenesses (Gamelan I X )  
Number  Measure Increase Downward 
Gamelan I I  
Encore! Encore! 

R a c e  S t r e e t  G a l l e r y  

Aquinas College Percussion Group 
11/5/86 
Rupert Kettle, director 
R i c  Trol l ,  specia l  gues t  

All  Compos i t i ons  by  and  copyr igh ted  
by: Phi l ip  C o m e r  
Gamelan Adagio 
Homage to Revere 
Enough! or Too Much!  
C Major  Chord 
Gamelan R .C  
Evening o f  Evenesses (Gamelan IX )  
Number  Measure Increase Downward 
Gamelan I I  
Encore! Encore! 

NIinnesota 

M a c P h a i l  C e n t e r  f o r  t h e  A r t s  

F a c u l t y  Rec i t a l  11/25/86 
Robert Adney, percussion 
Fantasy on Japaneso Woodprints - 
H o v h a n e s s  - Peters  
]altarang - L u b c t  - Manu ,  
The Redtal  Piece - C a h n  - C a l m  

Contacts for  Clarinet and Percussion - 
P e t r i c -  Manu .  
Concertino for  blarimba, Op. 21 - 
Cres ton  - Schirrner  

Percussion E n s e m b l e  1214/86 
R o b e r t  A d n c y ,  director 
Classical March in C -  B r a n d -  Bramora  
Baby  Elephant W a l k  - Mane in i / Jacob  - 
L e o n a r d  
Orientale - O ' C o n n o r  - B a m h o u s e  

Hava  Nagila -ar r ,  J a c o b -  L e o n a r d  

Rol l -Of fRhumba - Fi r th  - F i scher  
S tompin 'Thm the R y e  - Davis  - 
Creat ive  
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Overture for  Percu~'ion Ensemble - Beck 
- Kendor 

St. O l a f  Col lege  

Percussion Ensemble 11/17/86 
Robert  Adney, director 
Pieces o f  Eight - Sehinstine - Kendor 
Blues and Chaser - Spears - Southern 
Pattern Study, No. 2 - Bowers - M a n u .  
Concerto for  Percussion Ensemble - 
Brand - Bramora 
Tux) Pieces for Drum Quartet: Hoeket  for  
Henn., Cowell, Crystal Canon for  Edgard 
~,hr~se - Tenney - Manta. 
Ot,erture for  Percussion Ensemble - Beck 
- Kendor 

U n i v e r s i t y  o f  M i n n e s o t a -  
D u l u t h  

Percussion Ensemble 4/30/86 
David Hagedorn, conductor 
Pattern Study # 2  - Bowers  - Manu. 
Afro Cuban F a n t a s y - T j a d e r /  
Hagedorn - Manu. 
Triplets - Green/Fink - POP 
Morning Dance - Beckenstein/ 
Hagedom - Manu. 

M i s s i s s i p p i  

D e l t a  S t a t e  U n i v e r s i t y  

Percussion Ensemble  10/30/86 
Douglas Wheeler, conductor 
Marcha del Tambor - Fink - Simrock 
Pent-agor~ for  Percussion - Washburn - 
Boosey & Hawkes 
Study in 5 /8  - Peters - KSM 
Lift-Offl - Peck - Cole 
Housemusic for  Percussion - Leonard - 
Leonard 
Four Visions o f  Paradise for  Percussion 
Ensemble - Caudill - Manu, 

Faculty Recital 2/23/87 
Douglas Wheeler, percussion 
Grand Fantasy in C Major for  the 
Marimba - Helble - Studio 4 
Concerto for  Percus.~on and Piano - 
Milhaud - Universal 
Canonic Sonata No. 3 - T e l e m a n n  - 
International 
Menuet  Tres Antique and Preludes - 
deGastyne - Fereol 
Adventures for  One - Stern - MFP 
M y  Lad 3' ~, 'hiVe - Maslanka - Marimba 
Prod  

Mallet  Ensemble  2/26187 
Douglas Wheeler, conductor 
.~,,lophonia - Green/Becker - Cahn 
The Entertainer ~ Joplin/Schmitt - 
Zimmermann 
ASi ve Sone - V i l l a  Lobos/Vincent -  
Vincent 
Frit,olitv - Grecw Calm - Cahn 
Recuerdos de Alhambra - Terrega/Vin- 
c e n t  - -  V i n c e n t  

Danserye - SusatolVincent - Vincent 
Bolero - Rosales/Musser - Forster 

M i s s o u r i  

W a s h i n g t o n  U n i v e r s i t y  

Percussion Ensemble  1125/87 
Rich O'Donnel l ,  director 
Six  Reflections - Frank - Boosey & 
Hawkes 
Drauqngs: Set No~ 1 - Hodkinson - 
M F P  
Percusswn Quartet - Tower - MFP 
A Fhght of  ~,qrtuosity - Steinke - 

HaMar Percussion 
Fourscore for  Percussion Quartet - 
Bazelon - Novelle and Co. 
A La Nanigo - Peters - KSM 

N e w  H a m p s h i r e  

N e w  H a m p s h i r e  M u s i c  F e s t i v a l  
- P l y m o u t h ,  N H  

Cha mbe r  Music Recital 7/8/86 
John Floyd, mar imba  
Two Mexican Dances - Stout - Studio 4 

C h a m b e r  Music Recital 7/22186 
John Floyd, percussion 
Peggy Vagts, flute 
Fantasia for  Flute and Percussion - 
Vercoe - Vercoe 

N e w  M e x i c o  

U n i v e r s i t y  o f  N e w  Mexico  
Percussion Ensemble  11/24/86 
Christopher Shuhis, director 
i q / -  Boyer - Fleisher Collection 
March Suite - Russell - Fleisher 
Collection 
Second Construction - Cage - Peters 
Vigilante 1938 - Becker - Fleisher 
Collection 
Percussion Music - Strang - Presser 
Ballet Meehanique - Antheil - Shawnee 
Press 

Faculty Recital 10/20/86 
Christopher Shultis, percussion 
Piano Phase - Reich - Universal 
Ceremonies - Hutchinson - SeeSaw 
S t i l l . . .  - Shultis - M a n u  
Rrrrr .  . , S ix  Sehlagzeugduos - Kagel - 
Peters 

N e w  Y o r k  

B r o o k l y n  C o l l e g e  o f  T h o  C i t y  
U n i v e r s i t y  o f  N e w  Y o r k  

Percussion Ensemble  11/24/86 
Morris  Lang,  director 
Music for  Pieces o f  Wood - Reich - 
Reich 
Bolero - T~,thall - Cortelu 
Traversages - L o e b -  Manu. 
Ogoun Badagns - Rouse - M a n u  

E a s t m a n  S c h o o l  o f  M u s i c  

Recital 2/14/86 
Glenn  David  Mi lne r  Price, 
percussion 
Analogues for  Solo Timpani - Price - 
Price 
Etude No. 1 - Smadbeck - Studio 4 
Mighty  'Lak a Rose - Nevin/Becker - 
Becker 
Mexwan Dance No. 1 - Stou t -  Studio 4 
Duettino Concertante for  Flute and 
Percussion - Dahl - Broude 
A Bunch o f  R o s e s -  ChapUCahn-  Calm 
-t filse Brillante - Green/Becker - Becker 
Xylophonia - Green,'Becker - Becker 
The Flight o f  the Bumblebee - Rimsky - 
Korsakov/Price - Price 

Eastman Percussion Ensemble 
11/25/86 
John Beck, director 
West Virginia University Percussion 
Ensemble  
Phil Faini, conductor 
David Satterfleld, asst. conductor 
Afro-Amero - Faini - Manu. 

Sabulum Reptilia - Paterson - Manu. 
Legend o f  Sleeping Bear - Alrieri - 
Manu. 
Selected Pictures at an Exhibition - 
Mussorgsky/Miltenberger - M a n u  
Lane Jack - arr. Maruca - Manu. 
Selections from ~4 Chorus Line" - art. 
Berry - Manu. 
I Miss You - arr. Cape - Manu, 
Big Band Medl~.  - art. Maruca - Manu. 

Recital 12/4/86 
Wade Culbreath, pereusslon 
Sonata No. I in G Minor for  Unaccom- 
panied Violin - Bach - Schirmer 
Saeta/March - Carter - Associated 
Encounters l l l  for  Trumpet and Percussion 
-Kraft-WRvl 
Valse Brillante - Green - Fischer 

Contemporary  Percussion Ensemble  
12/7/86 
John Beck, director 
Ward Hartenstein, soloist 
Short Suite for  Percussion Quartet - 
Mais - Manu. 
Music for  S ix  Percussionists - Hoffman - 
Manu ,  

"Soundscape ~ - Hartenstein - Manu. 
Orageny - Barsom - Manu. 

Recital 1/29/87 
David Hall, percussion 
Astral Dance - Stout - Manu. 
March and Improvisation - C a r t e r -  
Associated 
West  Side Story Suite - Bemstein/Serry 
-- ~1anu, 

Double Crossings - Bazelon - Boosey & 
Hawkes 
Concerto in E Minor for  Violin and 
Orchestra - Mendelssohn/HaU - 
Schirmer 

M a r i m b a  Ensemble  2/1/87 
John Beck, director 
Fred Bugbee,  asst. conductor 
Danse - Debussy/Prince - Permus 
Jeux Pour Quatre - Fink - Ledue 
Somewhere - Bernstein/Serry/Cul- 
breath - Manu. 
Diabolic Variations, Op. 25 - Helble - 
OU Percussion Press 
The Entertainer - Joplin/Sharma - 
Manu, 
Influencias Cosmopolitanas y Concep- 
tuales - Shepherd - Shepherd 
Log Cabin Blues - Green/Becker - 
Becker 
A Bunch o f  R o s e s -  Chap i /Cahn-  Calm 
Xylophonia - Green/Becket - Becker 
Top-Kapi - Fink - Z immerman 
Calamity Rag  - Olsen - Manu~ 

Percussion Ensemble  2/17/87 
John Beck, director 
Will iam Congdon,  asst. conductor 
High Life - Faini - Manu. 
Toccata - Kelly - tvIFP 
Diehotomic Diversion - Molineux - 
Manu ,  

Ballet Meehanique - Antheil - Shawnee 
Press 

Chamber Percussion Ensemble 
2/19/87 
Stuart Chafetz, Andrew Spencer, 
Luanne Warner, conductors 
Fanfare - Levitan - Manu. 
Chamber Piece for  Percussion Quintet - 
Colgrass - M'FP 
Ostinato Pianissimo - Cowell - Merion 
Music 
Bell Pairings - Becker - Manu, 
Quartet for  Percussion - a r t  - Claude 
Benny Press 

Blue Rhy thm Quartet - K a r l -  Paul 
Price Pub, 

N a z a r e t h  C o l l e g e  o f  Rochester 
Percussion Ensemble and Studio 
Recital 12/2/86 
Fa-isten Shiner, director 
Mist  - Fissinger - Percussion Arts 
Three Moods - Burns and Feldstein - 
Adler 
Rondo for  Marimba and Piano - Frazeur 
- I V l F P  
Morris Dance - Kraft  - W I M  

Announcement - Delp - Kendor 
Fughetta alia Sieiliana - Benson - 
Schirmer 
La Bamba - Mexican Folk Song/Cahn 
- Cahn 

S t a t e  U n i v e r s i t y  o f  N e w  Y o r k  a t  
Bu f f a lo  

Recital 11/14/86 
Percussion: Ken Middler, T imothy  
Moon, Raymond Zajac, Jr., Ken 
Belote, Kirk Brundage, David 
Hershey, Robert  Sehulz, James 
Linsner, Benjamin Gobioff, Dan 
Gabalskl, Erie Zak 
Suite for  Unaccompanied Dram Set - 
M i r a n d a -  Am, Pe r t  Pub. 
Dream of  the Cherry. Blossoms - Abe - 
Zimmerman 
Angel o f  Death - Deiboldt - Manu, 
Cadenza - Ervin - Award 
Ode - Stout - Paul Price 
Wooden Music - OWleara - MFP 
Nyack  - Friedman and Samuels - 
Futures Passed Music 
Three Pieces for  the Win ter  Solstice - 
Bergamo - Talamala 
Short Suite for  Percussion Quartet - 
Mals - lvlanu, 

Percussion Ensemble  11/22/86 
Jan Williams, director 
Concertina for  Percussion and Timpan, - 
L o r e n z -  Manu. 
Concertina for  Piano and Percussion - 
Fine - Catamount Facsimile Editions 
Influenems Cosmopohtanas y Concep- 
tuales - Shepherd - M a n u  
Quiet - MacBrlde - Smith 
Bolero - Trythall - Cortelu 

Recital 2/22/87 
James Linsner, percussion 
Rhy thm Song - Smadbeck - CMP 
The l~htts Towers - Boone - Editions 
Salabert 
Changes - Calm - Calm 
M w h i  - Abe - MFP 
Tune Eighty-eight - Lorber - Manu, 
Lenore - Corea - L i t h o  Music 
Triplets - Green/Becker - Becker 

N o r t h  C a r o l i n a  

Pembroke  S t a t e  U n i v e r s i t y  

Percussion Ensemble  3/25/86 
Charles Mereavleh, conductor 
Steven Amowitz,  xylophone soloist 
Three Brothers - Colgrass - MFP 
Paquita - J ean n e  - Permus 
Espani Cani - Marquita - Permus 
Can Can - Offenbach - Permus 
Ashland High - Abel - Ludwig 
Xylophonia - Green - Southern 
Nola - A m d t  - Calm 
Hava Nagila - Jacobs - American 
Drum 
Encore in J a z z  - Firth - Fischer 
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Ohio 
Bowling Green State University 
Recital 2/22/86 
J o h n  M. Greenwald, percussion 
Toccata for  Marimba - Diemer - M F P  

Four Bagatelles - Steiner - SeeSaw 
Abeyance o f  Abecadarian Part  I I -  
Greenwald - Manu.  
Concerto Pour Batterie et Petite 
Orchestre - Milhaud - Universal 
Edition 
Time for  Marimba - Miki - Ongaku No 
Tome 

Oberlin College Conservatory 
of Music 
Guest  Reci tal  11/18/86 
Harps i cho rd /Pe rcus s ion  Duo :  
El isabeth Cho jnacka  a n d  Sylvio 
Gua lda  
Piece - Solal - Manu. 
Piece for  Timbales - Carter  - A M P  
Anaphores - Mache - Manu. 
Psappha - Xenakis - Salabert 
Komboi - Xenakis - Salabert 

Percussion G r o u p  12/6/86 
Michae l  Rosen,  d i rector  
Bolero - Tythall - Cortelu 
Elysium - Bernstein - M F P  
Persephassa - Xenakis - Salabert 

Percussion Ensemble  1/26/87 
Gues t  Recital:  D u q u e s n e  Univers i ty  
Percussion Ensemble  
Gera ld  Linger, D o n  Liuzzi, directors 
Ku-Ka-l l imoku - Rouse - Helicon 
Corazon Caminero - G u z m a n  - Manu.  
Prelude - Leonard - Manu.  
ItfapleleafRag - Joplin - Manu.  
Octet for  h Iallet Ensemble - Morris  - 
Pcrmus 
F w e  Perspectives - Andrix - Manu.  
Forests o f  the Sun - Clark - Manu.  

The Ohio State University 
Facul ty  Recital  11/17/86 
Char les  Waddel l ,  h o r n  
James  Moore ,  percuss ion 
Chamber Concerto for  Horn and 
Percumon - Deason - M a n u  

Recital 11/20/86 
Percusslon: T i n a  Bayles, J o h n  
Messersmi th ,  Chr is  Be rgsman ,  Linda 
Dauwalder ,  J o n  Har t l agc ,  J o h n  
Evans ,  C a r y  Dach ty l  
Concertino for  Marimba - Creston - 
Schirmer 
Yellow Af ter  the Rain - Peters - Peters 
Etude - Firth - Fischer 
Ret,erie - Stout - Studio 4 
Concerto in A Minor - Bach - Schirmer 
Concertino for  Marimba - Creston - 
Schirmer 
Pas de Deux  for  Clarinet and Percussion - 
Russell - MFP 

Percussion Ensemble  12/4/86 
James  L Moore ,  d i rector  
(h,erture in Percusswn - Cirone - 
Cirone - Belwin 
Ritmica No. 5 - Roldan - Southern 
The S u ~ d s  o f  Moda - L i n g -  P e t e r s -  
Drs. Unlimited 
Gainsborough - Gauger  - Southern 
La Fille aux  Cheveaux de Lin - 
Debussy/Barton - Permus 
The  Choo Choo Train - Mexican 
Folksong/Jeanne - Permus 
The  Ice Cream Suite R a g -  D a u w a l d e r -  
Permus 
Caribbean Sea Breeze - Danwalder  - 

Manu, 
A Christmas Medley - art, Moore - 
Manu.  

Ohio University 
Recital  3 /13/86 
Rick  Elliott ,  percussion 
"Bourree" f rom Partita No.  1 - Bach 
Concerto for Marimba and Orchestra - 
K u r k a -  Weintraub 
French Suite - Kraft  - Wol f  Mills 
Busy Signal - Molenhof  - Kendor  
R h y t h m  Song - Smadbeck - C M P  

G r a d u a t e  Reci tal  5/11/86 
Dav id  A .  H o n k y ,  percuss ion 
Duo for  Bassoon and Percussion - 

Chandler  - Bramora 

Concertino for  Marimba and Orchestra - 
Creston - Schirmer 
F.studio para Marimba - H o u l i f f - ,  
Schirmer 
Children's Songs, No.  2, No. 15, No. 6 - 
Corea - Schott  
Nica's Dream - Silver - Manu.  

University of Akron 
Percuss ion E n s e m b l e  11/25/86 
L a r r y  Snider,  d i rec tor  
B a r b a r a  F o r d h a m  a n d  Jane t  Pember-  
ton,  associate conduc tors  
James  Coviak,  soloist 
Three Pieces for  Drum Quartet - Tcnny 
- -  M a n u ,  

Clocks - McCar ty  - Media Press 
Fantasy - Variations - M F P  
Equali V I  - Kessner - Manu,  
Rock  Etude # 7 - Douglas /Udow - 
Manu .  

O k l a h o m a  

C a m e r o n  U n i v e r s i t y  

Percuss ion E n s e m b l e  10/28/87 
James  L a m b e r t ,  conduc to r  
Jack  Mouse ,  guest  d r u m  set artist 
Cantina Band - Will iams/Gipson - 
Fox Fanfare Music and  Bantha Music  
Three Brothers - Colgrass - Music for 
Percussion 
Concerto for  Timpani - Beck - Kendor  
Music, Inc. 
Three Episodes - O'Reilly - G.  Schrimer 
Rondo - Haydn/Jeanne - Mann,  
Comedians Gallop - Kabalevsky/Peters 
- Manu. 
Particles - B r o w n -  Southern Music Co. 
Bit  O 'Rhythm - Breuer /Rapp - Jenson 

Percuss ion E n s e m b l e  3/12/87 
James  L a m b e r t ,  conduc to r  
R i c h  Holly,  guest  m a r i m b a  a n d  d r u m  
soloist 
Virginia  Sircy, p iano soloist 
Evergreen - Stre isanct /Gipston-  Manu.  
Five Miniatures - McCauley - Leeds 
M u s i c / M C A  
Divertimento - Flagello - Music for 
percussion 
From Quartet in C Major  - Mozar t /  
Glassock - Permus Publications 
Suite for  Marimba - Fissinger - 
Percaarts 
Chromatic Fox Trot - Green/Becker  - 
Manu .  
Back  Talk - Brcuer /Gipson - O U  Press 
Concerto for  Drum Set  - Beck Kendor  
Music 

O k l a h o m a  Percuss ion Festival Mass  
M a r i m b a  Conce r t  3/13/87 
R i c h  Holly,  conduc to r  
Peaches en Regalia - Zappa/Hol ly  - 
M a n u .  

Birdland - Zawinul/Holly - Manu.  
Fugue X .XI I  - Bach/Holly  - Mann.  
Bethena - Jop l in /Vincen t  - Manu. 
Dill Pickles - Johnson/Becker - Manu.  
Xylophonia - J Green/Hol ly  - NIanu. 

Pennsylvania 
Mansfield University 
Recital 3 /3 /85  
James  La t ten ,  percussion 
Kern Susser Ted - B a c h / M o o r e -  
Kendor  
"Fugue" f rom Sonata in A M i n o r -  
Bach/Moore  - Kendor  
Triplets - Green/Fink  - Z immermann  
Tranquility - H o u l l i f -  Permus 
Tambourin Chinois - Kreisler/Green - 
Charles Foley, Ine. 
Morning Has  Broken - Gaelic tune/Lat-  
ten - Manu.  

Pennsylvania State University 
M O R E  "Percuss ion a n d  Fr iends"  
1/23/87 
A n  evening o f  chamber  music for 
percussion and  other instruments 
Penn State Mallet Ensemble 
Prelude and Licks for  Clarinet and 
Marimba - Mais - M F P  
Valse Brillante for  Xylophone and 
Marimba Quartet - Green/Becket  - 
Becker 
Variations for  Four Drums and Viola - 
Colgrass - MFP 
Colloquy for  W i n d  Quintet and 
Percussion - Willis - Manu.  
Steppin' Round - Anderson - Manu. 

Percuss ion E n s e m b l e  2/13/87 
D a n  C .  Arms t rong ,  director  
Ken t  A .  Ba rnha r t ,  asst. conduc to r  
Kotrab - Rhythmic  Det~lopment o f  a 
Theme by Bartok - Kvistad - C M P  
The  Percussive Rondo - Schmidt /Re-  
rosen -%%rim 

Toccata for  Al to  Saxophone and 
Percussion Ensemble - Stout - Philhar- 
musica Corp.  
Quaternion - Delp - Southern 
Gymel - Duckworth  - Smith 
Dance o f  the Comedians - Smetana/Pet-  
ers - Peters 
J a z z  Variants - Beck - Boston 

Percuss ion Ensemble  11/12/86 
D a n  C.  A r m s t r o n g ,  d i rector  
Kent Barn_hart, asst. conduc to r  
Toccata for  Percusswn Instruments - 

Chavez - Belwin Mills 
Lonely Motions - Mak - Manu.  
Ostinato - Bernard - Mitchell Peters 
Western Sketches - Kreutz  - Percussion 
Arts  
Golhmog's Cakeu~lk  - Debussy/Vincent  
- Vincent 
Ballet o f  the Unhatched Chicks - 
Moussorgsky/Pe te rs -  Peters 
The  Su~rds o f  Moda-Ling - Peters - 
Peters 

South Caro l i na  

L i m e s t o n e  C o l l e g e  

Percuss ion Ensemble  4 /22 /86  
Michae l  R .  B u m p ,  d i rec tor  
Pu/se - Cowell - M F P  
Chamber Piece for  Percussion Quintet - 
Colgrass - M F P  

Summer  Mood  - Dutton  - Pert,  Arts  
L a  Bamba - arr. C a h n  - C a h n  

Living Room Music - Cage - Peters 
Lift-Oil .  - Peck - Cole 

F a c u h y  Reci tal  9 /23/86  
Michae l  R. Bump, t impani  
Concerto for  Timpani and Orchestra - 
P a r r i s -  Peters 

Percuss ion E n s e m b l e  11/11/86 
Michae l  R ,  B u m p ,  di rector  
Fugue for  Percussion - Harrison - lvIFP 
Tres Estudos - Lacerda - Price 
Western Sketches for  Marimba Trio - 
Kreutz  - Pete. Arts 
M o r n i n g . . .  Glory! - Delp - Kendor  

University of South Carolina 
Recital  10/17/86 
J i m m y  Tiller, percussion 
Concerto for  Solo Marimba, Vibraphone, 
Xylophone and Orchestra - Raphling - 
M F P  
Two Mexican Dances - Stout - Studio 4 
On Golden Pond - Grusin/Jones - 
Manu .  
Concerto for  Marimba and Orchestra - 
B a s t a -  M F P  

University of South Carolina 
at Beaufort 
T h e  Percussive Two 12/1/86 
Win l f r ed  Goodwin ,  p iano  
J i m m y  Tiller, m a r i m b a  a n d  
xy lophone  
Chanson de Nuit ,  Op. 15, No. I - 
Elgar/Boo - Ludwig 
Concerto for  Marimba and Orchestra - 
Basta - M F P  
Duo for  Flute and Piano - Copland - 
Boosey & Hawkes 
Concertino for  Marimba and Orchestra - 
Creston - Schirmer 
Triplets - Green - Meredith Music 
(Above concert  p rogram also given at 
the University o f  South Carolina at 
Columbia and  in Anderson,  South 
Carolina) 

T h e  Percussive Two 1/11/87 
New Prospec t  Baptist  C h u r c h  and 
/~fountaln Creek Baptist C h u r c h  
Win i f r cd  Goodwin ,  piano 
J i m m y  Tiller, m a r i m b a  a n d  
xy lophone  
Chanson de Nuit ,  Op. 15, No. I - 
Elgar/Boo - Ludwig 
Two Mexican Dances - Stout - Studio 4 
Vocalise - Rachmanlnoff /Maganinl  - 
Musicus, New York 
Concertino for  Marimba and Orchestra - 
Creston - Schirmer 
Duo for  Flute and Piano - Copland - 
Boosey & Hawkes 
Nocturne in E Minor, Op. 72, No. 1 - 
Chopin  - Forster Music 
Nocturne in C-sharp Minor  - Chopin - 
International Music 
M a z u r k a  in A Minor, Op. 17, No. 4 - 
Chopin - Forster Music 
Air  on the G String - Bach/Whilhelmj - 
Fischer 
Gymnopedies - Satie/Pellerite - Zalo 
Pub. 

Tennessee  

M i d d l e  T e n n e s s e e  S t a t e  
U n i v e r s i t y  

Recital 11/12/86 
ErLk Johnson ,  perenss ion 
B Minor Sonata for  Marimba Alone - 
Bach/Hufford - Mar imba  Prod. 
Praeludium X .XI  B-Flat  M a j o r -  
Bach/Johnson - Manu.  
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A&,entures for One - S t e m  - M F P  
Conversations for Timpani - Serry - 
Studio 4 
Grand Fantasy in C Major - H e l b h  - 
S tudio  4 

Percussion E n s e m b l e s  11/17/86 
Mark Ford, director 
Percussion Music - Colgrass  - M F P  

Three Play - Erv in  - Peters 
Hungarian Dance No. 5 - B r a h m s /  
H o u l l i f -  P c r m u s  
Battle Stations II - Holly - Manu .  

A Flight ofVirtuosit.v- S t e i n k e -  H a M a r  
Forest Rain - DeP on te  - M F P  
Scherzo for Percussion Quartet - 
H u t c h e s o n  - Manu .  
g'oodwork - Bach  - Manu .  
The Jolly Caballero - Fros in i /Cahn  - 
C a h n  

Cross Corners - G r e e n / B e c k e r -  Beckcr  
Xylophonia - Gr een /Becke r  - Becker  

M e m p h i s ,  Tennessee  

Lindenwood Percussion Ensemble 
11/23/86 
Stan Head, conductor 
T h e  H y m n  A r r a n g e m e n t s  o f  R u t h  
J e a n n e  (all p u b l i s h e d  b y  P e r m u s )  

All Creatures of  Our God and King 
M y  Faith Looks Up to Thee 
Brightest and Best 
Dear Lord and Father of  Mankind 
In the Cross of  Christ I Glo~. 
Just AS I A m  
Faith of  Our Fathers 
Fairest Lord Jesus 
Thine is the Glory 
When I Surt,~. the gbndrous Cross 
There is a Fountain 
0 Maste~, Let Me Walk Wi th  Thee 
0 Sons and Daughters, Let Us Sing 
Jesus Shall Reign 
God of  The Earth, The Skb; The Sea 
Be Still M y  Soul 

Shake ,  Ra t t l e  a n d  R o l l  A r o u n d  t h e  
Christmas Treel 12/21/86 
Stan Head, director 
0 Come All Ye Faithful - arr~ Mil ler  - 
L u d w i g  
Au~ay in a Manger - arr. Schins t ine  - S 
& S School o f  M u s i c  
We Three Kings - arr. Miller  - L u d w i g  

Joy to the World - mr, Brown - K e n d o r  
Santa Claus is Coming to Town - mr. 
S c h i n s t i n e -  S & S School  o f  M u s i c  
Little Drummer/3oy - mr. S c h i n s t i n e -  S 
& S School o f  M u s i c  
%Vhlte Christmas - art. Schinst ine - S & 
S School o f  M u s i c  

~ [ ~ x a s  

Baylor University 
Senior Rec i t a l  4 /25 /86  
Femando A .  M e z a ,  p e r c u s s i o n  
Two Mexican Dances - Stout  - Studio 4 

"ariantes - Brouwer  - M a n u .  
Marimbastuche - Ishii  - O n g a k u  N o  
T o m o  

Caminos - Goizue ta  - Manu .  
Dream of the Cherry. Blo~om - Abe  - 
Manu• 
Dit,ertimento for Marimba and Alto 
Saxophone - Yuyama  - O n g a k u  N o  
T o m o  

Dallas Pttblic Library, 
Dallas, Texas 
Recital 2 /20 /86  
M a r k  S h e h o n ,  percussion 

Etude in C Major, Op, 6, No. 10 - 
M u s s e r  - Studio 4 

Etude, Op. 6, No. 8 - M u s s e r  - Studio 4 
Patetico - L a n d r y  - Manu .  
Metaphors - Carlson - Manu .  
Caprice Valsant - G r e e n  - F i scher  

Bit O' Rhythm - B m e r  - Al f red  Pub.  
The Whistler - G r e e n  - Mered i th  

McAllen High School 
M e A l l e n  Day of Percussion 4/19 /86  
M c A I l e n  H i g h  Schoo l  Percussion 
E n s e m b l e s  
Michael S. R e d d o c h ,  d i r ec to r  
Flat Baroque - Davis  - Creat ive  
Three Asiatic Dances-  Frock - Southern  

Rondo Scherzando - D o t s o n -  Southern  
Encore in J a z z  - F i r th  - F i scher  

M e m o r i a l  H i g h  School ,  L a m a r  
J u n i o r  H i g h ,  T rav i s  J u n i o r  H i g h  
Jeff Miller, director 
Flat Baroque - Davis  - Creat ive  
Latin Resume - Davis  - Creat ive  
Piece for Percussion - Peters  - M F P  

R i o  G r a n d e  Val ley  Steel  D r a m  Band 
Black and White  - arr. Scott  R e d d o c h  - 
Manu, 
I Just Called to Say I Love You - arr. 
R e d d o c h  - Manu .  

Saints - an,. R e d d o c h  - M a n u .  
La Bamba - arr. R e d d o c h  - M a n u .  

F i r s t  Y e a r  P e r c u s s i o n  E n s e m b l e  
J o h n  Car ro l l ,  director 
Chinese Laundry. Man - Prent ice  - 
Manu. 

Trip Up Trio - Solomon - Southern 

Short Overture - Bugger t  - Southern  

Rio Grande Valley Mass M a r i m b a  
E n s e m b l e  
George F r o c k ,  d i r ec to r  
Eine Klein Naehtrau.~k - Southern  
Cantina Band - Fox Fanfare  M u s i c  
Piz~cato Polka - Southern  

Texas A & I University 
Percussion E n s e m b l e  11/19/86 
Edward Koehler, director 
Kotrab - Kvis ta  - Cole  
La M y  La Sol - I s a a c / W e l n b e r g -  
Manu. 
Drauqngs: Set No. 1 - H o d k i n s o n  - 
M F P  
Greensleeves - art. Davis  - Creat ive  

University of Texas at Austin 
Percussion E n s e m b l e  10/15/86 
George Frock, conductor 
Two Movements for Mallets II - 
Steinhor t  - O U  Percuss ion Press  
Theme and %,hriations - Kraft - W I M  
gPelcome to Whipperginny - Clfilds - 
M F P  
Nails - R a g o  - Ci rone  
First Construction in Metal - C a g e  - 
Peters  
"Adagio" f r o m  Symphony No. 3 - 
S a l n t - s a e n s / G i p s o n -  O U  Percuss ion 
Press  
A n  Indian Story. - G r e e n / B e c k e r -  
M u s i c a  Enrg.  

P e r c u s s i o n  E n s e m b l e  11/5/86 
George Frock, conductor 
Prelude for Percussion - Del  B o r g o -  
Southern  
Portico - G a u g e r  - G a u g e r  
Percussion Mu~c - Colgrass  - M F P  
Concerto for Timpani - Beck - K e n d o r  

Water  Mus/c Excerpts - H a n d e l / W c r -  
d e s h e i m  
Caprice Val~nt  - G r e e n / B e c k e r  - 
M u s i c a  Enrg.  

Recital 11/21/86 
E n r i q u e  R. Cotelo, percussion 
Two Mexican Dances - Stout  - S tudio  4 

Hand Held Shots (4 pieces for 4 timpani 
by 1 player) - Kosch  - L u d w i g  
Songs for Vibes - F ink  - F ink  
Agressively - M c C o r m i c k  - K e n d o r  
English Suite - Kra f t  - A w a r d  M u s i c  

University of Texas at E1 Paso 
F a c u l t y  Rec i t a l  5 /10/86 
L a r r y  W h i t e ,  percussion 
Etude, Op. 6, No. 8 - M u s s e r  - Studio 4 

Etude, Op. 6, No. 9 - M u s s e r  - S t u d i o  4 
Etude in A-Flat, Op. 6, No. 2 - M u s s e r  - 
S tudio  4 
Two Chorales: Assai Lento - Ulr ich  - 
M F P  

Adagio - Lar~on - Southern  
Percussion Fantasy for One Player - 
Steiner  - L a n g  
The Whirlwind - G r e e n  - Southern  
Music for Timpani and Brass -Yasu i  - 
H a m a r  
Theme and Variations for Four Timpani - 
Floyd  Studio  4 
Timpiana - G o o d m a n  - Mil ls  

U T E P  M a r i m b a  E n s e m b l e  11/15/86 
Day of Percussion 
Leigh Howard Stevens, gues t  ar t is t  

Serenade in G - M o z a r t  - Manu .  
Selections f r o m  Carmen - B i z e U M u s s e r  
- Forster  M u s i c  
Black and White  Rag - Bofford  - 
R e m i c k  
Galloping Comedians-Jeanne-  Studio  4 

Suite for Marimba - F iss inger  - 
Percuss ion Ar t s  
Sonata in A Minor - Bach  - M a n u .  
Atamasco and gboden Shel ter-  
Stowens  - Manu .  

Percussion Ensemble 1/27/87 
L a r r y  W h i t e ,  director 
The Aztec Gods - R e a d  - Cole  
The Clown - Kaba levsky /Ukena  - 
Southern  

Second Construction - C a g e -  H e n m a r  
Press  
Serenade in G - M o z a r t  - M a n u .  
Galloping Comedians - Kabalevsky /  
Jeanne  - Studio 4 
Su~rds of  Moda-Ling - P e t e r s -  Peters  

Virginia 

Hollins College 
R o a n o k e  Y o u t h  S y m p h o n y  W o r k s h o p  
6/17/86 
Facu l t y  Rec i t a l  
J o h n  F loyd ,  m a r i m b a  
Two Mexican Dances - Stout  - S tudio  4 

Roanoke Youth  S y m p h o n y  Percus- 
sion E n s e m b l e  6 /20 /86  
J o h n  F loyd ,  conductor 
Serenade No. 2 - M o z a r t / F l o y d -  M a n u .  
Trio for Percussion - Benson  - M F P  

Roanoke Symphony Orchestra 
Third Subscription Concert 2/24/86 
J o h n  F loyd ,  t i m p a n i  soloist 
Concerto for Seven Wind Instruments, 
Timpani, Percuss:on and Strings - 
M a r t i n  - Universa l  Edi t ion  

Virginia Commonwealth 
U n i v e r s i t y  

Convocation 1/13/86 
R o b b  S m i t h ,  percussion 
Theme and Variations for Solo Kettled- 
rums - W i l l i a m s  - M F P  

Convocation 3/25/86 
Donald Bick, conductor 
Zeitgeit - S m i t h  - Manu .  

Three Movements for Five Percussionists 
- L o n g  - Manu .  

Convocation 9/23/86 
Percussion: R o b b  S m i t h ,  Frederick 
Mines, Peter Chase, Donald Bick 
M y  Lady White  - Maslanka  - M a r i m b a  
Prod.  
Two Etudes for Solo Marimba, C Major, 
B Major - M u s s e r  - Studio 4 
Sonata No. 1 in G M i n o r -  Bach - 
Sch i rmer  
Episode for Vibraphone - G a r n e t t  - 
Manu, 

Rec i t a l  10/30/86 
Frederick W. Mines, percussion 
Etudes: Op. 6, No. 10; Op. 11, No, 4; Op. 
6, No. 9 - M u s s e r  - S tudio  4 
Canticle for Solo Timpani - Leona rd  - 
Volkwein 
Six Unaccompanied Solos for Snare 
Dram - Colgrass  - Seh i rmer  
Introduction and Rondo for Flute and 
Percussion - Stien - Southern  
Sorifor Marimba - K i m  - Peters  
The Flight of the Bumble Bee - R i m s k y  
K o r s a k o v / H a t e h  - H a t c h  

Senior Recital 12/1/86 
Peter Chase, percussion 
Sonata No. I in G M i n o r -  Bach - 
Sch l rmer  
Duo for Timpani - L e p a k  - W i n d s o r  
Four Times Three - Brown - K e n d o r  

Knock on Wbod - Blank - M F P  

Riddle Witch - R e e d  - Manu ,  

Graduate Recital 12/4/86 
George J. Boyd, percussion 
Theme and Variations for Four Timpani - 
Floyd  - S tudio  4 
Partita No. 11 in D Minor - B a c h -  
Seh i rmer  
Knock on E'ood - Blank - M F P  

Four Times Three - Brown - K e n d o r  
Corcavado (Quiet Nights) - J o b i m  - 
M a n u .  
Lush Life - Strayhorn - Mann ,  
Confirmation - Parker  - Manu ,  

V i r g i n i a  T e c h  

Percussion and Marimba Ensembles 
3 /5 /86  a n d  3 /10/86  
J o h n  F loyd ,  conductor 
Extremes - Mane in i  - Manu ,  
Quaternion - Delp  - Southern  
Russian Rag - Cobb/Cahn - Calm 
Untitled Piece - MeFar l and  - Manu~ 
Balalaika - trad/Cahn - Cahn 
Toccata - C h a v e z  - Mil ls  

Faculty Recital 4/14/86 
John Floyd, percussion 
Beverly Floyd, clarinet 
T r y g v e  Peterson,flute 
Two Mexican Dances - Stout  - S tudio  4 
Sonata No. 3 - Cirone  - Belwin  
Inspirations Diabollque - T a g a w a - W I M  
Episode for Vibraphone - G a m e t t  - 
Manu, 
Fantasia for Flute and Percussion - 
Vercoe - Vercoe 

Four Pieces for Timpani - Bergamo  - 
M F P  

Recital 4124/86 
David Htrtman, percussion 
Etude Op. 6, No. 9 - M u s s e r  - Studio 4 
Eight Pieces - Car te r  - A M P  

Senior Recital 5/10/86 
David Hartman, percussion 
Four Pieces for Kettledrums - Youhass - 
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Cole  
Etude Op. 6, No. 9 - M u s s e r  - Studio 4 
French Suite - Kra f t  - N e w  M u s i c  W e s t  
M y  Lady  Whi t e  - M a s l a n k a -  M a r i m b a  
Product ions  

Eight Pieces - Car te r  - A M P  

Recital 5/22/86 
David Signor i ,  m a r i m b a  
Chant  - Peters - Peters 

Faculty Chamber Music Recital 
5/24/86 
John Floyd, Percussion 
Concertare V - Reynolds  - Facsimile  
Edi t ions  

Percussion a n d  M a r i m b a  Ensembles 
5/26/86 
J o h n  F l o y d ,  conductor 
Nocturnes and Meditations - L o e b  - 
L a n g  

Solace - Jop l in /Rauschenbe rg  - Manu .  
Drawings: Set No. I - Hodk inson  - 
M F P  
Matona, M i a  Cara - Lasso /Boyd  - 
Peters 
4 '  33" - C a g e  - Peters 
Concerto for  Drum Set  and Percussion 
Ensemble - Beck - K e n d o r  

Percussion a n d  M a r i m b a  Ensembles 
12/10/86 
J o h n  F loyd ,  conductor 
Fanfare - Frock - Southern  
Spanish Dance - G r a n a d o s / F i n k  - 
Studio 4 
Percussion Music - Colgrass  - lVlFP 
The Ragtime Robin - Gr een /Bocke r  - 
Seeker  
The Wai t  - L o n g  - Manu ,  

Fancy That !  - Davis  - Creat ive  

Recital 5118/86 
David H a r t m a n ,  t i m p a n i  

Concerto for  Seven Trumpets and 
Timpani - Altenburg  - Brass Press  

W a s h i n g t o n  

Cornish Institute 
Percussion Music from Europe 
2/9/86 
M a t t h e w  K o c m i e r o s k i ,  percussion 
Roger Nelson, piano 
Five Scenes from the Snow Country - 
H e n z e  - Universa l  
Fantasmagoria - Serocki - M o e e k  
Selections from "Tierkre/s" - Stocldaausen 
- Universa l  

Psappha - Xenakis  - Salaber t  

P e r c u s s i o n  E n s e m b l e  4 /17/86 
Matthew Kocmieroskl, director 
Lou H a r r i s o n ,  gues t  composer 
Canticle No. 1 - Harr i son  - M F P  
Suite - Har r i son  - M F P  
Canticle No, 3 - Har r i son  - M F P  

Wiscons in  

Caxroll C o l l e g e  

Percussion Ensemble 12/13/86 
James Sewrey, conductor 
Jesu, Joy o f  Man's Desiring - Bach - 
Manu. 
Greensleet~s - art. Peters  - Frank's 
"Nuages"  f r o m  the Three Nocturnes - 
D e b u s s y / M o r s c h  - Manuo 

Etude - W h a l e y  - K e n d o r  
Toccata - C h a v e z  - Mil ls  
Pentatonic Clock - C h a r k o w s k y  - 
Creat ive  

Silent Night  - G r u b e r / M o r s c h  a n d  
Sewrey - Manu ,  

Percussion E n s e m b l e  5 /9 /87  
James Sewrey, conductor 
Battlestar Galactica - Phi l l ips /Morsch  
- Manu .  

'Round Midnight  - M o n k / M o r s e h  - 
Manu .  

Killer Joe - G o l s o n / M o r s c h  - Manu .  
Pavane - F a u r e / H e r m a r t / M o r s c h  - 
Manu .  

Riots o f  Spring - H o o p e r / M o r s c h  - 
M a n u .  
Percussive Quodlibet (Three Camps and 
Downfall o f  Paris) - arr. M o r s c h  - Manu ,  

Percussion E n s e m b l e  5 /10 /86  
James Sewrey, conductor 
Kids from Bye, Bye  Birdie - A d a m s /  
S t rouse /Morsch /Sewrey  - Manu .  

They're O f f -  MancinL/Ti l lapaugh - 
M a n u .  

Classical Drag - H o o p e r  - Manu .  
Percussion On The  Prowl - A n s l i n g e r -  
P r o A r t  
Orientale - O ' C o n n o r  - B a m h o u s e  
This Old M a n  - Roy  - Barnhouse  

M a m b o  # 8 -  P r a d o / M o r s c h / S e w r e y -  
Manu .  

J a z z  Variants - Beck - Bos ton  
Cantina Band - W i l l i a m s / G i b s o n -  Fox 
Hava  Nagila - Jacob  - L e o n a r d  

University of Wisconsin - 
S tevens  Point 

Duo Jazz Recital 11/3/86 
G e a r y  L a r r i c k ,  v i b r a h a r p  
R i c h  P inne l l ,  bass 
0 Grande A m o r  - Lyra  - Manu .  
Gravy B/al tz  - Allen - M a n u .  
Blue M o n k  - M o n k  - Mann .  
Ballet - Gibbs  - Manu ,  
High Heel Sneakers - H i g g i n b o t h a m  - 
M a n u .  

Jordu - J o r d a n -  M a n u ,  
Five J a z z  M o v e m e n t s -  Lar r ick  - Manu .  

Jazz Music Recital 10/31/86 
Jack Hurrish, bass g u i t a r  a n d  vocals  
T o m  M c C o m b ,  g u i t a r  a n d  voca ls  
G e a r y  L a r r i c k ,  v i b r a h a r p  
Four - Davis  - Manu .  
Palm Springs Jump - Manu ,  
Groove Yard - Perkins  - Manu .  
Four On Six  - M o n t g o m e r y  - Manu .  

Doxy  - Roll ins - Manu .  

Bernie's Tune - Mil ler  - Manu ,  
Lady  Bird - D a m e r o n  - Manu .  
Up Jumped Spring - H u b b a r d  - Manu .  
St, Thomas - Rollins - M a n u .  

University of Wisconsin - 
Superior 
Recital 2/11/86 
David H a g e d o r n ,  p e r c u s s i o n  

Suite for  Flute and Marimba - W i l d e r -  
M a r g u n  
A n  Improvisation - H a g e d o m  
Be Bop - Gil lespie  - Manu .  
Fall - Shor ter  - Manu .  
M a n h a  de Carnival - Bonfa - Manu .  
Crystal Silence - Corea  - Manu .  

James - M e t h e n y  and  M a y s  - Manu .  
Ballad - H a g e d o m  - Manu .  
The Duke  - B m b e c k  - Manu .  
Vert ical /Hori~ntal  - H a g e d o m  - 
Manu.  
C o u n t ~  - Jarre t t  - Manu .  

C h a m b e r  Orchestra Concert 2/18 /86  
Diane Balko ,  c o n d u c t o r  
David Hagedorn, marimba 
Concerto in A Minor  - Bach - Peters  

W y o m i n g  

Casper College 
C o n c e r t  B a n d  C o n c e r t  11/11/86 
Roger Fenner, director 
T o m  M a c k a y ,  m a r i m b a  soloist 
Dahoon - Brown - K e n d o r  

P e r c u s s i o n  a n d  M a r i m b a  Ensembles 
12/4/86 
Terence S. Gunderson, d i rec to r  
Ot,erture for  Percussion Ensemble - Beck 
- K e n d o r  
El Gusanito - L e c h u g a / O d d o  - O d d o  
Corizon Caminero - G u z m a n / O d d o  - 
O d d o  

Sonata for  Timpani - Beck - Boston 

W a l t z  King - M o l e n h o f -  K e n d o r  

C Minor  Blues - M o d e r n  Jazz  Q u a r t e t /  
O r r  - Manu .  

St. Thomas - Rollins - Aeberso ld  
Mosiaes - Spears  - B a m h o u s e  
Toccata in D M i n o r -  B a c h / M o o r e -  
K e n d o r  
Peace - Sih'er  - Aeberso ld  
Grandfather Time - M o l e n h o f  - C M P  
Concerto for  Xylophone - M a y a z u m i  - 
Peters  

Lasciatemi Morire - M o n t e v e r d l / G i p -  
son  - Percuss ion Press  
Quartet - Spivak - L a n g  
Ceremonial - Cres ton - Sch i rmer  

C a n a d a  

O n t a r i o  

U n i v e r s i t y  of Western O n t a r i o  

Recital 11/26/86 
George A n d r e w  P. Lang ley ,  
percussion 
"8aeta" f r o m  Eight Pieces for  Four 
Timpani - C a r t e r -  Associa ted  
"Canaries" f r o m  Eight Pieces for  Four 
Timpani - Car te r  - Associa ted  
Two Mexican Dances - Stout  - Studio 4 
Colourations - Kraf t  - A l o m a r  

Sonata fo r  Three Unaccompanied 
Kettledrums - Jones  - H ih r i chsen  
Etude for  Taperecorder and Percussion - 
Cahn  - C a h n  
Log Cabin Blues - G r e e n  M e r e d i t h  
M u s i c  
Chromatic Fox Trot - G r e e n  - Mered i th  
M u s i c  

N e t h e r l a n d s  

S w e e l i n e k  C o n s e r v a t o r y ,  

A m s t e r d a m  

Percussion Ensemble K 104 12/9/86 
Jim Gordon, conductor 
Catur for  Two Pianos and Two Percussion 
- W u l l u r  - Manu .  
Percussion Suite - Russel l  - lvIFP 

Capriccio for  Two Pianos and Percussion 
- Ol thu i s  - D o n e m u s  
Interactions - B e r g a m o  - M F P  

Irama - Roosendae l  - D o n e m u s  
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S u s t a i n i n g  M e m b e r s  

The  Percussive Arts Society would like to 
express its appreciation to the following 
organizations who through their 
contributions help nurture and sustain the 
Society. It  is with their support  that PAS 
has become and will continue to be the 
World Organization For Percussion. 

Manufacturers/Patrons 
Avedis Zildjian Co. 
Gretsch Enterprises 
Kori Percussion - USA 
Ludwig Drum Co./Musser 
Paiste America, Inc. 
Remo, Inc. 
Ross Mallet Instruments, Inc. 
8abian Ltd. 
Tama Drums/Hoshino (U.S.A.), Inc. 
~hmaha International Corporation 

Distributors/Wholesalers 
Carroll Sound, Inc. 
Group Centre, Inc. 
Kaman Distributors: Coast Wholesale 

Music and C. Bruno & Son/CB 700 
Percussion 

Korg, U.S.A., Inc. 
Lang Percussion Co. 
Latin Percussion 
Pearl International, Inc. 
Peripole/Bergerault International 
Roland Corporation, U,S. 
Sonor Percussion, H.S.8., Inc. 

Product Specialists 
American Drum of Virginia, Roanoke, VA 
American Drum Manufacturing Co., Dem'er, CO 
Asian Sound/Michael Ranta, Cologne, 

West Germany 
M. S. Baker & Co., Elizabethtown, NY 
Berchtold Trommelbau, Liestal, 

Switzerland 
Beyer Dynamics, Hicksville, NY 
Bractea Instruments, San Francisco, CA 
Mike Baiter Mallets, Northbrook, IL 
Casino Percussion Products, Plainviev.~ NY 
Century Mallet Instrument Service, Chicago, IL 
Danmar Percussion Products, Van Nuys, CA 
DeMorrow Instruments, Arkadelphia, AR 
Deschler Percussion Co. 
D & F Products, Inc., Cincinnati, OH 
Drum Workshop, Inc., Newbury Park, CA 

Drummer's Service, Broomall, PA 
Edge Productions, BeUeville, NJ 
Encore Mallets, Broken Arrow, OK 
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 
Humes & Berg Mfg. Co., East Chicago, IN 
KAT, Longmeadow, MA 
Marimba Productions/Malletech, New York, NY 
M A Enterprises, E. Rochester, NH 
Mid-East Mfg., Melbourne, FL 
Noble & Cooley, Granville, MA 
Pan Caribe Tours, E1 Paso, TX 
Performer Mallets, Phoenix, AZ 
D. Picking & Co., Bucyrus, OH 

Precan Music, Scarborough, Ont, Canada 
Pro-Mark Drum Sticks, Houston, TX 
John Rack, Haddon Heights, NJ 
Regal Tip/Calato, Niagra Falls, NY 
Repaircussions, Rochester, NY 
Shigeo Suzuki, Hamanatsu-City, Japan 
Valje Drums and Percussion, San Francisco, CA 
XL Specialty Percussion Products, Inc., Ft. 

Wayne, IN 

.2 
cus  , h   ered 

o od° 
r  ercuss  n 

Drum Shops, Teaching Studios, 
and Other Retailers 
CliffAlexis, DeKalb, IL 
Sam Ash Music Stores, Hempstead, NY 
Atlanta Pro Percussion, Inc., Smyrna, GA 
Ayotte/Drums Only, Vancouver, BC, Canada 
Camac Deutschland, Rneinauz, West Germany 
Coyle Music Centers, Inc., Columbus, OH 
Dallas Percussion, Wilmington, DE 
Dick DiCenso's Drum Shop, Quincy, MA 
Drum Corner/DLA Publications, Rochester, NY 
Drummers World, New York, NY 

The pure sensitivity and response of Pinking Symphonic 
Tympani Shells have fulfilled the exacting demands of 
percussionists for over a century. They are hammered, sohd 
copper (not spun), and shaped to customer specificahon, 
A treasured instrument in famous orchestras worldwide 
(listing available), Picking shells are 
much admired for beauty, 
tonal quality and / ~ " - ' ~ ' - " "  
longevity. ~ - '  .'-% ....;,.., ~ 

, , 9  s. Wa,.., s,. \\WJ. t i = 
B u c y r u s ,  O H  4 -4820  ~ l ~ _ ~ ~ * L [ ~  • 

~ r e W R I T E  OR CALL FOR I N F O R M A T I O N  tr" " 2' , ~'~}~ 

Summer 1987 / 8S 



The Drum Shop, Dearborn Heights, MI 
The Drum Shop, Las Vegas, NV 
The Drum/Keyboard Shop, Houston, TX 
Drums Ltd./Franks Drum Shop, Chicago, IL 
John Hartwig Musik, Copenhagen, Denmark 
JC'S Drum Shop, Baltimore, h id  
JAG Drums, Arlington, MD 
Lake Charles Music, Lake Charles, LA 
Lone Star Percussion, Dallas, TX 
Modem School of Drumming, Whitehall, PA 
Paragon Percussion Center, Tampa, FL 
The Percussion Center, Ft. Wayne, IN 
Percussion Plus Ltd., Montreal, Que, 

Canada 
Procussion, Brooklyn, NY 
Professional Drum Center, Spokane, WA 
Pro Music, Denton, TX 
Ricks Drum Shop, Toledo, OH 
Kirk Scott's Drum City, San Antonio, TX 
Soltin-Lalne Oy Turku, Finland 
The Sound Box/La Boite de Son, St-Laurent, 

Que, Canada 
Tommy's Drum Shop, Austin, TX 
Veneman Music Co., IncfFhe Drum Center, 

Rockville, MO 
Joe Voda's Drum Ci~, Inc., Omaha, NE 
Steve Weiss Music, Philadelphia, PA 
The Woodwind and Brasswind, South Bend, IN 

Publishers 
Alfred Publishing Co., Inc. 
A.M. Percussion Publications 
C, L. Barnhouse Co. 
Mel Bay Publications 

n • n • n r j  i - . ' a a  
i i ' J  I I K R  • m 
i L i  I L " I - - . I  I L " |  

for all Percussion 
Instruments 

Solo & texts 
from more than 

50 different publishers. 
Free catalog! 

DALLAS PERCUSSION 
1613 TEMPLE TERRACE 

WILMINGTON DE 19805 (302) 594-0755 

Belwin-Mills/Cirone Publications 
Boosey & Hawkes 
M. M. Cole Publishing Co. 
Columbia Pictures Publications 
Confederate Memorial Association 
Contemporary Music Project 
Cortelu Publishing Company 
Marc Dahlgren 
Drum Center Publications 
Drum Tracks 
Drums & Percussion 
Elanel Publications 
European American Music 
Graphics by Jeff Gold 
Ha_Mar Percussion Pubs., Inc. 
Harold Howland Music 
The Instrumentalist Co. 
J. R. Publications 
Kemper-Peters Publications 
Kendor Music 
Alphonse Leduc & Cie 
Stanley Leonard Percussion Music 
Les Editions Concept Neuf- New Concept 

Publishing 
Ludwig Publishing Co. 
Magnamusic - Baton, Inc. 
Manhattan Marimba Quartet 
Marim Percussion 
Meredith Music Publications 
Meriden Music 
M & K Productions 
Modem Drummer Publications 
William Moersch/New Music Marimba 
Music for Percussion 
Musikverlag Zimmermann 
National Association of Jazz Educators 
New Music West 
Nexus 
Nichols Music Publications 
Percussioner International Audio Magazine 
Permus Publications 
C. E Peters Corp. 
Ted Piltzecker Productions 
Joseph Porcaro 
Theodore Presser Co. 
Pro-Ra-Nata 
Pustjens Percussion Products 
Repercussion 
Smith Publications 
Steven Ross and Associates 
Ed Saindon Enterprises 
Seesaw Music Corp. 
Somers Music Publications 
Southern Music Co. 
Stage One 
Talamala 
Ed Thigpen/Action Reaction 

l i r a  • I I  I I L I I I I I I  i i  

A " D r u  m e r l c a n  m 
• • I I l __  

"We make mallets.., tbat Revo lu~on ize ~ e  lndus~y /" 
W r i t e  for a f ree  catalog.  

A m e r i c a n  

of Virsida 
8440 Barrens Rd., N.W., Roanoke, VA 24019 

i , , m l  • I 

Ph.  ( 7 0 3 )  5 6 3 - 1 8 8 4  
I i I . . . . . .  

William Moerseh/~,lew Music Marimba 
Windsor Music Publications 
Video Conservatory 

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 
Boston University, Boston, MA 
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 
Combes College of Music, Philadelphia, PA 
DePaul University, School of Music, Chicago, IL 
Drummers Collective, New York, NY 
Eastern Music Festival, Greensboro, NC 
Florida State University, School of Music, 

Tallahassee, FL 
Indiana University, Bloomington, IN 
Indiana University of Pennsylvania, Indiana, PA 
Wilfrid Laurier UniversiN Watedoo, Ont, 

Canada 
Musicians Institute (PIT), Hollywood, CA 
Naropa Institute, Boulder, CO 
New England Conservatory, Boston MA 
New Jersey School of Percussion, West Orange, 

Oberlin Conservatory, Oberlin, OH 
University of Oklahoma, School of Music, 

Norman, OK 
Peabody Institute, Baltimore, MD 
Portland State University, Portland, OR 
Rutgers University, New Brunswick, N'J 
San Francisco Conservatory of Music, San 

Francisco, CA 
The Shepherd School of Muslc, Houston, TX 
Temple University, School of Music, 
Philadelphia, 

PA 
Virginia Polytechnic Institute & State University, 

Blacksburg, VA 
University of Westem Ontario, London, Ont., 
Canada 
University of Wisconsin - Madison, WI 
Yale School of Music, New Haven, CT 

C O M I N G  
IN NOVEMBER! 

PASIC '87 
the highlight of the 

Percussive Arts year' 

Plan to be there. 
See pages 19 and 43-47 

for details. 
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Advertiser's Directory 

American Drum of Virginia 86 
8440 Barrens Road, N. W. 
Roanoke, VA 24019 
Makers of various mallets for marching and concert 
Use,  

Atlanta Pro Percussion 42 
2526 Spring Road 
Smyrna, GA 30080 
Offers a complete line of percussion instruments and 
accessories at competitive prices. Write for a complete 
catalog. 

Avedis Zildjian Company Cover 
22 Longwater Drive 
Norwell, MA 02061 
Respected cymbal manufacturer. Brands include A. 
Zildjian, K. Zildjian, Impulse and Amir Cymbals, 
Zildjian Basics and related accessory products. 

Mike Baiter Mallets Co. 17 
P. O. 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. 56 
4501 Hyde Park Blvd. 
Niagara Falls, NY 14305 
Manufacturer of Ragal Tip drum sticks, mallets, 
practice sets, brushes, and marching mallets. Manufac- 
ture Saul Goodman Timpani Mallets and Calato Bass 
Drum Pedals. 

J. D'Addario & Co., Inc. 37 
210 Route 109 
East Farmingdale, NY 11735 
Exclusive US distributor of the West German 
manufactured Meinl csaribals. For the nearest dealer, 
call (516) 454-9450. 

Dallas Percussion 86 
1613 Temple Terrace 
Wilmington, DE 19805 
Largest exclusive dealer of percussion music in the 
USA, Solos, texts and ensembles available from over 
200 different publishers. Write for free catalog. 

The Drum/Keyboard Shop 78 
5626 Southwest Freeway 
Houston, TX 77057 
The second largest drum shop in the U.S.A. Handle 
drums, percussion, keyboards, and P.A's. 

Drums Ltd. 24 
2218 S. Wabash 
Chicago, IL 60604 
Large drum shop in the heart of Chicago. Large 
selection of instruments, brands, and accessories. 

Encore Mallets 28 
428 South Gum Street 
Broken Arrow, OK 74012 
Custom made marimba and vibraphone mallets. 

Fall Creek Marimbas 3 
Route 245 
Middlesex, NY 14507 
Mallet instrument service for tuning, refinishing, 
replating, replacement bars, repairs, extensions, and 
instrument building. 

Tom Gauger Products 42 
23 Auburn Street 
Brookline, MA 02146 

Manufacturer of bass and snare drum sticks, Standmate 
Accessories for percussion, and music for serious 
percussionists. 

Goldline Percussion Products 24 
W. 920 Garland 
Spokane, WA 99205 
Manufacturer of high-quality percussion stands and 
carriers. Products include bass drum stands, gong 
stands, mallet percussion stands, and marching 
percussion carriers. 

Grover Enterprises/Pro Percussion Products 21 
274 Round Swamp Road 
Melville, NY 11747 
Manufacturer of Projection Plus tambourines, 
Super-Overtone triangles, mallets, Wolf cable snares, 
hickory drum sticks, and Grover concert snare drums. 

The Instrumentalist 41 
200 Nortb_fidd Road 
Northfidd, IL 60093 
The leading instrumental journal, concerning topics as 
they relate to today's educator, performer, and student. 
Includes historical articles. 

JAG Drums 21 
88 Hibbert Street 
Arlington, MA 02174 
A retail drum shop specializing in a wide variety of 
ethnic instruments from all over the world. 

Jazzlz 38 
R O. Box 8309 
Gainesville FL 32605 
Jazziz keeps today's jazzers in touch on the latest 
happenings in all aspects of jazz. 

Kori Percussion USA 22 
1414 8. Main Street 
Royal Oak, MI 48067 
Suppliers of fine rosewood marimbas and xylophones. 
Distributed at student, intermediate, and professional 
levels. 

Ludwig Indnstries/Musser Industries Cover 
P. O. Box 310 
Elkhart, IN 46515 
Manufacturer of all Ludwig drums, timpani, 
drumheads, Musser mallet instruments, Ringer 
timpani, and Modular II and Rocker stands. 

Ludwig Music Publishing Co. 63 
557-67 East 140th Street 
Cleveland, OH 44110 
Extensive listing of percussion method books, solos, 
ducts, and ensemble literature ranging from beginner 
to advanced difficulties. 

Meriden Music 72 
Chapel House 
13 Market Place 
Ingatestone 
Essex CM40BY 
England 
(0277) 354853 
Percussion literature available by composer Graham 
Wbettman. For a complete listing of available contact 
Mefiden Music. 

Modern Drummer Publications 18 
870 Pompton Avenue 
Cedar Grove, NJ 07009 
Publishers of Modem Drummer and Modem Percus- 
sionist magazines. Contact Modem Drummer for 
complete subscription information. 

Noble & Cooley 16,17 
Water Street 
Granville, MA 01034 
Snare drams, tom toms, and bass drums made from 
the finest quality New England rock maple. Sold singly 
or in sets. 

Oberlin College Conservatory 59 
Michael Manderen, Rm. 2 
Oberlin, OH 44O74 
Offers a wide variety of courses, programs, and 
ensemble opportunities injazz, chamber, orchestral, 
electronic, and contemporary music. 

Percussive Arts Society 29,30,32,33,34,60,84 
P. O. Box 697 
Urbana, IL 61801 
The World Organization for Percussionists. Over 
5,000 members worldwide. PAS is more than just a 
magazine subscription. Write us for details. 

D. Picking Co. 85 
119 Walnut Street 
Bueyrus, OH 44820 
Copperketths available from the last of the old copper 
shops in America. Kettle still made primarily by hand. 

Pro-cussion 24 
P. O. Box 350 
Bronx, NY 10471 
Pro-cussion products, including the Octopuss, are 
available at selected dealers. For the dealer nearest you 
contact Pro-cussion. 

Pro-Mark Corp. 28 
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 ofpre-tuned and tunable drums, 
WeatherKing, FiberSkyn, CS, PinStripe, Ebony, 
StarFire, SoundMaster drum heads, marching 
percussion, roto toms, practice sets, and speciality 
percussion. 

Repaircussions 78 
22 Jemison Road 
Rochester, NY 14623 
Leading percussion instrument repair and fabrication 
specialist- Serviced over 600 instruments during first 
five years. 

Sabian Ltd. 57 
4800 Sheppard Avenue E. Unit #115 
Searborough, Ontario 
Canada M1S-4N5 
Manufacturer of high-quality cast bronze cymbals 
incorporating the traditional Turkish methods with 
modem technology. Manufacturer of both hand and 
machine hammered cymbals. 

Simmons/Group Centre, Inc. 49 
23917 Craftsman Road 
Calabasas, CA 91302 
Simmons Electronic Drums' exclusive US and South 
American distributor. Suppliers of the SDS5, SDS6, 
SDS7, SDS8, SDS800, SDS9 Electronic Drums. Also 
handle electronic hardware and accessories. 

Steve Weiss Music 3,72 
P. O. Box 20885 
Philadelphia, PA 19141 
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Dear 
Advertiser: 

Here's the perfect  space  

for your ad. 

Wouldn't your product 

or service 

look good 

displayed in this spot? 

For more information 

about how you can 

get the word out 

through the pages  of 

Percussive Notes, 

contact: 

David Via 

Advertising Manager  

Percussive Notes 

P. O. Box 697 

Urbana IL 61801 

or call (217) 367-4098 

Percussive Notes . . .  

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

Tama (Hoshlno, Inc. USA) 52 
1726 Winchester Road 
Bensalem, PA 19020 
Manufacturer and distributor of Tama percussion 
equipment, including Artstar, Superstar, Imperialstar, 
and Swingstar acoustic drums, and Techstar electronic 
drums. 

The Woodwind and the Brasswind 14 
50741 U.S. 33 North 
South Bend, IN 46637 
A large selection of concert percussion, including 
drum sets, plus percussion accessories, including 
marching percussion. 

XL Specialty Percussion, Inc. 64 
1701 North Harrison Street 
Fort Wayne, IN 46808 
(219) 424-1650 
XL Specialty Percussion is a wholesale manufacturer 
and distributor of percussion accessory items. Products 
include XL Marching Carriers, XL Tambourines, and 
XL Cable Snare Conversions. Distributed by XL are 
XL Muff-Its and XL Protector Cases, along with a large 
selection of heads, sticks, etc. 

Yamaha International Corp. 40 
3050 Breton Road, S.E. 
Grand Rapids, MI 49510 
Distributor of percussion products, including Yamaha 
drum sets, marching percussion, mallet keyboard 
instruments, and Yamaha timpani. 

Classified Ads 
Classified ad rate; 40 cents per word. 
Payment must be enclosed with ad. Make 
checks payable to Percussive Arts Society. 
(No charge for words with I or 2 letters.) 
Send to: Percussive Notes Classified, Box 
697, Urbana, IL 61801. 

The University of  South Alabama, Dept. of  
Music, Mobile, AL 36688 has a limited 
number of  PERCUSSION SCHOLAR- 
SHIPS availabe. Excellent opportunities for 
good musicians. Contact Dr. John Papestefan. 

A professional discount pro shop: 
CHUCKS DRUM SHOP 
Weinberg Arcade RM 17 
Galesburg, IL 61401 
(309) 342-9233 
Write for free service catalog. 

"LIBRA." custom hickory drum sticks 
(endorsed by professionals nationwide): 
CM PERCUSSION SERVICE ENT. 
Weinberg Arcade RM 17 
Galesburg, IL 61401 
(309) 342-9233 
Write for free catalog. 

Guidelines for 
Contributors 

1. Percussive Notes, the journal of  the 
International Percussive Arts Socie~, 
welcomes for consideration contributions 
of  interest to percussionists addressing 
any aspect of  pedagogy, performance, 
new or existing repertor, 3 history, and 
instrument construction or manufacture. 
Please send manuscripts and other 
communication to: 

James Lambert  
Executive Editor 
Percussive Notes 
P. O. Box 16395 
Cameron University 
Lawton, OK 73505 

2. Contributions must be typewritten or 
computer-produced, with double-spacing 
throughout (including quotations), on 
high-quality 8½" x 11" non-erasable 
paper, with margins of  at least one inch. 
Foomotes, tables, and captions for 
illustrations must also be typewritten 
with double-spacing, and submitted on 
separate 8½" x 11" sheets. Two copies of  
the whole manuscript should be 
submitted. 

3. Musical examples should be short and 
limited in number. Each musical example 
must be on a 8½" x 11" sheet and 
numbered ("Example 1", etc.), with its 
approximate location indicated in the 
margin of the typescript. Generally 
speaking, examples cannot be reproduced 
as part of  a sentence. Authors should be 
prepared to supply all musical examples 
in camera-ready copy. 

4. All diagrams, drawings, charts and 
special figures must also be on separate 
81/2" x 11" sheets and numbered ("Figure 
1," etc.). Authors should be prepared to 
supply this material also in camera-ready 
copy. 

5. Photographs submitted for illustrations 
should be glossy, positive prints, from 4" 
x 5" up to 8" x 10" in size. 

6. It is the author's responsibility to secure 
permission to quote from music or text 
under copyright, prior to submission of 
the typescript. 

7. On matters of  form and style, please 
consult a general handbook, such as The 
Chicago Manual of Style, 13th edition 
(Chicago: University of  Chicago Press, 
1982). 
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