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President's Message 
John Beck 

At the conclusion of a student~ lesson one 
day extra time provided us with the oppor- 
tunity to discuss PAS. '%\naat do I get for my 
$15,00 membership dues except magazines?" 
he asked. Inwardly I tightened a t?w stomach 
muscles and thought, "Doesn't he realize the 
value of the Society?" 

Initially I could not collect my words in 
such a way to convince him of the value of 
PA8, Eventually I zeroed in on the magazines 
and pointed out that he receives six per year 
which comes to $2.50 per issue-  a very good 

subscription rate for the material contained 
therein. Educationally written by many of the 
leaders in the percussion field, its absorption 
would put him at the head of the line for 
percussion information. This information 
covers the gamut of  percussion styles, from 
jazz to classical, marching, ethnic, scholarly 
research, to personal interviews. As we 
talked, I could see a change in his initially 
negative attitude. 

Next I mentioned the PAS Newsletter, of 
which he has received nine copies containing 
information regarding chapters, job oppor- 
tunities, instruments and music for sale, and 
other pertinent information of immediate 
value. He admitted he hadn't thought about 
the Newsletter and did regard it as a plus. 

My piece de r~sistance was PASIC. 
"Where else in the world could you go to s e e  

and hear such an array of percussion per- 
sonalities and equipment?" He thought 
momentarily and then replied, "But I can 
n e v e r  go to PASIC because it is too far away 
and too expensive: I expected his response 

and said, "Why don't you save some money 
from each gig and plan to attend the next 
convention?" %Vell, maybe I could" was his 
reply. 

My last effort was to convince him that 
there is pride in belonging to a society of  
5,634 whose membership represents estab- 
lished percussionists, young percussionists, 
the leaders in the percussion industry, and 
foreign percussionists. Pride is something 
that is felt by those who participate in the 
activities of  the Society. It is difficult to have a 
positive attitude about an organization when 
there is no effort to participate in what it 
offers. 

As our time drew to a close my skeptical 
student changed his original statement from 
"What do I get for my $15.00 membership 
dues except magazines?" to "PAS does offer a 
lot more than I realized: I hope all of you 
have thought about these things and feel the 
worth of  what PAS offers. It makes me and all 
the others who work for the Society feel re- 
warded to know you have pride in belonging. 

. . .  f o r  the Sound  you want:  

Years of experience in mallet instrument manufacture 
and expert tuning to rigid standards stand behind the 
quality you can hear in every Ross Mallet Instrument. 
Get acquainted with ROSS - Discover a new dimension 
in mallet instrument TUNING, D E S I G N - A N D  VALUE! 

ROSS MALLET INSTRUMENTS, INC. 
1304 First Avenue 

Chippewa Fells, WI 54729 
(715) 723-0807 
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Communication from the Editor 
James Lambert 

Volume 26 of Percussive Notes begins the 
second year that I have been the executive 
editor. May I reiterate the appreciation that I 
have for the PA8 Executive Board in allowing 
me to serve the PAS membership through 
this responsibility. A debt of gratitude is 
owed to each of the staffeditors, coordinating 
editors, and the numerous contributing 
authors who made Volume 25 of Percussive 
Notes so reflective of the varied purposes of 
the Percussive Arts Society. 

Although our feature articles are scheduled 
through Volume 26 (Fall, 1987; Winter, 
Spring, Summer, 1988), it is most appropriate 
for qou, our reading membership, to contrib- 
ute to the future planning of these features by 
corresponding with Professor Rich Holly, 
Department of Music, Northern Illinois 
University, DeKalb, Illinois. Similarly, please 
continue to give us your suggestions related 
to the Focuses on the Student Percussionist 
(Mr. Gary Curr~ 1915 W. 102nd Ave., 
Thornton, Colorado): on Education (Dr. 
Garwood Whaley, 6003 Ridgeford Dr., 
Burke, Virginia); or on Performance (Profes- 

sor Michael Rosen, Oberlin Conservatory, 
Oberlin, Ohio). In addition, sub-Focus 
editors welcome your comments and invite 
you to contribute articles ibr potential 
publication in our journal. 

As Percussive Notes continues to provide 
reviews of newly-published percussion 
literature and recordings, the Society thanks 
publishers and distributors of percussion 
works for the ongoing contribution of review 
copies for the Selected Reviews column. 
News in Percussive Notes regarding PASIQ 
events, industry, individuals, universities, and 
chapters (both United States and interna- 
tional) further demonstrates the commitment 
of PAS to communicate among all areas of 
the percussive arts. It is important tbr 
members to realize that each issue takes 
approximately five months to produce and 
deliver to you. Recognition oftimelines and 
the value of members' input will assist all of 
us in making Percussive Notes the best 
possible journal that PAS members 
worldwide can share. 
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Drum Set 

Remembering 
Buddy Rich 
William E Ludwig, Jr. 

Buddy Rich at age four touring with the Greenwich Village Follies (photo: Ludwig) 

Buddy Rich was literally born in a wardrobe trunk back stage in 
1917. His parents were a song and dance team in vaudeville on the 
RKO circuit and would play a week at a time in various theaters all 
year long, Traveling with them Buddy was introduced to show 
business right from the start. At about 21/a years of  age, he was 
toddling about the back stage and pit area and stood hour after hour 
watching the drummer. About that time, the drummer let him tap 
the snare drum and, very soon thereafter, Buddy was standing up to 
the drum set with foot on pedal and sticks on the snare drum, 
playing after the last evening show: 

The drummer soon pointed out to the Rich parents that Buddy 
was very proficient on the drum set and less than three years of age. 
Thus it was that he became the centerpiece of the Rich & Rich 
vaudeville act. His parents dressed him up in a sailor suit complete 
with flat-topped cap and ribbons. His Ludwig & Ludwig set was 
painted "Traps, the Drum Wonder" on the front head and a small 
"Ludwig" at the bottom. 

The curtain would open and all the audience would see was the 
drum set, but they could hear a rapid rhythm and see an occasional 
stick flash up from behind the bass drum and then the boy wonder 
would step from behind the bass drum at the conclusion of his 
opening unaccompanied solo to a thunderous ovation. With this 
song, dance, and drum act the three Riches toured the United States 
and Australia until sound pictures replaced the silent picture era 
and vaudeville lost its attraction to the general public. This was in 
1928-29. 

Within this ten year or so span Buddy, of course, grew taller. So it 
was necessary to stop at the Ludwig & Ludwig factory in Chicago to 
get measured annually tbr a larger diameter bass drum. My father 
remembered well these annual visits of  the Riches - father Bernard 
and son Buddy. The bass drum they would order was increased in 
diameter about two inches with each visit until the family was 
carrying around a 36" bass drum designed to continue to hide 
Buddy at the opening of the act. 

I f  there was something that annoyed Buddy during these factory 
visits, he would express his anger in no uncertain terms, sometimes 
stamping his feet on the floor boards to get his way. Even then he 
was the temperamental star! One might say that Buddy Rich's 
fabulous rhythmic sense and timing came from the earlier tap 
dancing abilities of  his song and dance team mother and father in 
the teens of this century! 

I first met Buddy Rich in the "Hickory House" bar and grill on 
West 52nd Street in New York in 1938. He was playing with the Joe 
Marsala quartet on a raised band stand near the bar. He was 21 
years of  age and was a sensation even then! Naturally; I was 
interested in getting him on my drums which were ~VFL drums at 
the time. NIy dad had just started up again in 1937 after leaving the 
company he had founded in 1909 which he had sold to the Conn 
Corporation of Elkhart, Indiana in 1929. 

1938 was the dawn of the swing era and people flocked into the 
intimacy of  the Hickory House for good food, drink, and to hear this 
swinging quartet sparked by Budd): It was tough to get to speak 
with him since everyone clamored for his attention whenever he got 
offthe stand. Finally, by staying very late, I was able to talk with him 
and get to know him well. But when it came time to talk about 
changing drums he said, "No thanks, I 'm happy with this set, and 
besides it isn't the drums that makes it, it's the fellow behind the set" 
Seeing my hang-dog expression he relented a little and said he'd try 
one of our snare drums i f rd  bring it around. Several days later I did 
just that, but he said it would have to be no charge, and since I 
couldn't afford it being a new company, nothing ever came of it. But 
he did like the W F L  twin strainer drum very much. 

Some years later - after World War II - when he was playing in 
the Panther Room of the old Hotel Sherman I enticed him up to 
Roy Knapp's big drum studio, which was largely supported by the 
GI  bill of  rights. The accompanying picture shows Buddy sounding 
offon a W F L  16"x16" tom tom. Roy Knapp is to the left in the 
picture and a much younger Bill Ludwig Jr. (yours truly) is standing 
in the middle. Buddy played a real fast lick on this tom tom and Roy 
said, "You've got the sticking wrong -  you can alternate the sticking 
there?' Buddy replied: "Listen- I 'm the fastest there is and I can play 
single sticking just as fast as you can play double sticking," and with 
that burst into the most amazing display of percussion pyrotechnics 
either of us had ever seen. It brought all the students and instructors 
from all the studios in the percussion school. Everyone gasped in 
utter amazement and when Buddy finished he turned to the 
startled crowd of youngsters and teachers and said: 'Any questions?" 
And was greeted by stunned silence followed instantly by thunder- 
ous applause. Roy said, "I've just witnessed a miracle, he's God 
himselfl" 

We all laughed at that and I drove Buddy back to the Sherman. 
He said, "He (Roy Knapp) is a nice elderly fellow, but I don't believe 
in all that teaching and practicing- I believe you practice when you 
play." I replied, "That's easy for you to say being as gifted as you are, 
but that doesn't work for most ofus~' He shrugged it off. 
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Roy Knapp, William E Ludwig, Jr., and Buddy Rich in the late 1940s 

On another occasion I witnessed Buddy and Emie Byfield (the 
manne r  of  the Panther Room) in a heated argument. Ernie was 
asking Buddy to play quietly during the first set while the guests 
were eating and then he could let go in the second set when the 
diners would be finished with their dinners and would get up to 
dance. Buddy replied: "Listen, you, here's my drum sticks - you go 
up and lead the band and I'll stand here and seat the people: And 
with that he spun on his heels, marched up to his band, sat behind 
the drums, and proceeded to blow everyone out of  the place! Ernie 
Byfield said he would never have that band back again! 

The same thing happened in a ballroom in Calumet City on 
Chicago's south side. The ballroom owner asked Buddy to have his 
band play some slow tunes for the young couples on the floor. 
Buddy said: "You run the dance hall and I'll run the b a n d -  O.K.?" 
And proceeded to play one fast and loud tune after another. In a half 
hour the room was half empty and the owner was really hot. Shortly 
thereafter the room closed. One time with Tommy Dorsey in 1941 
at the Commodore Hotel in New York, the singer asked Buddy to 
play pianissimo- not Budd1~ he just opened up all the more and he 
and the singer almost came to blows. 

On another occasion just a few years ago when he was touring 
with his big band on a series of  endless one-nighters he told the 
band: "You guys are playing like high school musicians so I 'm going 
to pay you like high school musicians." Immediately, the band 
shaped up! 

In about 1952, he was playing racquet ball here in Chicago and 
he factured his left wrist hitting the wall. So his left arm was in a 
sling for about a month. He still went on stage leading his band (4 
shows daily) and playing entirely with his right hand, better and 
faster than most others with both hands functioning. 

When I was first married I took my bride back stage to meet 
Buddy and he was out of  sorts and complaining about the billing, 
the stage, and the other musicians. My wife and I stood patiently to 
one side awaiting an opportunity to break in. Finally after a long 
t i m e -  maybe 20 minutes or so I had a chance to introduce Buddy 
to my wife Maggie. By this time Maggie was so exasperated that as 
we left she said, "Nice to have met you Mr. Krupa." And without 
missing a beat, Buddy said, "Same to you Mrs. Leedy: We all got a 
big laugh out of that. 
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 Drum Set 

My Friend 
Buddy Ric'i't 
Armand Zildjian 

Buddy Rich wi th  A r m a n d  Zildjian in 1985 

I have so many treasured memories of  Buddy Rich that it is difficult 
to choose just one or two. However, many of  these memories have 
become famous "Buddy Rich stories;' so let me share with you some 
of  my personal experiences which are less well renown. 

Bud@ wasn't scared to tell anyone that he was the world's 
greatest drummer. He was thought of as an extremely arrogant man, 
but in my eyes whatever he said about himself was usually the truth. 
Buddy demanded respect and total discipline from the members of 

(I his band, He always gave more than 100 ~ of  himself so why should 
they give less? His strong personality was part of his playing, if he 
hadn't been such a vociferous man he wouldn't have been such a 
wild, fiery, incredible drummer. 

One of  Buddy's favorite places to play was a club just north of 
Boston called"Lenny's on the Turnpike" He loved to play there and 
would always put on an extra special performance. I remember one 
time about 20 years ago when he was playing there with probably 
the greatest of all his bands; every player was a virtuoso. I was 
backstage talking with him as he was getting ready for the last set. I 
was telling him just how incredible I thought the band was. 
Stretching his back, then leaning back with his hands behind his 
head, he said, "You're right. And there's just nobody else who could 
hold this band together." Now many people would take that as 
conceit, but the thing is, I had to agree with him, he was right. 

Buddy simply knew that he had a God-given gift, a talent at the 
drums far beyond normality. On another occasion having just 
witnessed him execute a seemingly impossible solo I asked him 
how he could possibly manage to play all those incredible patterns 
all at the same time. "To tell you the truth;' he said, "I just get into 
the middle of something and say hands take over!" 

Of  course his technique was awesome, the greatest single stroke 
player I ever heard. One night at"Lenny's;' just as he was beginning 
a short drum solo, the stick in his right hand broke. Now, it didn't 
snap in two, but the top portion of  the stick bent to form an "E' 

shape. Instantaneously Buddy purposely began a single stroke roll 
. . .  the most perfect single stroke roll you've ever heard in your life. 
He was holding the stick with the tip of the broken top half pointing 
directly down into the snare drum! 

I was even lucky enough on one occasion to experience what it 
was like to play with Buddy Rich backing you up. It was at a big 
party I had thrown at my house. In addition, there was a drum kit 
and piano upon which I began to play. Buddy soon was sitting 
behind the drums, it was an incredible feeling... I had no idea that 
there could be so many rhythmic variations to "Satin Doll!" 

Buddy was a truly dedicated drummer, musician, band leader, 
creative genius, and a very dear friend. I shall miss him immensely. 
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T H E  C H A R L E Y  W I L C O X O N  L I B R A R Y  
OF D R U M  I N S T R U C T I O N  B O O K S  

CW-I DRUM METHOD $7.95 
CW-2 ALL-AMERICAN DRUMMER $9.95 
CW-3 MODERN RUDIMENTAL "SWING" SOLOS $6.95 
CW-4 WRIST & FINGER STROKE CONTROL $5.00 
CW-5 ROLLING IN RHYTHM $6.00 
CW-6 THE JUNIOR DRUMMER $5.95 
CW-7 DRUMMING plus HUMMIN' A TUNE $2.50 
CW-8 THE DRUMMER ON PARADE $4.00 

E X C L U S I V E  D R U M  B O O K S  

II-I01 THE LUDWIG DRUM METHOD $6.50 
ll-102 COLLECTION DRUM SOLOS $5.00 
ll-103 THE LUDWIG TIMPANI INSTRUCTOR $6.00 
ll-105 THE ART OF DRUMMING $6.00 
ll-106 THE MOELLER BOOK $7.50 
l l - l l l  AMERICA'S N.A.R.D. DRUM SOLOS $6.50 
l l - l l4  THE LUDWIG BELL LYRA and ORCHESTRA 

BELL MANUAL $6.00 
l l - l l5  THE ~UNIOR PERCUSSIONIST $6.00 

Every drummer must have ........... 
THE TRUMPET AND DRUM by John Philip Sousa 

FIELD-TRUMPET AND DRUK 

uN~rsD i~rAYl~. 

u . .~ . , , lm 

,4 collector's item. Sousa's first published 
book, written in 1886. Reprinted from the 
original with the foreword by Frederick 
Fennell. .4 book of instruction for the Field- 
Trumpet and Drum still in use in the ,4rmy, 
Navy, and Marine Corps of the United States. 
ii-I16 $4.95 

557 EAST 140th STREET, CLEVELAND,  OHIO 44110-1999 



Drum Set 

A Reminiscence of 
Buddy Rich 
with a Broken Arm: 
A Feat of Magic  
E d  S h a u g h n e s s y  

made him such an admirable figure to me in later years-  that he did 
not play the same routine things that many other name players did. 
In plain words, he didn't play it safe! That's the true mark of a great 
jazz player. . ,  and sometimes seems overlooked by many people 
who have been dazzled by the great technique of this fine artist. 

I've often been grateful to have been present "When Buddy 
Played With One Hand" and hope I've helped bring this remarkable 
happening to you. In closing, may I recommend a new C.D. release 
ofa 50's album -"This One's For Basie'-Verve #817788 by Buddy 
Rich and Band. This album has not only a blistering "Jumpin' At 
The Woodside" solo, but some great brush work on some other 
tunes - a side of Rich not often heard. 

Buddy Rich 

The word had gotten out (even to Jersey City) from the New York 
grapevine, that Buddy Rich had been playing handball and had 
broken his left arm. This was just prior to his opening with his new 
band at the Paramount Theater, New York City, in the late forties. 
We all know that common sense dictates you cancel the booking, 
right? Wrong! Buddy went ahead. . ,  and the author was in line at 
6:30 a.m. for a choice of a good seat at the first show (due to go on 
after the movie). This was when N.Y.C. had three theaters with 
name bands doing four to five shows a day, with a movie in between. 
You brought a sandwich and studied the great drummers show after 
show.., and memorized the movie. At about 10:30 a.m., the lights 
dimmed, and the stage show was to begin. 

As the stage began to rise (from below audience level) Buddy was 
kicking offa breakneck high-hat rhythm for the first tune intro. And 
as the lights came up, there was Buddy with his left arm tucked into 
a dark sling under his jacket, playing the hell out of the opening 
piece. . ,  catching every figure.., and propelling the band along as 
if all were perfectly normal! Even a teenage beginning drummer 
"knew this was a totally remarkable musical happening, but it was 
nothing to compare to the solo spot this guy performed later in the 
show. 

There is no simple way to describe how this gifted man played 
with one hand and his awesome bass drum facilit3: The only way is 
to say that he used the bass drum for powerful rhythmic underpin- 
ning at times and then combined bass drum and right hand as if 
they were two hands in myriads of combinations that were 
absolutely unbelievable - even though you were hearing and seeing 
it! The most fascinating thing of all, to me, was that in staying and 
hearing two more shows, Buddy showed the same level of creativity 
that I'd heard him demonstrate with two good hands and played 
differently on each show~ even with his disability. This quality is what 

D o  y o u  k n o w  w h o  of fers  ove r  100 d i f fe ren t  
p r o f e s s i o n a l  repa i r  services  to  a l m o s t  eve ry  
conce ivab le  pe r cus s ion  in s t rumen t?  

Rgpaircussions 
W e  offe r  such  services as: 

• K e y b o a r d  f r a m e  c o n s t r u c t i o n  

• Anhe i e r  cable t i m p a n i  
m e c h a n i s m  ins ta l la t ion 

• C o m p l e t e  d r u m  repai rs  

• C u s t o m  w o r k  

S t o p  by  o u r  b o o t h  at  this  year ' s  P A S I C  to  see 
o u r  display  and  d iscover  fo r  y o u r s e l f  why  
R E P A I R C U S S I O N S  is the  fastest  g r o w i n g  

i n s t r u m e n t  repa i r  bus iness  in the  wor ld!  

R pmrcuss ons 
22 J e m i s o n  Rd. ,  Roches te r ,  NY 14623 

Brian Stotz, O w n e r  (716) 4 3 6 - 7 6 3 0  
See us at PASIC '86, Exhibit Hall C 
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Set 

An Interview with 
Roy Haynes 
G u y  R e m o n k o  

Roy Haynes 

Considered one of the founding fathers of modern jazz drumming stele, 
Roy Ou,en Haynes was also one of the first drummers to develop the "free 
.form" style of plm, ing. His imaginative drumming has spanned more 
that three decades; a partial list of artists uqth whom he has performed 
includes Lester Young, Charlie Parker, Thelonius Monk, Billie Holiday; 
Sarah Vaughan, John Coltrane, Stan Getz, and Sonny Rollins. During 
the week prior to his PASIC '86 appearance, Mr. Haynes was in Paris, 
France, recording the album True of  False. The follou,ing resulted from 
his u,illingness to do a short inten,iew after his presentation. 

Guy Remonko: In your clinic today you mentioned that you didn't 
have a sock cymbal (hi-hat) set-up when you started playing drums. 
Did this affect your approach to the instrument? 
Roy Haynes: I was thinking about it lately and I don't really "know 
how I maneuvered without it. I know I was still in high school and 
was playing in Boston - a place in Boden Square, that's near Scully 
Square, it's an old historic area. I was working at an Italian place, I 
think it was called the E1 Plaza. There was a trumpet player named 
Cookie, a lady who played piano, and I think a guitarist, though not 

1~. / Percussive Notes 

a bass player. And, I didn't have a sock cymbal. I was playing the 
way I tried to show in the clinic with one hand (with a st ick- the left 
hand) under the cymbal and the right hand hitting the cymbal as 
you would the sock. And I would break away, to make breaks, and do 
it under piano solos. That's a heck-of-a-way to play, all night with a 
group! I guess I did have a ride cymbal. That's the way I started out. 
The trumpet player used to ask me all the time, "When are you 
going to get a sock cymbal!" I didn't have the money. I built up a set 
from there. 

GR: When you are limited like that it forces you to think 
differently... 
RI-I: Definitely! I would like to hear what it sounded like. I have no 
idea what it sounded like. 

GR: Who were some of  your early influences? 

RH:  Jonathan "Jo" Jones - f r o m  Kansas City of course. . .  Chick 
Webb, Sid Catlett, and I met Cozy [Cole] when I was a teenager. He 
played very rudimentally and I seem to have gone more for other 
broken-up, relaxed styles of playing that I had never heard before, 
such as the breaks that Jo Jones and Chick Webb would make. I 
went more for that. 

GI-I: I love the way you stretch the phrasing within a large 
structure. Were you attracted to the melodic nature of  some of  the 
early jazz drummers? 
Rt'I:  Drums were not even considered melodic during that period. 
Well, I guess Jo Jones was, yes, and Chick Webb. There was a guy 
who was in the army during that period, and he was one of  the first 
drummers I heard play a solo like... I mean ira tune had thirty-two 
bars he would play, thirty-two bars . . .  

GR: Play the form! 
RH:  Right. Now I didn't hear other drummers do that except if 
there was an eight-bar break, maybe a sixteen-bar break. One time I 
was playing with Lester Young, this was in the late 40's and Max 
Roach was in the audience. Lester was playing "Lover Come Back 
To Me," I think a sixty-four bar tune, ifI  remember correctly - it's 
long, anyhow. And I played the bridge. At the end of the night on 
the way home on the subway Max said to me, "That was a great 16 
bar solo you played" I had no idea how many bars it was, I just'knew 
from the feeling- may'be 4 and 4 or 8 and 8, you know. When I was 
a youngster and played drum solos, I would just play and wouldn't 
think in terms of bars. Sometimes I do it now; but I know what I'm 
doing. 

GR: When you started playing, did you begin on drums? 
RI-I: I had an older brother who knew a little bit about everything, 
in fact, he graduated from the New England Conservatory in theory. 
Anyhow, he had ukuleles around the house and a trumpet. I think 
he may have played the drums in one of  the high school bands. He 
had some drum sticks and I got a hold of  the drums sticks. I just had 
a natural feeling for the instrument and always wanted to play. 



~md when I was very young there was a band from South 
Carolina called the Jenkins Band. I think it was an orphanage band 
of black musicians from the South. There was one guy named 
Herbie Wright (he lived on the same street as I did) who at one 
point was a member of  that band. My father knew I was interested 
in playing drums, and he had me taking some lessons from Herbie. 
I tbrget how old I was, maybe eight or nine. Other than that, I 
learned everything playing with bands, playing with big bands in 
the early 40%. I learned rhythms, time signatures, and things like 
that. I also played violin for a little while; my mother had me on it 
when I was in fifth .grade. But other than that I didn't play other 
instruments. 

GR: Jim Chapin mentioned today that you were the first drummer 
he heard who kept the ride cymbal going when you played figures 
with your left hand. He said other drummers would stop the ride 
pattern. 
RH:  He really went back, and even knew where it was - the Royal 
Roost, I think in 1948. 

GR: And he remembered you were with Lester Young! Chapin 
talked about the shuffle having been around for a while, that 
drummers were playing the shuffle rhythm in both hands, and then 
some drummers thought a few of  the notes could be left out - not 
played. He seemed to suggest that hand independence could have 
evolved from the shuffle. 
RH:  The shuffle was hard to do, but really sounded good. There 
were some blues singers who wanted only a shuffle beat behind 
them. There was a guy who played with Dizzy Gillespie from 
Philadelphia... Jones, I don't remember his first name. He could 
play a shuffle! Then there was another older guy from Brooklyn 
who used to play with Frankie Newton. He had a mean shuffle, it 
sounded so ihll. 

GR: Did you ever work with rhythm and blues groups? 
RH:  No, I never had to; it wasn't necessaD: But there were different 
times when I played a show, maybe in a theater with a band I would 
be appearing with, for a singer who wanted a shuffle or a certain 
back beat. But I never had any jobs where I had to do it. I guess I was 
tbrtunate, I was working with a lot of  the innovators in music. 
Betbre that, however, sometimes I played for dancers, and there 
were certain things that they wanted-  a back beat. We called it 
choppin' wood. 

GR: Were you influenced by tap dancers then? 
RH:  I ,guess I was. I used to play for them. 

GR: During your extended solo today you brought the sock out to 
the front of the stage and really worked out. You had some 
dance-like moves and even used the floor as a bass drum. 
RH:  (Laughing) Oh well, I used to do that, too! In fact, last Sunday 
when I was in Paris listening tO the tapes at the recording studio I 
didn't sit down at all. I was dancing through the entire playback. 
There were three sets of three hours each and I stood up and 
danced through the whole thing. I was so excited, it felt and 
sounded so good. I was dancing, tap dancing, and everything. 

GR: Talkin~ about feeling good, "Now He Sings, Now He Sobs" is a 
classic. How do you feel about it today? 
RH:  At the time we were in the studio for two days and each day I 
played a solo. Listening to the material after it was put together, I 
could tell one day from the next. One day I felt a little more in the 
pocket-  more into i t -  than the other day. It was a great experience. 
We did Chick Corea's compositions and they were very interesting 
for a drummer to play. He played very percussively. In fact, he kept 
one of  my cymbals - I had one of  those flat r ides. . .  

GR: I was going to ask about that cymbal. 
RH:  Many people ask about it. A lot of people thought it was his 
cymbal because he kept it when he started Return to Forever: he had 

his drummers use that same cymbal and he played the p iano-  away 
from the electric stuff. We got together years later-  Miroslav 
Vitous, Chick Corea, and myself-  and we played again. Every place 
we played it was a big thing; but naturally, it was different then, 
though we played one or two of the same tunes. Then he gave me a 
flat ride, I guess he felt he owed me something. We've got a new 
record coming out now. It was made in Europe, live also. ECM just 
sent me a copy. It should be in the stores an}, day. 

GR: Is this the cymbal that was lost? 
RH:  Oh no. That just happened during my last trip to Paris. I lost 
my trap case with all my cymbals and my snare drum. I had wanted 
to play that set and record with it; instead I had to get all different 
stutt! We were in a club in Paris, called the Magnetic Terrace for five 
days. So I had those few days to get together with the drums and 
make them get my sound. It worked out beautifully! I got an old 
snare drum and a set, and took the snare drum to a drum store. The 
same man who let me borrow his personal cymbals put a new head 
on the snare drum and tightened all the screws. It sounded 
beautiful! You know, drummers had been saying, "You're not going 
to be able to play those drums because they sound terrible" Well, 
when they would come into the club, man the drums - I had them 
tuned up, and they sounded great! Luckily I had another pedal with 
me, Ludwig Speed King, and I took it apart and oiled the whole 
thing and it felt good. So it ended up being a very good record date. 

GR: Fantastic! We're so pleased that you were able to be part of  this 
PAS Convention. Your contributions to the music and jazz 
drumming are being discovered by young drummers all the time - 
in short, you've influenced a lot of us. 

Guy Remonko is associate professor of music at Ohio Universits: 

Octopusw" 
Pat Pend 

T h e  FOLDING O r c h e s f r a l  C y m b  ' ' - '  

PHOTOS BY LOIS PROUTY 

Folds to almost fiat position for easy storage. 
I/s'r 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: 

PRO , .. , '-  cJ-0- i 3 
POST OFFICB 350, BRONX~ NY 10471 

also available at: 

NEW YOIqK'$ PERCUS,~ION HEADOUARTER$ 

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

Telephone: (212) 840-3057 
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Is The Name 

What's in a name? Everything. First there was SONY, then HONDA and TOYOTA, and now KORI. KORI 
instruments are renown for their beauty, innovation, and dependability. Our warranty and expert service 
are unsurpassed in the industry. You already know us by the company we keep: Bob Becker and NEXUS, 
Bill Moersch, dulie Spencer, the percussion departments at Eastman, Illinois, Michigan and many others. 
If you want to learn more about KORI, just listen to our instruments. Where you see KORI, you will hear 
great sounds! 

If you have listened, than you may wish to write or call 
Larry Kaptain, our Artist in Residence, for further information. 

aOYAL OAK, MI 48087 
1313) 546-4135 

TOLL FREE (800) 521-6380 

Professional Mode/Marimbas: 5, 41/z, 41/3, 4 octaves 
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Drum Set 

Musical  
Considerations for 
Drumset 
Improvisation 
Robert Breithaupt 

()ne of the most difficult concepts to a young drumset student is 
the "fill" - that is, solo ideas and improvisational materials for the 
dmmset. Since almost all playing on the instrument is improvisa- 
tional in nature and learned aurally, it seems odd that many 
students have a difficult time creating even the most fundamental 
variation from a slxteenth-note rock fill. When discussing the 
problem, the phrase that students often repeat is, "I can't think of 
anything to play:' Below is a list of some basic considerations in 
drumset improvisation. Some are general musical considerations 
and others are techniques that deal directly with the drum set. 
These will hopefully provide the student with some insight into 
elements that can make drumming exciting and musical. 

A. Dynamics 
Dynamics can have a protbund effect on any musical presentation, 
but especially in drumming since so many young players are limited 
in their use of dynamic contrast. A simple exercise of  dynamic 
variation with an ostinato pattern can prove this point very quickly. 

B. Tempo/Rate of Strokes 
Changing the rate of  the strokes will either increase or decrease 
musical tension without a corresponding change in dynamics. A 
move ti'om eighth notes to triplets, etc. during the course of  a solo 
passage will create more rhythmic actMty and usually more 
tension, or vice versa. This exercise, either on one drum or on the 
entire set, will often produce some exciting and surprising results. 

C. Accents 
The placement of  accents can be the quickest and smoothest 
method fbr developing polyrhythmic concepts and rhythmic 
tension while retaining a consistent ostinato pattern, such as a 
triplet. The combination of accents with more broken, syncopated 
passages creates even more possibilities. An accent is a musical 
stress point and does not imply that the player attack the drums 
with rigid, unnatural strokes. 

D. "Space" (Rests and Rhythmic Figures) 
"Reading the rest" or the syncopation is often the single most 
challenging aspect to reading music. Incorporating rests and space 
to create rhythmic patterns tbr improvisation is the basic alternative 
to a never-ending string of eighth or sixteenth notes. A combination 
of written, syncopated materials, aural duplication of rhythms by 
the student, and the technique of verbalizing or "scatting" rhythms 
make up an effective package of skills to use in presenting these 
ideas to a student. 

E. Double Strokes/Sticking Patterns/Unisons 
The use of sticking patterns tbr improvisational material is 
becoming more prevalent in method books and in the general 

pedagogical approach of drumset teachers throughout the country. 
Sticking patterns are being used in basic time playing to create 
rhythms and style patterns as well as for improvisation, especially in 
linear concept. The use of  double strokes has been associated with 
jazz drumming over the years; however, recently the strongest 
young players in all styles have been well versed in the language of 
controlled double strokes and various sticking patterns. The most 
fundamental three and four-note groupings can provide a totally 
different texture to the drum set and provide insight into a new 
dimension for many students who are limited to patterns and solos 
consisting primarily of alternated strokes. 

The terms "polyphonic" and "multi-track" have become 
synonymous with contemporary music. It is regrettable that many 
drummers continue to have difficulty comprehending the 
polyphonic concept ofunisons between hands and feet on the drum 
set. Simple exercises which couple the limbs together will begin to 
open up some possibilities. 

E Hand-to-Foot Distribution 
Distributing rhythmic figures between hands and feet can be one of 
the most impressive techniques from the listener's perspective and 
one of the most frustrating from the player's perspective. In the 
elements mentioned above the emphasis has been generally on 
development of  the hands. Most players would agree that good 
hand technique is essential, but not an end in itself in light of  the 
complicated nature of  much of today's music. There are a variety of  
texts available that, with some qualified guidance, offer unlimited 
possibilities for developing these techniques of independence, both 
for time playing as well as for solos. 

G. Motion 
A performer who is an effective improviser will generally have 
command over the three basic types of motion used in the drum 
set: parallel, oblique, and contrary. 

Parallel: the most common motion on the drum set; movement 
of  both hands in the same direction, often on the same drum. 
Oblique: one hand remains stationary, one moves. This is one 
technique often marking the beginning of melodic conception 
on drum set. 
Contrary: both hands go in different directions; a technique that 
can be the most challenging and provide some of the most 
interesting results. 

H. Special Effects 
Considering what many young players play upon when asked to 
improvise, all instruments on the standard drum set beyond the 
drums themselves can be viewed as "special effects" The limited 
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amount of  time that many drummers in their early endeavors at 
improvisation use cymbals compared to drums is cause tbr 
reflection. Why not play a section on cymbals? When used with 
moderation and where appropriate, such special sounds are like 
spices for cooking: they add zest to the end product. 

I. Random Use  of All  Elements 
The student should be encouraged to think about each of these 
elements when constructing an improvisation. A basic figure or idea 
can be altered simply by applying one or more of the above. Bass 
drum may be incorporated into the improvisation as an independent 
voice or may simply maintain the pulse for the improvised mawrial. 
Finall~ the student must develop ability to listen carefully and 
critically to all styles of music. This is a very essential element in the 
learning process for drum set and should be engaged in at all times. 
Thus, to briefly recapitulate, increased awareness of  basic elements 
of  effective improvisation and of making music in an organized 
manner, coupled with appreciation of those drumset players who 
are the most successful musicians, can aid students of all levels in 
becoming stronger and more well-rounded peflbrmers. 

Robert  Breithaupt/s professor of percus.~on at the Capital University 
Consert,atorv of Music and Drum Set Forum ediwr for Percussive 
Notes. 

R i c h  H o l l y  
associate editor 
Features 

Now Available by direct mail from Action Reaction U.S.A. 
THE PREMIER BOOK O N  LATIN AMERICAN PERCUSSION 

LATIN AMERICAN PERCUSSION 
Rhythms and Rhythm Instruments 

from CUBA and BRAZIL 
by 

Birger Sulsbr~ick 

183 page book and three cassettes ...... $ 39.95 

Tito Puente Johnny Rodriguez 
Louie Bellson Ed Thigpen 

John Beck, Eastman School of Music 
Ron Fink, Percussive Notes 

Mark Hurley, Modern Drummer Magazine. 

Each of these Multi-Percussionist agrees, that this is the Premier instruction book & cassette pack- 
age on Latin Percussion Instruments. We are sure that you will too! 

Order from Donald Meade/Action Reaction U.S.A. 617 East 83rd Street, Chicago, 
IL 60619. Please send U.S. money order or check with your order. $ 39.95 + $ 2.00 
postage & handling. 
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Percussive Arts Society 
International Convention 1987 

Program 

October 28-November 1, 1987 
Adam's Mark Hotel, St. Louis, MO 
Norman Goldberg, Host 

Pre-Convention 
Conference  on  "Percussion and Timbre  Elaboration" 
Edison  Theatre,  Wash ington  Universi ty  

Wednesday, October 28, 1987 

11:00 a.m. 

1:30 p.m. 

2:00 p.m. 
3:00 p.m. 

4:00 p.m. 

8:00 p.m. 

Concert: Plot by Herbert Bran. AI Otte, 
soloist; Snare Drum For Camus by Joseph 
Celli. University at Buffalo Percussion 
ensemble (Jan Williams, director); Madri- 
gals by George Crumb. Marlene Ralis 
Rosen, soprano; Oberlin Conservatory 
Ensemble (Michael Rosen, director) 
Introduction:The Conference Theme: 
Percussion and Timbre Elaboration. Jean- 
Charles Francois 
Presentation: GeoNe Crumb, composer 
Presentation: Herbert Bran, composer; 
t~aturing the percussion trio Elements 

Panel Discussion: Jean-Charles 
Francois (University of California-San 
Diego), moderator; Rich O'Donnell (St. 
Louis Symphony); Allen Otte (College 
Conservator~; Cincinnati); Michael Rosen 
(Oberlin Conservatory); Michael Udow 
(University of Michigan); Jan Williams 
(State University of New York, Buffalo); 
Robert \Vykes (\Vashington University ) 
Evening Concert: Quiet by David 
Macbride, University at Buffalo Percussion 
Ensemble (Jan Williams, director); Dunbar's 
Delight by Robert Erickson. Dan Dunbar, 
timpanist; Makroko.~mos IlI by George 
Crumb. Rich O'Donnell, Tom Stubbs, 
percussion; Hinomi by Michael Finnissy. 
Jan Williams, soloist; At Loose Ends by 
Herbert Bran. Percussion Group- 
Cincinnati 

Program subject to minor changes prior to convention. 

Sponsors are noted above or below the artists'names. 

Convention 
Adam's Mark Hotel 

Thursday, October 29, 1987 

8:00 a.m. 
9:15 a.m. 

10:00 a.m. 

11:00 a.m. 

11:00a.m. 

11:00 a.m. 

12:00 noon 
12:00 noon 

12:00 noon 

Registration opens 
Opening Ceremonies: Norman Goldberg, 
host 
Panorama '87: Massed Steel Bands. 
Robert Chappell, coordinator; Clifford 
Alexis, composer & arranger; Leonard 
Moses, drums, with the University of 
Akron Steel Band (Larry Snider, director); 
American Conservatory of Music Steel 
Express (Mark Smith, director); Brigham 
Young University Steel Band (Ron Brough, 
director); Harper College Steel Band 
(Stephen Sweigart, director); University of 
Illinois Steel Band (Thomas Siwe, director); 
Indiana State University Steel Band (Tim 
Peterman, director); James Madison 
University Steel Band (C. William Rice, 
director); North Texas State University 
Steel Band (Robert Schietroma, director); 
Northern Illinois University Steel Band (G. 
Allan O'Connor, director); St. Bemard- 
Elmwood Place High School Steel Band 
Clanet Davis, director); University of South 
Dakota Steel Drum Band (Courtland 
Swenson, director); Stainless Steel and 
Waubonsee College Steel Band (Steven 
Sweigart, director); West Liberty State 
College Steel Band (Mark Williams, 
director); and Western Illinois University 
Steel Band (Richard Cheadle, director) 
Clinic: George Marsh, Drum Set (Drum 
Workshop) 
Lecture: Ward Hartenstein, Sound 
Sculpture 
Competition: Marching Solo Contest 
for Snare Drum, Multi-Tom and Mallet- 
Keyboard 
Clinic: Brad Stirtz, Vibraphone 

Lecture: William E Ludwig, Jr., 
A History of Percussion (Ludwig/Musser) 
Exhibits open 
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1:00 p.m. 

2:00 p.m. 

2:00p.m. 

2:00 p.m. 

3:00p.m. 

3:00p.m. 

4:00 p.m. 

5:00p.m. 
7:30 p.m. 

10:30 p.m. 

Concert: Gideon Fell Alorwoyie and 
the Chicago Gahu Club (American Conser- 
vatory/Steve Weiss/JAG Drums) 
Clinic: St. Louis Symphony Percus- 
sion Section, Orchestral Percussion. 
Rick Holmes, timpani; John Kasica, Rich 
O'Donnell, Tom Stubbs; percussion 
Lecture: Tom Oldakowski, Electronic 
Percussion (Korg) 
Meeting: PAS Board of Directors, John 
Beck, presiding (open to membership) 
Clinic: Steve Houghton and Emil 
Richards, Odd Meters (The Musicians 
Institute) 
Panel: Women In Percussion, You Can 
Make It Happen!, Judi Murray, moderator; 
Terri Lyne Carrington, Kathleen Kastner, 
Linda Maxey, Lauren Vogel, panelists 
Concert: Evelyn Glennie, Solo 
Percussion (Sabian, Ltd) 
Exhibits/Registration close 
Evening Concert: Harvey Warner, 
Electronics and Percussion; with Larry 
Borden, Chris Brooks, Bill Hill and Martin 
O'Connor in new works by composers 
Kenneth Schermerhorn, Paul Zonn and 
others (Pearl) 

PASIC '87 Jam Session 

FREE BROCHURE 
on the world's 

simplest mufflers. 

Friday, October 

8:00 a.m. 
9:00 a.m. 

9:00 a.m. 

9:00 a.m. 
9:30 a.m. 

10:00 a.m. 

10:00 a.m. 

LI:00 a.m. 

1.l:00 a.m. 

11:00 a.m. 

12:00 noon 

12:00 noon 

1:00 p.m. 

l:00p.m. 

l:00p.m. 

1:30 p.m. 

2:00p.m. 

2:30p.m. 

I 
| Having a tough time getting five seconds to install. Plus, | 
" that "right sound" from your they can be stacked or i | snare drum and toms? Sire- trimmed to meet your exact 
" pie, inexpensive ZerOrings TM needs. 
I can help. Send us this ad today. In | 
. ZerOrings cling right to the return, we'll rush more in- . i | outer edge of the batter head formation to you and lead 
. and eliminate unwanted you to your local ZerOring 2 
| drum ring. They take about dealer, il , 
| ~ N O B L E  & C O O L E Y  D R U M  C o  i |  - -  

WATER STREET, GRANVILLE, MASS. 01034 . I 
~ i  i m m i i i i I m m m i i "-~ 

3:00p.m. 

3:00p.m. 

4:00 p.m. 

5:00p.m. 
5:lSp.m. 

7:30 p.m. 

30, 1987 

Registration opens 

Concert: P/kS National College Ensemble 
Contest Winner 
Meeting: PAS Committee Chairmen 
(Robert Schietroma, presiding) 
Exhibits open 
Competition: Marching Forum, Ward 
Durrett, coordinator (Memorial Arch Stage) 
Clinic: Terry Bozzio and Sonny Emery, 
Drum Set (Rome) 
Lecture: Ron George, Ballad Console 
- The Instrument 
Clinic: Norbert Goldberg, Latin 
Percussion Instruments and Styles (Latin 
Percussion) 
Lecture: Alex Jacobowitz, MichaIJtzef 
Guzikow: 19th-Century,~,lophone Virtuoso 
Meeting: PAS Education Committee 
(Garwood Whale!~; presiding) 

Clinic: Sam Denov, Cymbal Tech- 
niques (Avedis Zildjian) 
Lecture: Laurence Kaptain,"The Wood that 
Sings'5 Aspects of the Marimba in Chiapas, 
Mexico (Kori, USA) 
Clinic: Steve Smith, Drum Set (Sonor 
Percussion) 
Lecture: Mervln Britton, Aesthetic 
Perception 
Meeting: Percussive Notes Editors 
(James Lambert, presiding) 
Auditions: St. Louis Symphony Orchestra 
Section, Mock Symphony Auditions (Powell 
Hall). A session on preparing for orchestral 
auditions will follow the last audition. 
Concert: State University ofS~o Paulo . 
Percussion Ensemble (John Boudler, 
director), Works by Brazilian Composers 
Papers: Reading session tbr research- 
oriented and technical papers on aspects of 
percussion (Robert Schietroma, chair) 
Clinic: James Campbell and the Cavalier 
Drum & Bugle Corps drumline, Musical 
Development of the Marching Percussion 
Ensemble (Yamaha) 
Lecture: Kristan Phillips, Timpani Tech- 
niques, Approaches and Recent Mallet 
Innovations 
Concert: Bill Molenhof, Marimba 
(Musser/Ludwig) 
Exhibits/Registration close 

Meeting: PAS Sustaining Members 
Advisory Council (Sandy Feldstein, presid- 
ing) 

Evening Concert: Dance and Percus- 
sion: Equilibrium, Burning Feet, and the 
Katherine Dun_ham Dancers wiU join tbrces 
in an evening of dance works i~aturing 
percussion. (American Theatre) 
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10:30 p.m. PASIC '87 Jam Session Sunday, November 1, 1987 

S a t u r d a y ,  O c t o b e r  31, 1987 

8:00 a.m. 
9:00a.m. 
9:00 a.m. 

10:00 a.m. 

10:00 a.m. 

11:00 a.m. 

11:00 a.m. 

11:00 a.m. 
12:00 noon 

12:00 noon 

1:00 p.m. 

l:00p,m, 

l:30p.m. 

2:00 p.m. 

2:00 p.m. 

3:00 p.m. 

3:00 p.m. 

3:00 p,m, 

4:00p.m. 

5:00p.m. 
6:00 p.m, 
7:00p.m. 
8:30 p.m. 

10:30 p.m. 

Registration opens 
Exhibits open 
Concert: PAS National High School 
Percussion Ensemble Winner 
Clinic: Efrain Toro, Electronic Drum Set 
(Roland Corp.) 
Lecture: Bobby Christian, Total Percus- 
sion (Ross Mallet Instruments) 
Clinic: Dave Friedman, Vibraphone 
(Musser/Ludwig) 
Lecture: Robert 8nider, Problem SoMng 
in the School Band Percus~on Section 

Auditions: Mock All-State Auditions 
Clinic: Christopher Lamb, Orchestral 
Percus~on (Sabian, Ltd.) 
Panel: Marching Percussion. Fred 
Santbrd, moderator (Yamaha); J. Michael 
Back (Ludwig), Ralph Hardiman (Pearl) 
Clinic: Gregg Bissonette, Drum Set 
(Avedis Zildjian) 
Panel: PAS Auditions Committee, 
George Frock, (University of Texas), chair- 
man; Richard Gipson (University of 
Oklahoma), Lynn Glassock (University of 
North Carolina), Rich Holly (Northern 
Illinois University), James Lambert (Cam- 
eron University). A report on the Mock 
All-State Auditions held earlier in the day 
will be given. 
Lecture: Garwood Whaley, Music Featur- 
ing Percussion with School Band or Orchestra 

Clinic: Alan White, Drum Set (Ludwig/ 
Musser) 
Lecture: Cosmo Barbaro, Teaching 
Rudiments to Beginning Drummers (Regal 
Tip/Calato) 
Clinic: Gordon Stout, Marimba 
(DeMorrow) 
Lecture: Nell Grover, Creative Tech- 
niques for Tambourine Playing (Fall Creek 
Marimbas/New England Conservatory) 
Meeting: PAS Chapter Presidents 
(Garwood Whale:~; presiding) 
Concert: Bob Becker and Sammy Herman, 
Xylophone (Kori, USA) 
Exhibits/Registration close 
Mixer/cash bar 
Hall of Fame Annual Banquet 

Evening Concert: Jazz and Steel, 
The Boogsie Sharpe Experience: featuring 
the world's foremost steel pan player, Len 
Boogsie Sharpe with drummer Toby 
Tobias, bassist Michael Nysus, pianist Ovid 
Alexis 
PASIC '87 Jam Session 

8:00 a.m. 
8:45 a.m. 
9:00a.m. 
9:30 a.m. 

11:30 a.m. 

12:00 noon 

Registration opens 
March to the Arch 
Exhibits open 
Concert: Jonathan Haas, Kettles and 
Company (Lang Percussion/Aspen Music 
Festival/Peabody Conservatory) 
Concert/Demonstration: Ralph Humphrey, 
Drum Set and Electronics (Yamaha) 
Exhibits/Registration close 

Membership in 
Percussive Arts Society 

brings you: 
contact with fellow professionals 

of the highest caliber 

excellent publications 
that keep  you informed 

on your percussive interests 

one of the best annual conventions 
anywhere 

Encourage  your friends 
in percuss ion  to join! 

| | 
If you're a discriminating Dynamic. Resonant. And | 

II drummer who's more inter- they have the classiest 

i ested in quality and sound finishes and hardware 
than price, you're in for ' around. 
a real treat. Send us this ad today. | 

I| Noble & Cooley's new In return, we'll rush more 

i CLASSIC SS" handmade information to you and 
maple snare drums are schedule a demo at your 
incredibly sensitive. Crisp. favorite drum shop. ! 

! 

I    ,GRANVl'LE, MASS 010  I 
m m m m m ~ ~ ~ m m ~ m m 
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PASIC '87 

M a r c h  to the Arch 

Three Camps o r  P o i n t s  o f  W a r  

Three Camps was used by the United States Army during its early 
years as the first of  a series of fife and drum marches played at 
Reveille. It  was part of  the daily musical routine known as The  
Camp Duty which field musicians performed to signal the regular 
events in the soldiers' day, such as meals, surgeon's call, and 
bedtime. Bruce and Emmett's celebrated The Drummers' and Fifers' 
Guide of 1864 describes Reveille as follows: 

"At a certain signal, all the Field Music (Drummers and 
Fifers), assemble at 6 o'clock a.m. (or earlier in some 
seasons), and play the following pieces, which are 
connected by rolls on the d r u m . . .  Three Camps... 
Slow Scotch... Austrian... Hessian... Prussian... The 
Dutch.. .  Quick Scotch..." 

Most printed editions of  the music use a rather cryptic notation 
which serves only as a guide to actual performance, the correct 
interpretation being passed down through the years from teacher to 
student. 

- Frederick Fairchild 
PAS Historian ~eder ick  Fairchild 

The traditional rudimental solo, "Three Camps," shown first in one of the old style versions 
and then with abbreviations to illustrate the rhythmic interpretation, There is an interesting 
discussion of "The Three Camps" by John Pratt in The Solo Snare Drummer, I, by Pratt- 
Schinstine-Moore, published by Permus Publications, 1985 which provides some historical 
background, this old style notation, and "modern triplet notation," 

Three Camps, or Points Of War 
Tradi t iona l  ca.  1812 

as arranged by Bruce & Emmett, 
1st CAMP 1862 

Drum |! ,~M ~ ~ . . . .  ~ . . . .  ~ * °*.~ . . . .  i ~ . . . .  ~ . . . .  ~ ° * °.~ . . . .  i ~ . . . .  ~ . . . .  ~ . . . .  ~ . . . .  i 

11 112 I 2nd CAMP 

il i 

J2 I 3rd CAMP 

I1 i 
i.~ -~-]~W~ I~WI ~ i i ~ n ~ i ~ i = i / ~ W = i N T i i ~ f = i ~  
"~'  1~ '~ '~ ' ' ,~ '~ '5 ~ ' ~ ~ ~ ' " 

Reprinted with the kind permission of Permus Publications, Columbus, Ohio. 
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J = 108 

"March to the Arch" Cadence  
By Jay Wanamaker 

l l J l -  . . . .  / . . R .  L R  E L  ~_ ~. L - -  ~ . L ' "  ~ [  E - "  

> >  3 
. . , ,  I I k l  ~ k k [-J=J=J 
i ~ .  ~ "= ; "r - " -  - -  -; . , - ' ~  

" ~  ,r r "pr Ej"p'~pf 
,, ~- .~ . . [ ' -  S _ .{ . .~; . .~ - 

L _ ]  

> 3 > 3  3 > > 3  

[. [z ' -  L~ -  . . . .  E L  . . . .  

U L  L E  P,.~ 

f f P[ 

• 1. I I~-. 

T_E.E-~T_- . . . .  Eiz.--" [ ~ . L - ' ~ .L  . . . . .  r ~.'- 

~ , r  : : , ~  , ~, 
R.. R. /! R. 

u-' P' ~ f U ' P'~.O f 

,,11. ~ m > F~ ~l  ~ r~ ~,>~ 

l l l[:r r r - r r  r r r ," r, r 

~ I ' - - J .F r~  = - ~  - - . . . .  - : : 

R L~ .  L ~ . L  L ~ . T _ [  

r r r - . r u r  r ~ r  c r c--.rrr 

± .  > >  I -.12> ~. > 

> >  II  > >  
i , L  k !  . ! ! !  ~ L k! 

P,. I ~- 
. . . . . .  II . . . . .  

r ' p ' p r  ]1 r 
,, .> . .> .  , , . > . . > .  

- " - 2 r  

Repeat cadence ad lib 
i i 

_ BROADWAY l -K'-I -b'-N~-H- ~ -I~- -z~- - d"J ' ~ - - A S S E M B L Y  POINT 

OLD I | l  
COURTHOUSE I W l  

51Vl "ksTART,.G PO,NT 
- -  FOURTH + STREET + 

~, ! ADAM'S ! 
I ~ l i  MARK ; 
ILU I I  z 
I Z I I  I 

,P, IOI= . . . . .  J 

t~j 
L DRIVE 

D 
I I 

J i 
I l 
: A R C H  : 

i _ _ . _ _ _ _ _ j  

WHARF STREET 
~ L  
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The Three Camps 

1st CAMP 
r-3--a ~-3--a 

(In Modern Triplet Notation) 

A r r a n g e d  by J o h n  S.  P r a t t  

1 RL L RRLRRLLRLLRRLLRRLL 2 R L R a R L R L 

4 R  L R ~ R  L R a R  L R 
2nd CAMP 

7 R  L R L a R  L RLL RRLLRR L 9 R L R L 

l °R  L R L t t R  L R L t2R L R L 
> 5 > 5 > 10 > > 5 >  5 >  I 0  > > ~ >  5 >  5 ~ -  5 

taR L R L t4R L R L t ~ R  L R L 

3rd CAMP 
> 5 > 5 > 10 > > 10 > >  10 > > 5 >  5 >  10 > 

t a R  L R L 17R LR L laR L R L 

t gR  L R L 2°R L R L 21R L R L 

> 5 > ~ > 10 > > 5 >  5 >  5 >  5 > 5 >  5 ~ .  10 > 

22R L R L 2°R L R L 24R L R L 

25R L R L 2aR L R L 27R 
> 3 > 3 > Tempo di marcia 

L R L 

28 R L R L RRL R 29 ao a t  02 

* (Traditionally the roll was used to break up the  di f ferent  pieces in the  Reveille, and should not  be 
subdivided as triplets but  ra ther  played as a normal  16th base roll.) 

Repr inted with the kind permission o f  Permus Publications, 
Columbus,  Ohio. 
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Blackburn & Associates Artist Management proudly presents 

Jonathan Haas, timpani 

"Jonathan Haas is a ubiquitous presence in the musical 
world...ready to fulfill his duties with consummate 
expertise." New York Times 

"Mr. Haas's confidence and musical curiosity were 
never in doubt." New York Times 

"The Paganini of the timpani." Ovation Magazine 

William Moersch, marimba 

"Exceptionally brilliant musician. A first class virtuoso." 
The Village Voice 

"William Moersch is a performing wizard, combining 
delicate touch with raw power, countless dynamic shad- 
ings and breathtaking trills and tremolos." San Jose 
Mercury News 

"A marimba virtuoso who makes one listen and holds 
an audience rapt and silent." The New Yorker 

Steven Schick, solo percussion 

"Surrounded by a battery of drums and gongs. Steven 
Schick moved with the suddenness and grace of a 
karate master." Los Angeles Times 

"Schick's supple phrasing and nuance was as eloquent 
as any violin concerto." Musical America 

"An unbelievably virtuosic rendition of Stockhausen's 
ZyKlus." NRC Handelsblad, Rotterdam 

Now booking recitals, masterclasses and concerti for 
the '87-'88 and '88-'89 seasons. 

Contact: Earl G. Blackburn 

56-C East Market Street, Bethlehem, PA 18018 

215/867-3509 
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Focus On 

Percuss ion on the March 
Marching Percussion 
Panel Discussion 
George Barrett 

This article offers a summary of the points raised in the Marching 
Percussion Panel Discussion that took place at PASIC '86. Participating 
in the discussion were five of the leading names in marching percussion: 
Mike Back, Spirit of Atlanta Drum and Bugle Corps; Rob Carson, 
marching percussion marketing coordinator, Remo, Inc.; Thom 
Hannum, Garfield Cadets Drum and Bugle Corps; Fred Sanford, 
educational product consultant, Yamaha International; and the 
moderator, Jay Wanamaker, market development manager, Yamaha 
International. 

J. Wanamaker: Mike, [Back] your high school drum line at Walton 
Senior High School plays with matched grip but your drum corps 
plays with traditional grip. And this is the case elsewhere, too: a 
large percentage of drum corps lines are playing with traditional 
grip while in high school situations we see so many, matched-grip 
sections. Could you explain why you teach the grip one way with 
your high school and the other way with your drum corps? 
M.  Back: When I started teaching the corps in 1982 the line was 
already playing traditional grip. Having marched in the line and 
played traditional grip, I preferred this grip and how it looked 
stylistically. At the high school level, the younger player tends to 
understand the concepts of  matched grip much easier and to learn 
the grip much faster. With traditional grip, it takes longer for the 
player to become comfortable with the grip. 

J .Wanamaker:  Fred [Sanford], you had the opportunity of  working 
with the Santa Clara Vanguard Drum and Bugle Cows when it 
made the transition from traditional to matched grip. Santa Clara 
was one of the first top tweh'e corps to utilize matched grip. Could 
you explain this transition, and why you made the change to 
matched grip? 
17.. Sanford: In 1977 the corps was going through a large turnover in 
personnel - basically, we were starting the line over from scratch. 
Vv'e had found that some players were having a problem making a 
natural transition from bass drum to tri-toms to snare drums. Some 
of the players would make the transition from matched to traditional 
grip very easily but others would struggle for four to five months, or 
sometimes a year until they became comfortable with the new grip. 
Another factor in the change was our experimentation with snare 
drum carriers. We were trying to establish a uniformity of  drum 
heights and angles. With this leveling of the drums, we found that 
players using the traditional grip lost some leverage and tended to 
drop their left shoulders to try to increase the leverage and the 
rotation of the wrist. The dropping of the left shoulder was causing 

many other problems. So after talking to the players, we decided 
that matched grip would work out the best for the line. 

J. Wanamaker:  In 1985, the Percussive Arts Society tbrmed a 
committee to help revise and update the twenty-six standard 
American drum rudiments. Rob Carson, Fred Sanibrd, and I served 
on this committee. A book and recording on the forty international 
drum rudiments, by Alfred Publishing and under the jurisdiction of 
the PAS, has now been released. Rob [Carson], you were very active 
in the creation of these txvo publications. Could you tell us about the 
committee's work. 
R. Carson: The project was initiated by a large number of people 
who were concerned about establishing consistency in communica- 
tion of rudiments. \Ve had found that a lot of  Swiss rudiments were 
being written in the literature published today, and that those 
rudiments were starting to be called and named in many different 
ways. It was felt that the names should be standardized and made 
available in a listing, thereby allowing them to be played and taught 
much easier. The intention was not to take anything away ti'om the 
original ~'enty-six rudiments, but to add the Swiss rudiments that 
have become a standard part of  rudimental drumming. 
E Sanford: Another reason for the update was to put the rudiments 
into thmily groups - they were divided into four groups: roll, diddle, 
flare, and drag. The original twenty-six rudiments had not had such 
an organization. It was felt that structuring them would be an 
educational aid to teachers. 
R. Carson: \Ve also created a listing called the "Essential Seven 
Rudiments 7 which came about atier hearing the views of players 
and educators [rom the United States and Europe. The consensus 
was that these basic seven rudiments - single stroke roll, multiple 
bounce roll, double stroke roll, five stroke roll, single paradiddle, 
flare, and drag - were the most important tbr a beginning player to 
learn. There is still some debate over what the initial rudiments 
should be, but the concept that there are basic rudiments that 
should be taught to beginners first has caught on. 

J .Wanamaker:  For the advancement of  our field it is important that 
we who are in it write books and articles, compositions and 
arrangements. (And it also goes without saying that most of  us like 
to see our names in print, collect royalties, and enjoy a certain 
amount of fame!) Thorn, [Hannum] you have had a number of 
books and pieces published on marching percussion. Could you 
please share your views on how to go about getting something 
published. 
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Left to right: Mike Back, Rob Carson, Jay Wanamaker, Thora Hannum, and f l e d  Sanford 

7'. ttannum: It is important for people to understand that 
publishing companies aim their materials toward specific markets 
and that different publishing companies focus on bands of various 
talent levels. Columbia Pictures, for example, concentrates on 
materials for the younger, less talented bands; the firm assumes that 
the more talented bands have excellent teachers and that these 
teachers will probably write their drum solos and cadences. To the 
writer trying to get involved in pubhshing, I will say that one 
important thing is the follow-up. The interested person must make 
contact with companies and let it be known that he is interested in 
writing. Then the person must maintain contact and then possibly 
submit something to them. But most importantly, stay in contact 
with the publishing companies. 

J,Wanamaker: One of the biggest innovations in today's drum lines 
has been the introduction of the pit or front percussion ensemble. 
In fact, in the past few years drum lines have placed a large 
emphasis on it. Fred [Sanford], you were working with the Santa 
Clara Vanguard when mallet instruments were first introduced into 
the marching percussion section. Could you give us a brief overview 
of  the evolution of the front percussion ensemble. 
F. 8anford: It all started in 1974 with the formation of  Drum Corps 
International (DCI). At the rules conference it was decided'to 
include melodic keyboard instruments in the marching percussion 
section. With this decision came the development of carriers for the 
bells and xylophone. (At this time the drum hnes were limited to 
two instruments.) Then percussion compames started to develop 
more concert-like marching instruments, experimenting with 
scaled-down versions of the marimba and vibraphone, usuaUy 2 or 
21/., octaves in range. The keyboards sull had to be carried and 
trying to find a good player who could handle the weight of these 
instruments was very difficult In 1981, the rules congress voted to 
allow the instruments to remain stationary With this ability to 
ground instruments, there was a move to use concert keyboard 
instruments, which also meant the use of instruments with larger 
ranges, such as the 4 Va octave marimba and the 3 octave vib- 
raphone. With the grounding of  these instruments, DCI had to 
decide where to place them and this led to the creation of  the front 
percussion staging area. Today, the pit has expanded to the use of 
instruments from all areas of percusmon, for instance, from Latin 
instruments to tuned gongs The expansion of the pit has also m a 

very dramauc way improved many people's opinions and attitudes 
of the musical value of  the marching percussion ensemble. 
T. I-Iannum: Let me add that the use of  the pit in the marching 
band has also in a big way opened up a new realm for the band 
director. How many times in the past have band directors had, say, a 
very good drumset player or concert percussionist at their schools 
who really did not want anything to do with the marching band? 
Now with the pit, and what it has to offer, there is the opportunity 
for everyone to participate in the marching band, whereas before 
those less keen or unable to march did not have thas opportunity. 

George Barrett is assistant percussion instructor of the USC Trojan 
Marching Band at the Umversity of Southern Cahfornia. He formerly 
played snare drum for the Long Island Kingsmen and the Long Island 
Sunrisers and was assistant percussion instructor of the 1985 Bayonne 
Bridgemen (Bayonne, NJ) and the Statue of Liberty All-American 
College Marching Band. 

Dear Advertiser: 
Here ' s  the pe r fec t  s p a c e  for your  ad. 

Wouldn' t  your  p roduc t  or  se rv ice  
look g o o d  d i sp layed  in this spot? 

For m o r e  reformation 
about  how you  can  ge t  the w o r d  out 

through the p a g e s  of Percussive Notes, 
contact'. 

David Via 
A d v e r h s m g  Manage r  

Percussive Notes 
P. O. Box 697 

Urbana  IL 61801 

or call (217) 367-4098 
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Focus On 

An-State 
Percussion Auditions 
Lynn Glassock and Walter Schneider 

Traditionally; the criteria used to select 
percussionists tbr All-State bands and 
orchestras has in general been less effective 
than the methods used tbr other instrumen- 
talists. This is not by any means to say that 
the situation is stagnant. Music educators are 
constantly striving to update and improve all 
areas of audition procedures and the percus- 
sion area is certainly not being overlooked. 
Using adjudication sheets orNinally intended 
for wind players and overemphasis of 
rudiments for snare drum (when the music 
to be perlbrmed in the group is not rudimen- 
tal in nature) are just two examples of  issues 
that have been addressed and adjusted by 
many states. 

Another area of growing concern is that of 
the "accessory" instruments. While auditions 
for snare drum, timpani, and mallets are 
standard, an increasing number of states are 
now attempting to include tryouts for 
instruments such as bass drum, cymbals, 
tambourine, and triangle. The inclusion of 
this new area has advantages. There is an 
obvious educational benefit from this "total 
percussion" approach in that students are 
encouraged to be proficient on a wider range 
of  percussion instruments. The best percus- 
sionists in high school bands and orchestras 
often have little experience on the accessory 
instruments because they are usually cover- 
ing the "more important parts" Because of  
this an excellent snare drum or mallet player 
may unfortunately not play the crash cymbal 
part vet3." well in the All-State Band. 

There is little question that the implemen- 
tation of  an accessory category in All-State 
auditions is desirable. It also definitely 
requires some effort and planning by the 
state organizations. For one, new music has 
to be selected. (Audition material, including 
excerpts from standard literature, excerpts 
from the particular program to be pert~rmed, 
an&'or etudes that are specifically written to 
cover a wide range of dynamics and tech- 
niques has to be found.) Secondly, equipment 
and logistics are always a concern when 
dealing with percussion. (Instruments would 
probably need to be available, but students 
should be encouraged to bring the tam- 

bourine, triangle, and crash cymbals from 
their own school.) The extra time it would 
take to hear the accessory instruments is also 
a consideration. And of  course additional 
adjudicators might be necessary. (The use of  
additional adjudicators may soh, e one 
problem and, at the same time, create 
another: financial considerations are always 
an important thetor and each state organiza- 
tion must examine its particular situation in 
determining whether or not using extra 
judges is a possibility.) 

The Contest/Audition Committee of  the 
Percussive Arts Society has held several 
mock All-State Percussion Auditions at 
recent Percussive Arts Society International 
Conventions. During these events, the 
students were required to perform a pre- 
scribed solo or etude from each of the four 
categories - snare drum, timpani, mallets, 
and accessories. They also selected an area of 
concentration (their choice of snare drum, 
timpani, or mallets) in which they performed 
a second solo and sight-reading material. On 
each occasion, the Committee has used two 
rooms (one for the required material and 
another fbr the area of concentration and 
sight-reading) and two sets of judges. This 
not only helps from the standpoint of  timing, 
but also allows the students to be heard by 
more than one judge. This total percussion 
approach is very demanding on the students 
and the break between events has proven 
helpful. 

Beyond the PAS effort, states have begun 
including the accessory category in all-state 
auditions. One of  the first was New Jersey. 
The NJ.M.E.A. formed a committee of 
educator-percussionists, with Walter C. 
Schneider as chairman, to revise the percus- 
sion audition procedure. The result was a 
much improved audition format which 
included the accessory instruments. The 
following information- to be included in the 
new 1987 NJ.M.E.A. Handbook on Percus- 
sion Auditions - is presented here in the 
hope that it may be helpful to committees in 
other states considering changes in percus- 
sion audition procedures. 

l ~ o m  t h e  1987 N e w  J e r s e y  M u s i c  
E d u c a t o r s '  A s s o c i a t i o n  H a n d b o o k  on 
P e r c u s s i o n  A u d i t i o n s  

I. There will be four separate areas of  
percussion auditions: Snare, Timpani, 
Mallets, and Traps. Students can only audition 
at the All-State level in those areas in which 
they are certified to be qualified for by their 
region president. 

I I .  Each region will have a quota of 4 
timpanists, 4 snare drummers, 4 keyboard 
mallet players, and 6 traps players. This will 
represent a maximum of 18 audition posi- 
tions (but it may represent less than 18 
percussionists because students may quality, 
in more than one area). 

I I I .  Percussionists auditioning in each of the 
four areas for the All-State Bands must 
audition in that percussion area at the region 
level and receive a score that would quali#, 
him for that area in a region ensemble. 
Students will be allowed to audition in up to 
four areas. Students will be accepted into the 
All-State organizations based on the highest 
scores in each area. A percussionist should 
indicate on his audition form which instru- 
ment he prefers. 

IV. Ensemble Position Placement 

Player 
Audition Ensemble 

Instrument Rank Position 

Timpani 1 Wind Ensemble 
Snare Drum 2 Wind Ensemble 
Mallet Percussion 3 Wind Ensemble 
Timpani 4 Symphonic Band 
Snare Drum I 5 Symphonic Band 
Mallet Pereu~ion 6 Symphonic Band 
Snare Drum II 7 Symphonic Band 
Traps I 8 Wind Ensemble 
Traps II 9 Wind Ensemble 
"Imps III 10 Wind Ensemble 
Traps I 11 Symphonic Band 
Traps II 12 Symphonic Band 
Traps III 13 Symphonic Band 

Alternates will be the next ranking player on 
each specific instrument. Student prel?r- 
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ences, as indicated on All-State applications, 
will be adhered to in the selection process. In 
the absence ofprefi,,rence, the above order 
will be tbllowed based solely on score. 

Percuss ion  player's  requirements  are 
as  follows: 

I. Snare Drum 
Snare drummers are required to be able to 
play 20 of 40 Percussive Arts Society Interna- 
tional Rudiments, These are a snare drum- 
mer~ scales, which will be examined tbr the 
first 30 points - thndamental techniques. 

A. Fundamental Techniques 

R,IIs Flares Drags 

grade Stroke Flare Drag 
Single Stroke Four Flare Tap 8ingle Drag Tap 
&ngle Stroke Five Flare Accent or Lesson 25 
Muluple Baunce Swiss Arm}. (Ratatap) 
Tnplc &rake Triplet Drag Paradiddle 
5,7,0,13,17 Flamaeue #1 

stroke rails Flare Paradiddle 8iNle Ratamacue 

B, Three rudiments will be asked from the 
list, There will be twenty cards made up, 
each one with a rudiment~ name. Cards will 
be placed into the three catagories, backside 
up. Each person who auditions will randomly 
pick one card from each area and play those 
three rudiments. [Presentb; all snare drum- 
mers play the same three rudiments - gMng 
later auditionees an advantage over the first 
tbw who audition. This now complies with 
the choosing of scales by the wind instru- 
ments, ] 

II .  Timpani 

A, Students will provide their own starting 
pitch tbr tuning the timpani. (The use of a 
tuning tbrk or pitch pipe is recommended). 
They will supply only the first pitch to tuning 
intervals, Timpanists will tune the drums to 
intervals, which will include thirds to octaves 
- i.e,, pertbct, major, and minor on all drums. 

B. Timpanists will demonstrate in half notes, 
playing thwe to five pitches in whole tones, 
ascending, on one pedal timpano. 

(I, Rolls will be demonstrated on a high pitch 
drum and a low pitch drum, including an 3' 
dynamic combinations and glissandi. 

I), Because of the importance of intonation, 
20 points will be weighted tbr intonation and 
10 points tbr technique. 

III. Keyboard Percussion (Mallets) 
A, All scales two octaves - six flats to six 
sharps. 

B, Diatonic scales will be played with rhythm 
(shown in Ex. 1) tbllowed by the major and 
minor arpeggio in eighth note triplets. 

Example 1 

; 23 J'7  

C. Two octave chromatic scales will be 
demonstrated in continous sixteenths. 

IV. Traps Percussion 
(Accessory Instruments) 
A. Percussionists will perform New Jersey 
Traps Rudiments. 

B. They will demonstrate technique and tone 
as on all other wind and percussion instru- 
ments as follows: 

1. Triangle 7 points (4 for tone; 3 for 
technique) 
2. Bass Drum 7 points (4 for tone; 3 for 
technique) 
3. Crash Cymbals 8 points (4 for tone; 4 
for technique) 
4. Tambourine 8 points (4 for tone; 4 for 
technique) 

C. Players will provide their own instruments 
and mallets except for the bass drum. 

V. Sightreading 
Suggested are excerpts without titles from 
the repertoire, if possible. 

VI. Audition Solos 
Percussion music is changing stylistically. 
Many of the solos presently being used are 
out-of-date compared to the more contempo- 
rary music being played by wind ensembles 
and bands. This is especially evident in snare 
drum literature where the emphasis has been 

placed on the technical rudiments without 
regard to phrasing or dynamics. Now there 
are several solos written which are technical 
in nature but stress dynamics, meter changes, 
tone color, and phrasing rather than just the 
playing of the rudiments. The committee has 
made an effort to make the new recom- 
mended solo list a more contemporary one to 
help our young percussionist become more 
aware of  these newer styles. The following 
solos are to replace all previous solo materials 
in the order provided. The four solos are to 
rotate in a four-year cycle and the fifth is an 
alternate in case one of the four is not 
available. 

I. Snare Drum 
L Michael La Rosa, Suite for Snare Drum, 
first movement only 
Publisher: Paul Price Publications 
470 Kipp Street, Teaneck, New Jersey 
2. Tony Nichols, Theme and Variations for 
Snare Drum 
Available from: Tony Nichols 
RO. Box 5431, Clinton, New Jersey 
3. Thomas McMillan, "Bartok,' (pp. 13-16 
from Twentieth Centu D, Orchestra Studies 
for Snare Drum) 
Publisher: Creative Music 
Ludwig Drum Co. 
Damen Avenue, Chicago, Ilinois 
or Creative Music Publishers 
DMsion of Ovation, Inc. 

The Mannes College of Music 
150 WEST 85TH STREET * NEW YORK, N.Y. 10024 • 212-580-0210 

i 

m 
AUDITION DATES: 
JanuarY 11,1988 
March Z 3, 4, 5,1988 
Moy 25, 26, 2Z 1988 
Late August/September dates 

to be announced 

$cholarshlps are avallable. 

M.M., Post.Graduate Dlploma, 
B.M., B.$.. Diploma. 

TIMPANI a n d  
PERCUSSION FACULTY 
Norman Grossman 
Howard Van Hynlng 
Chris Lamb 
Walter Rosenberger 

m 

FOR INFORMATION: 
Write or call M~ Marllyn Groves, Director of Admissions 
The.Mannes College of Music 
150 West 85th Street, New York, N.Y. I(3024 • 212-58(3-0210 
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1249 Waukegan Road, Glenview, Illinois 
4. Alan Abel, 2040 Sortie 
Publisher: Ludwig Music Publishers 
557-67 140 Street, Cleveland, Ohio 
Alternate composition: Morris Golden- 
berg, Graduation Etude 
Publisher: Chappel Music/Hal Leonard 
8112 W. Bluemound Road, Milwaukee, 
Wisconsin 

II. Timpani Solos 
1. John Beck, Sonata for Timpani 
Publisher: Boston Music 
Boston, Massachusetts 
2. Alexander Tcherepnin, Sonatina for 
Three Timpani 
Publisher: Boosey and Hawkes 
Oceanside, New York 
Also available in Solos for the Percussion 
Player by John O'Reilly (G. Schirmer, 
New York/London) 
3. Phillip Ramey, Sonata for Three 
Unaccompanied Timpani 
Publisher: Music for Percussion 
Fort Lauderdale, Florida 
4. Vic Firth, "XV" and "XXV" from The 
Solo Timpanist 
Publisher: Carl Fisher 
New York, New York 
Ahemate composition: Vic Firth, "r' and 
"III" from The Solo Timpanist 
Publisher: Carl Fisher 
New York, New York 

III. Keyboard Percussion (Mallets) Solos 
1. J.S. Bach (arr. James Moore), Branden- 
berg Concerto No. 2, first movement 
(pp. 20-24 in Bach for Marimba; stays in 
xylophone range) 
Publisher: Kendor Music, Inc. 
Delevan, New York 
2. Anthony Cirone, "III" (page 39) and 
"VI" (page 42) in The Orchestral Mallet 
Player 
Publisher: Belwin-Mills/Columbia 
Fort Lauderdale, Florida 
3. A. Corelli (arr. Thomas McNlillan), 
Sonata for Violin 
Publisher: Belwin-Mills/Columbia 
Fort Lauderdale, Florida 
4. Fritz Kreisler (arr. George Hamilton 
Green), Tambourine Chinois 
Publisher: Carl Fisher 
New York, New York 
Ahemate composition: J.S. Bach (arr. 
James Moore), Concerto in A Minor, first 
movement (pp. 10-12, Bach for lv larimba ; 
stays within xylophone range) 
Publisher: Kendor Music, Inc. 
Delevan, New York 

IV. Traps Percussion Solos 
(Accessory Instruments) 

1. Garwood \Vhaley, "#5" and "#6" from 
Audition Etudes (pp. 30-31; snare drum 
parts in #6 are to be played on tam- 
bourine). 

Publisher: Meredith Music Publications 
p.o. Box 24330, Fort Lauderdale, Florida 
2. James Coffin, "J Four K" t?om The 
Performing Percusdonist Solo Album 
(pp. 25-27). 
Publisher: C.L. Bamhouse 
Music Publishers 
Oskaloosa, Iowa 
3. Saul Feldstein, "Playet;' (pp. 24-25) and 
"Dexterity; (pp. 28-29) in Multiple 
Percussion Music 
Publisher: All?ed Music Co. 
Sherman Oaks, Calitbmia 
4. Roy Burns and Sandy Feldstein, "Three 
Moods; (pp. 6-8) and "Ternary" (pp. 
14-16) in Advanced Percussion Solos, 
Book One. 
Publisher: Belwin-Mills/Columbia 
Fort Lauderdale, Florida 
Alternate composition: Morton Gould, 
'WI.G. to M.G.;' (pp. 58-62) in Studies in 
Solo Percussion by Morris Goldenberg, 
ed. Ralph Satz 
Publisher: Chappel/Hal Leonard 
8112 W. Bluemound Road, 
Milwaukee, Wisconsin 

Postscript 
The time and effort required by Mr. Schneider's 
committee was substantial but the bent:fits have 
been equally rewarding. The PAS Contest/4u- 
dition Committee would like to take this 
occasion to encourage all state organizations to 
do what they can to imprca,e their present 
audition s~,stems. The Contest/Audition 
Committee sen,es as a research~resource group 
and welcomes the opportunity to be of sen,ice, 
and to provide assistance, to individuals or 
groups regarding contest and audition proce- 
dures. Correspondence. hould be sent to George 
Frock, Contest/Audition Committee Chairper- 
son, Department of Music, The University of 
Texas at Austin, Austin, Texas, 78712. 

Lynn Glassock is professor of percussion at t he 
University of North Carolina-Chapel Hill and 
is a member of the PAS Contest/Audition 
Committee. Waiter Schneider is director ¢!f 
bands at Tenafly Middle School, Tenafl3; NJ. tte 
sen,es as representative to the New Jersey Music 
Educators State Board, as All-State Band 
percussion coordinator, and on the PAS Educa- 
tion Committee. 

G a r w o o d  W h a l e y  
editor 
Focus on Education 

30 / Percussive Notes Education / Percussion Auditions 



Focus On uL  ! 

Terms Used in Percussion 
Milhaud Concezto 
pour batterie 
et pet i t  orchestre 
Michael  Rosen 

This issue's column will be a follow-up to the 
article appearing in volume 25, no. 2 (1987) 
on terms in the Darius Milhaud Concerto 
pour batterie et petit orchestre, Shortly after 
the issue's publication I received a letter from 
George Gaber, professor emeritus of percus- 
sion at Indiana University, Bloomington. I 
feel that his comments about the concerto 
are so important that I have quoted his letter 
in its entirety. Mr. Gaber brings authority, 
expertise, and first-hand experience to this 
discussion and I am indebted to him for 
sharing his knowledge. This is the sort of 
exchange of  ideas intended for this column 
and I thus renew the invitation to the reader- 
ship to write to me about solutions to 
performance problems as well as to ask 
questions. My address is Oberlin Conservat- 
ory of  Music, Oberlin, Ohio, 44074. 

"In your article about the Milhaud Con- 
certo you quote a letter from Milhaud in 
which he explains what he intended for the 
bloc de mdtal and tambourin provenfal. I'll 
accept your quotes of  his letter of 1973 
because I know first-hand the thinking and 
modus vivendi of his creativity. Having 
worked with him as a colleague for 15 years 
at the Aspen Music Festival and having 
performed the Concerto under his baton, I am 
sure that I can enlighten you with a few facts. 

Like many composers, Milhaud included 
instructions for the performance either to 
accommodate the publisher's demands or he 
chose the procedures used by his Belgian 
percussionists' first performance. The 
intention was to provide a kind of 'road map' 
for subsequent performances. One must 
remember that concerti for percussion were 
novel and an extraordinary breakthrough m 
20th-century composition. The nomencla- 
ture and calligraphy for such purposes were 
new at the time which explains his need to 
protect the integrity of the performance w~th 
clear specificity. In percussion writing, new 
and challenging devices were needed to 
insure appropriate interpretations of new 

music. To be careful and as exact as possible, 
Milhaud went to the extreme of providing 
instructions on the placement of trap tables,, 
holders, etc. In other words, the 'how to . . . .  
never entered the lexicon of all composers to 
become universal. Composers may have 
suggested a hard stick or where to strike a 
gong or cymbal but  never before had they 
indicated how to hang it, place it, or move it. 
[The exception is the timpani part to The 
Rite of Spring by 8travmsky which was 
published in 1930. The instructions for 
placement of  the timpani, however, were not 
written by the composer but rather suggested 
by the timpanist Jean Morel . . .  M R ] 

In time, Milhaud began to accept the 
interpolations of  many performers. As for 
logistical approach, Milhaud left the proce- 
dure to the performer. Where the soloist 
placed the gong or the bass drum or the use 
of table (or not) was strictly in the province of 
the performer. 

I find his letter to you stating that the 
tambourin provenfal is deeper than the caisse 
roulante and that the bloc de mdtal is an anvil a 
strange and curious revelation! Having 
worked closely with him, I know that for bloc 
de mdtal he wanted an ordinary cowbell. As 
for the caisse roulant being the deepest sound 
(like our tenor drum) and the tambourin 
being 'middle pitched' between caisse claire 
[snare drum] and crosse roulante. See 
Milhaud's compositions Smte franfais and 
Suite provenfal or Spring Concerto to see what 
I mean.  

To be a little closer to Milhaud's wants, the 
tambourm is not a deep tom-tom but closer to 
a small tom-tom slightly under pitch to the 
catsse clmre. As for the roulante, it is closest to 
a tenor drum or slightly lower than the 
tambourm. It was never indicated, but the 
tambourin is never to have snares on:' 

Professor Gaber is referring to the fact that 
an authentic tambourin provenfal has, in fact, 
a single snare on the batter head. In this case 
the term tambourm zs used in a generic sense. 

For a detailed description and photograph of  
the tambourin provenfal, consult "Terms 
Used in Percussion," Percusnve Notes. vol. 16, 
no. 3 (1978) and vol. 18, no. 2 (1980). 

The sketch of  the mallet in the previous 
Milhaud article was incorrect and I would 
like to submit the following in its place: 

JAZZ DUET WITH 
IMPROVISATION ............... $,,3.25 

• D O U B L E S .  
TWO MOVEMENTS FOR 
MARIMBA DUET .................. .$3.50 

• N O M A D  
so'-'~6"~-J~zz MARCH FOR 

MULTI-PERCUSSION ........ $3.25 

• TOM GAUGER 
23 AUBURN ST. 
BROOKLINE MA. 02146 
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Focus On 

Percussion Instrument 
Introduction to 
the Snare Drum 

Repair 

Mark Bonfoey 

Over a period of time percussionists acquire 
a rather extensive battery of  equipment: 
drums, mallet instruments, timpani, various 
stands and sticks - and the list continually 
grows. This equipment is not usually ac- 
quired all at once, but accumulates instead by 
the piece. In purchasing instruments, one 
should strive to obtain the best possible 
instruments for the money invested. This 
will help insure longer equipment life and 
less maintenance to keep them in good 
shape. The acquisition of equipment is also 
an investment making the pertbrmer more 
desirable to contractors. The average contrac- 
tor will much more readily hire a player who 
has his own equipment over one to whom 
the contractor must continually supply 
equipment. Comparing music to other 
protbssions, would you take your car to a 
mechanic who had to constantly borrow 
tools to get his work done? The obvious 
answer is no. The investment in equipment is 
the commitment a professional must make. 

After the decision has been made to invest 
in some quality equipment, an additional 
commitment towards maintaining and 
repairing this investment is essential. And to 
make sure that the equipment is always 
available tbr performance and that it sounds 
its best, a r e~ l a r  schedule of maintenance 
needs to be established. Consider the 
lbllowing situations: 

• Ew, n the finest made snare drum can 
develop a rattle. What  could the player look 
tbr in eliminating this? 

• Vibraphones have several moving and 
working parts besides the motor. What  
possible solution could be given to the 
vibraphone player whose instrument doesn't 
completely stop the sound when the pedal is 
up? 

• Even though timpani are mechanically 
more complex instruments than, for example, 
a cymbal, there are often obvious points to 
check when extraneous sounds are present 
during performance. How does the per- 
former eliminate a buzz and how could it be 
prevented? 

• What  causes cracks in cymbals and when 
one does occur what options does the 
performer have in saving the instrument? 

This new column will deal with percussion 
equipment from the viewpoint of  mainte- 
nance and repair. Discussion of instruments, 
stands, and accessories, and possible solu- 
tions to the types of  maintenance matters 
that all performers encounter on a regular 
basis will be offered. Obviously, there is not 
one exclusive answer to every problem. I 
would like to solicit ideas, questions, com- 
ments, or solutions that you have developed 
and that work well for you. On a regular basis 
these will be shared with the membership. 
This first column of"Equipment Repair and 
Maintenance" will focus on the instrument 
that is fundamental to every percussionist's 
personal battery of  equipment: the snare 
d r u m .  

Because the snare drum is one of the most 
common percussion instruments, it can be 
found everywhere, from the concert stage to 
the jazz hails, to the marching field. The 
drum itself takes on various characteristics 
depending on the performance environment 
in which it is used. Each instrument has the 
following common parts that characterize a 
typical snare drum (see Figure 1): 

Shell 
Batter Head 
Snare Head 
Top and Bottom Hoop 
Tension Rods 
Lugs 
Snares (Wire, Gut, or Combinations) 
Snare Throw-Off 
Butt Plate 
Air Hole 

Even though the snare drum may seem 
simplistic in construction, many sections of  it 
will need maintenance, repair, or eventual 
replacement. 

Replacing Plastic Heads 
The batter head (top head) needs to be 
replaced more often than any other part of  
the drum. When the head no longer has the 
ability to keep itself in tune while being 
played, or has lost its original shape, it is time 
for replacement. Over a period of time the 
batter head will start acquiring dents and will 
stretch from continuous playing. Snare heads 
(bottom heads) will not need to be replaced 
as frequently as the batter head, but this will 
be necessary on occasion as a result of  wear 
or damage. 

When replacing heads, it is necessary to 
know the size of  the drum head you will 

Figure 1 

INTERNAL MUFFER THROW,OFF 

SNARE STRAINER ADjUSI~MENT AIR HOLE TENSIO]~ ROD 

Parts of  the  Snare  Drum 

Figure 2 

Measure  the  Shell  ordyto Determine  Head. Size. 
(Top View of  Snare  Drum Shell)  
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BUDA 
Fred Buda, an alumnus of the Herb Pomeroy 
Big Band, is a member of the Boston Pops. 

EPSTEIN 
Frank Epstein is a member of the Boston 

Symphony Orchestra and a founding member 
of the contemporary ensemble, Collage. 

FIRTH 
Vic Firth is solo timpanist of the 
Boston Symphony Orchestra. 

MOSES 
Bob Moses, jazz percussionist, has performed 
and recorded with Pat Metheny, Lee Konitz, 

and Jaco Pastofius. 

These four outstanding musicians 
make up our percussion faculty. 

For application, audition and financial aid information, 
please contact us. 

New England Conservatory 
Office of Admissions, 290 Huntington Avenue 
Boston, Massachusetts 02115. (617) 262-1120 

Figure 3 = 

4 3 

Follow a S y m m e t r i c a l  Pa t t e rn  w h e n  T igh ten ing  a 
Drum Head. 

need. Most snare drums are 14", but it is a 
good idea to measure the drum if you are not 
sure. Always measure the drum from the lip 
of  the shell straight across to the other side 
(see Figure 2). Do not include the flesh-hoop 
in the measurement. The following proce- 
dure outlines head replacement: 

1) Remove the old head. Keep all lugs and 
washers in a central location. 
2) Clean debris from the inner shell. 
3) Clean rim lightly with steel wool.Wipe 
rim with soft cloth to remove additional 
residue. 
4) Place the new head on the shell and 
secure the counter-hoop over the head. 
5) Replace all lugs and tighten by hand 
until all lugs are secure. (Since it is 
extremely important that the head is 
tightened evenly at each point of the rim, 
try to be exact in the number of rotations 
each lug is turned.) 
6) Using a dram key, begin tightening 
each lug in an even, symmetrical pattern 
(see Figure 3). 
7) Keep one hand on the lug tightened 
first to make certain that your work 
pattern remains consistent. 
8) Tighten the lugs only ],5 turn at a time 
to insure even tension. Measurements 
may be made from under the counterhoop 
to the top of each lug casing. It, afier 
measurement, you find that one lug has 
been tensioned unevenly, adjust it accord- 
ingb: 
9) Normally the bottom head on a snare 
drum will be tightened slightly more that 
the batter head. This is because the snare 
head is thinner and it needs to be tighter 
in order to react quickly with the snares. 

Following the mounting of the new head and 
initial tuning, the drum needs to be played 
and then retightened slightly. This is because 
the plastic head will tend to stretch a small 
amount when it is first tightened and played x. 

Notes 
1 For more extensK'e information on this subject, 

refer to Mark P. Bonfoey, Percussion Maintenance and 
Repair, published by Columbia Pictures Publications, 
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Focus On 

25mpani Clinic 
The Neo-Janizaries 
Michael Bayard 

One of the thseinating and rewarding aspects 
()/'the percussion artist~ world is the procure- 
ment of authentic, or replicas of authentic, 
percussion instruments and having the 
opportunity to pertbrm on and hear these 
unklue instruments within their orchestral 
context. Such was the case when the Sac- 
ramento Symphony pertbmed Joseph 
Haydn's Military Symphony (No. 100). The 
percussion section, equipped with numerous 
volumes on percussion instrument history, 
set tbrth on an alluring project: to reproduce 
as nearly as possible the Turkish percussion 
instruments utilized by Haydn in this 
distinctive work, namely, the bass drum, 
cymbals, triangle, and timpani. 

Betbre studying the history and develop- 
ment of each instrument, we first examined 
their tunction as a whole in early Turkish 
music. Vvk~ are referring to the music of the 
Janizary, the elite fighting corps and personal 
body guard of the Turkish sovereigns formed 
bv the Ottoman regime in the 14th century. 
"I~hese intense solc~ers became the primary 
three of the Ottoman Empire and made 
possible the vast Turkish conquests of the 
14th and subsequent centuries. The Janizary 
staffmusicians provided vigorous music both 
lbr marching and the battlefield. Consisting 
of nine zurna (a type of oboe), nine chaghana 
(ancestor of the Jingling Johnny or Turkish 
crescent), nine Turkish bass drums, nine 
players of cymbals, nine naqqara (small 
drums), and nine buru (Turkish trumpets), 
the music was penetrating. During combat, 
the Janizary musicians were stationed near 
the commanders: the horns and reeds blew 
tbrociously and cymbals, drums, and Turkish 
crescents hammered out clamorous tones 
savageb; inthsing the fighting spirit into the 
soldiers while scaring the liti~ out of the 
enem3: The soldiers, deeply inspired by these 
rhythmic bursts, lbr~ed ahead in a spasmatic 
delirium screaming "Allah! Allah!" (their 
Supreme Being) as they depopulated the 
enemy threes. 

It is understandable that Janizary music, 
given the prestige associated with it and its 
manly and martial character, came into 
vogue - in.a contagious manner - in Europe 

Sacramento Symphony Percussion Section with the instruments they utilized in a recent performance of Joseph 
Haydn's Symphony No. 100 ("Military"). Prom left to right: Michael Bayard, Start Lunetta, Carol Schenken, and Scott 
Evans 

beginning in the early 18th century. More 
specifically, the percussion used in this music 
influenced serious European composers 
such as Haydn, Mozart, and Beethoven, who 
began utilizing percussion instruments other 
than kettle drums in their compositions. 
Turkish percussion - to put it simply - was 
an indisputable source of symphonic "battery" 
in the \Vestem world. Among the European 
leaders of the time who engaged the services 
of actual Janizary musicians or implanted the 
Turkish music concept into their regimental 
units are Augustus II, .king of Poland (died 
1733) and Frederick the Great, King of 
Prussia; leaders in Russia (1725) and later 
Austria (1741) were also drawn to the Turkish 
music craze. In France, the instruments 
within the regimental bands of Napolean's 
army are known: one piccolo, one high 
clarinet, sixteen ordinary clarinets, four 
bassoons, two serpents, two trumpets, one 
bass trumpet, four horns, three trombones, 
two side drums, one bass drum, one triangle, 
two pairs of cymbals and two crescents.1 

At this point a short description of the 
Turkish crescent, an instrument which 
played an important musical as well as 
leadership role in Turkish music is in order. 
Known by many different names - Chinese 

crescent, pavilion or hat, "Jingling Johnny," 
chapeau Chinois (in France), scheUenbaum (in 
Germany), and bell tree in the United States 
- this instrument consisted of a wooden pole 
surmounted by one or more metal crescents 
with horsetail plumes of different colors 
hanging from the sides. Countless bells and 
jingles were suspended from lavish oma- 
menus so that when the pole was held 
vertically and shaken or twisted a rich 
mixture of bright colors and metallic tones 
resulted. Hector Berlioz once said of the 
Turkish crescent that the shaking of its 
"sonorous locks" added brilliance to marching 
music. In the illustration of a Janizary Band a 
group of nine crescent players can be seen. 
Standing towards the center is a single 
crescent player who is Master of Ceremonies. 
Much like the modem drum major directing 
with a mace, the Master of Ceremonies in a 
Turkish group governed the music of the 
ensemble, often engaging in extravagant 
visual antics with the crescent. Not only was 
the concept of the modern drum major a 
descendant of the Janizary master of cere- 
monies, but the colorful plumes on the 
modem bell lyre in a marching band have 
lineal roots to the plumes which hung from 
the sides of the Turkish crescents. According 
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C o l u m b i a  Pictures Publ icat ions 
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Qual i ty  Solo Percussion Literature 
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Recitals and 
J u r y  E x a m s  

MARIMBA MADNESS 
by Bill Molenhof 
Five works ranging from ragtime to blues to a 
contemporary jazz flavor. An excellent study in 
the expressive capabilities of the instrument. 
(EL 03291) $4.50 

ACCENT STUDIES AND ETUDES 
FOR PERCUSSION 
by Rick Kvistad 
A collection of modern technlque-building exer- 
cises and solos for snare drum, drum set or 
timpani. Designed to drill accent placement 
within all of the percussion rudiments. 
(EL 03260) $7.50 

FOUR SONATAS FOR PERCUSSION 
by Anthony J. Clrone 
A collection of works for solo percussion with 
various instruments. Now available in a hand- 
some new edition. Sonata #1 (Timpani and 
Piano), Sonata #2 (Percussion and Trumpet), 
Sonata #3 (Percussion and Clarinet), Sonata #4 
(Violin, Piano and Percussion). 

(ENS 00273) $18.95 

CONCERTO FOR TIMPANI AND 
ORCHESTRA 
by Stephen Gerber 
One of the few major timpani concertos in the 
literature. The published version comes com- 
plete with piano reduction. 
(BWI 00496) $11.00 

THREE MINIATURES FOR PERCUSSION 
AND ORCHESTRA 
by William Kraft 
Three short movements employ xylophone, bells, 
chimes, timpani, multiple drum and accessories. 
On the intermediate level, this work is appro- 
priate for high school students. Complete with 
plano accompaniment. 

(46111) $8.50 
DOUBLE CONCERTO FOR TWO 
PERCUSSION AND ORCHESTRA 
by Anthony J. Cirone 
This is an attractive, newly engraved edition with 
piano accompaniment. It is seven minutes in 
length and written for one timpanist and one 
percussionist. 

(ENS 00242) $8.25 

See us at 
PASIC '87 - Booth # 9 0 2  

Columbia ]~ctv.-'ts PubUcatlons 

Illustration of Janissary band from Arif Pascha, Les anciens costumes de l'Empire Ottoman, Pads, 1864 (MMR 
+ + +). Reproduced courtesy of the Miriam and Ira D. Wallach Division of An, Prints, and Photographs 
Division, The New York Public Library, Astor, Lenox, and Tilden Foundations. 

to historic Turkish doctrine, the number of  
plumes indicated the rank of the Pasha (a 
Turkish title, probably military) who had the 
particular band. In the heyday of the cres- 
cent's popularit3; when regiments sought to 
outdo one another elaborate designs and 
variations of  the Turkish crescent were 
common. One further example of  the 
significance of the Turkish crescent both as a 
musical and a leadership tool comes from 
historian Jedd J. McClatchy. According to his 
research, inscribed on the little bells which 
adorned a particular Turkish crescent were 
the names of  the soldiers within that unit, 
soldiers who would be facing death on a 
regular basis. 

After assimilating historical information 
on the involvement of  percussion within 
Turkish music, we took up the specific 
Turkish percussion instruments utilized by 
Haydn in his Military Symphony. First we 
examined the triangle whose shrillness and 
dissonance have tantalized mankind for 
centuries. The modem triangle seems to 
have evolved - through gradual transforma- 
tions - from the ancient Egyptian sistrum, an 
instrument with a handle connected to a 
metal or earthenware frame housing loose 
metal crossbars which rattled when shaken. 
During the Old and Middle Kingdom of 
Egypt, small jingling discs were strung apon 
the rods to increase the noise. The concept of  
adding metal discs to a horizontal metal bar 
to enrich sonority found its way into the 
medieval triangle, where three to five metal 
rings were placed on the lower bar, making a 
rhythmic pattern less distinct but increasing 
the overall sound. Percussion scholars have 
been unable to find positive evidence that the 
rings were removed from the triangle in its 
early orchestral use. As will be seen in 
photograph 2, our decision was to add the 
metal rings (metal washers were in this case 
used) to enhance the exotic Turkish texture 
which, in our view, was Haydn's intention. On 
the practical side, the triangle was inverted so 

that strokes could be easily executed in a 
straight, vertical motion downward on the 
horizontal bar. The natural vibration of the 
triangle causes the rings to slither to one side, 
making the playinq less cumbersome without 
compromising the clangorous qualit3: 

Next we investigated the cymbals to 
determine the best size and sound character 
for accurately reproducing the tone that 
Haydn imagined. 18th century European 
cymbals were smaller and thicker than 
cymbals used toda.~; though not so small or 
as thick as those used in the Middle Ages. 
From iconographic and literary sources, we 
determined that the majority of  medieval 
cymbals appear to have been quite thick, and 
that they were approximately 15 to 25 
centimeters in diameter (5.85 to 9.75 inches). 
Their tone quality, as James Blades has 
written in Earl2,. Percussion Instruments from 
the Middle Ages to the Baroque, was "loud, 
high sounding" (Psalm 150) and "tinkling" (I 
Cor: Chap. 13, vs. 1). (The biblical excerpts 
referred to by Mr. Blades are from the King 
James Version, surely the most authentic 
translation available today: The New World 
Translation of the Holy Scriptures describes 
the cymbals quite differently in the corres- 
ponding passages: instead of"loud, high 
sounding" they are "melodious" and "clash- 
ing"; instead of"tinkling" the translation is "a 
sounding piece of brassY') As fbr playing 
position, research showed that cymbals 
(mostly played by women and angels in 
pictorial representations) were held with one 
plate resting above the lower hand and the 
other plate hanging below the upper hand, so 
that they are horizontal and the hands come 
together verticall}: 

The hand hammered plates we selected 
for use in the Haydn Symphony were old 
Constatinopolitan Zildjian Ks, about 141,5" in 
diameter, possessing a rich, yet distinct attack 
with very little sustain. Because of the 
frequency of the cymbal strokes in the 
Military Symphony, too much sustaining 
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Photo 2 

power would be detrimental to the overall 
ensemble. Pictured in photograph 3 are the 
cymbals we used. 

Last in our quest to complete this Janizary 
journey was the "long drum" as the bass 
drum was called. This instrument generally 
measured between 45 and 60 centimeters in 
diameter (17.55 to 23.4 inches) and between 
60 and 90 centimeters in depth (25.4 to 35.1 
inches). Thus it was far deeper than the 
modem bass drum but much narrower in 
diameter. We wish to thank Eric Kleven (bass 
player with the Coasters) who lent us a 
handmade, rope tension long drum, complete 
with several pair of  rute (switches) and an 
odd shaped wooden beater, being used in a 
Yugoslavian folk-group. 

During the performance of  the Haydn, the 
long drum was on a stand covered with an 
exotic Turkish carpet. The playing position 
involved placing the finely knotted sling 
ropes over the head so that the drum rested 
comfortably over the abdomen. In this 
manner both heads could easily be played. 
Consistent with the original Turkish playing 
technique, a fairly heavy wooden beater was 
used on one head to sound the accented 
beats, and a cane switch on the other head to 
sound the unaccented beats. The printed 
orchestral percussion parts clearly indicate 
this technique through the use of  down and 
up stems, corresponding respectively to 
beater (down stems) and switch (up stems). 
As you can see in photograph 4, we made 
several switches, each one different in size, 
weight, and texture. We used materials such 
as thin wooden dowels, pieces of cane (used 
for wicker baskets), and sliced bamboo stalks, 
finally choosing the one that achieved the 
appropriate balance, not only with the 
accented wooden beater strokes, but with the 
percussion section as a whole. 

In our concern with authenticity we 
selected for timpani a pair ofpre-pedal 
Ludwig timpani, 25" and 28" in diameter 
respectively, and manufactured ca. 1910. 
These apple-shaped kettle drums, with 

Photo 3 

Photo 5 

expertly tucked calf heads, contained six 
"T-handle" lugs per drum, are shown in 
photograph 5. They were played in a sitting 
position (see also photograph 1). 

With the choice of the Janizary percussion 
instruments and timpani secured, we felt an 
in-depth look into the printed music was in 
order. Extremely interesting differences were 
found between the parts in our library and 
those in the highly respected H.C. Robbins 
Landon edition of  the Haydn Symphonies. 
Discussion of these differences would be a 
digression from the directive of  this article 
and will not be undertaken here. Suffice it to 
say that study of various editions was of  
prime importance in realizing our goal of  
rendering as authentic a performance of  
Haydn's Symphony No. 100 as possible. 
After thorough analysis - using the H.C. 
Robbins Landon edition as our primary 
reference source since we were unable 
ourselves to consult late 18th and early 19th 
century manuscript copies from Haydn's 
time and Robbins Landon did consult the 
manuscript sources in preparing his edi t ion-  
we made changes in the printed parts. These 
consisted of  additions and of  some omissions 
and modifications. We then discussed the 
changes with our conductor before the first 
rehearsal. He was quite open to our emenda- 
tions and concern for authenticity. 

The rest is history. The exotic Turkish 
instruments we created spoke for themselves. 
We strictly adhered to deliberate rhythm and 
a focused sense of  ensemble and balance 
during our entrances so as to do justice to the 
work, the composer, and to ourselves. The 
combination of  the hypnotic jangling of the 
metal rings on the triangle, the measured 
beating of the wood and switch on the long 
drum, and the dry tones of  the hand ham- 
mered plates produced a rich, excitingly 

Photo 4 

different effect. I can only urge percussion 
sections elsewhere to undertake similar 
projects. It is not only a prMlege but our 
obligation to our field and to the great 
composers of  the past whose masterpieces 
we perform that, through historical inquiry, 
we seek to render as authentic performances 
as we are able. 

Notes 
1 The following works were consulted for the 

project and this article: James Blades and Jeremy 
Montagu, Early Percussion Instruments, From the 
Middle Ages to the Baroque (London: Oxford 
University Press, 1976); Henry G. Farmer, The Rise 
and Development of Military Music (New York: Books 
for Libraries Press, 1912; reprt. 1970); Reinhard G. 
Pauly, Music in the Classic Period (Englwood Cliffs, 
NJ: Prentice-Hall, 2nd ed. 1973); Karl Peinkofer and 
Fritz Tannigel, Handbook of Percussion Instruments, 
trans, by Kurt Stone and Else Stone (London, New 
York, and Malnz: B. Sehott's S6hne, 1976); personal 
communication from Colonel Frederick W~ Shadle, 
Chief of the 8th Army, Liason Section to the 10th 
Turkish Brigade in Korea, 1959-1960; personal 
communication from Jedd J. MeClatchy, Soldier of 
the World. 

Michael A. Bayard is principal percussionist 
and assistant principal timpanist of the Sac- 
ramento Symphony. He has composed a ballet, 
Plastoid Plight, first performed in 1984 by Jazz 
Works, a professional dance company, and 
Voyage, a multimedia presentation produced in 
collaboration with a visual artist and a dance 
choreographe'6 distributed as a video titled 
"Evolution of a Dance"). Bayard graduated 
from Curtis Institute in Philadelphia. 

Readers are invited to forward observations and 
questions regarding topics touched on in this 
column to Michael Bayard, c/o The Sacramento 
Symphony, 2848 Arden Way, Suite 210, 
Sacramento, CA 95825. Every effort will be 
made to respond to readers' queries. 
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Focus On 

Marimba Clinic 
The Horizontal Concept 
of Marimba Technique 
Julie Spencer 

The horizontal concept is part of  a new 
approach to playing marimba that can be 
applied to many percussion instruments. 
The fundamental idea is to play with a 
horizontal motion rather than the standard 
vertical or down-up motion. Horizontal 
playing uses different muscles than tradi- 
tional playing. The muscles of  the arm can be 
divided into four groups: pronators, super- 
nators, flexors, and extensors. Pronators 
rotate the arm so that the palm of the hand is 
facing up; supernators rotate the arm to a 
palm-down position. These muscles are 
smaller than the others, and are able to 
memorize movements more quickly, giving 
increased accuracy. Flexors and extensors 
bend and straighten the arm and wrist and 
are developed in traditional techniques. Both 
sets of  muscles should be exercised for equal 
strength, control, and relaxation. This is 
similar to the way a tennis player practices 
his backhand as well as his forehand, making 
himself more versatile in different situations. 

Within the horizontal technique are two 
basic movements, bending the wrist side to 

side with the thumb on top of  the mallet 
(Figure 1), and rotating the ann so that the 
hand alternates between a palm-down 
position and a palm-up position (Figure 2). 
In Figure I the mallet is held between the 
thumb and the crease of  the middle knuckle 
of  the first finger. By slightly rotating the arm 
and at the same time extending it out and 
sideways, the mallet is lowered enough to 
strike the note with a rapid glacing motion. 
This is useful in one-mallet arpeggios, fast 
large interval jumps, and octave grace notes. 
In Figure 2 the mallet is held out away from 
the palm and resembles the top of  the letter 
"T'  in relation to the arm. The movement of  
the mallet creates an arch which varies in 
height depending on the distance and speed 
of  the interval. This movement is useful 
when playing a line of  consecutive notes, as 
in a melody or scale, by alternating between 
the palm-up and palm-down positions for 
every note. It is also helpful in the octave 
passage in the first movement of  the Creston 
Concerto, making it less awkward and 
facilitating accuracy. By playing intervals 

independently with each mallet at the same 
time, h is possible to play four notes at once 
with two mallets, using all the various 
sticking combinations. Pieces such as "Sweet 
Dreams" from Tchaikovsky's Album for the 
Young; the Bach inventions, preludes, and 
fugues; the Stout Mexican Dances; and my 
own composition, Cat Clock can all be played 
with two mallets and are less difficult, in 
many cases, than if played with four mallets. 

The horizontal technique gives each hand 
complete independence, making possible 
trills and rolls on single notes with one 
mallet. There are two ways of  playing the 
one-mallet roll, depending on the interval of  
the notes being rolled. To roll on one note, 
turn sideways to the instrument so that the 
mallet shaft is parallel to the keyboard. The 
mallet will strike the bar in two different 
places because the arm is alternating palm-up 
to palm,down, making it sound like a roll 
instead of  16th notes. When rolling on two 
notes, use the motion illustrated in Figure 1. 

Horizontal playing conserves ener~: The 
motion of  the mallet coming offthe bar leads 

Figure 1 

Left Hand Side  to S ide  Motion 

Figure 2 

Left Hand Rotating Motion 
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directly to the next note whereas traditional 
technique requires extra motion. Instead of 
the mallet moving up, over, and down to get 
from note to note, it flows immediately to 
each one with a relaxed movement (Figure 
3). Because this motion conserves energy, you 
are able to minimize tension at higher speeds, 
and so play at even faster rates with no 
discomfort. 

Relaxation is the key to overcoming initial 
stiffness. Figure 4 is designed to develop 
fle.,dbility. The technique will become more 
personal and better fit your needs if you 
improvise and create other exercises. Start 
with the left hand alone in the palm-up 
position, letting the whole arm move freely. 
After several minutes of  getting the feel of  
the mallet swinging back and forth, try the 
right hand alone, starting in the palm-down 
position. Practice only as much as is comfort- 
able, never strain. Feel the weight of  the 
mallet and let it do most of  the work, 
especially at faster speeds. A flexible shaft is 
best, such as ratton or tapered white 
fiberglass because it takes advantage of the 
natural torque of the movement, and so the 
mallet is carried largely by its own momen- 
tum. The arm must be relaxed to allow the 
mallet to move freely and yet maintain 
control. A relaxed muscle is more flexible 
and easier to control than a tense muscle. 

This style of  playing can be transferred to 
an)' percussion instrument that uses one or 
two beaters, mallets, sticks, as well as things 
that are shaken, scraped, or hit with the 
hands and fingers. On drum set you can 
move across the drums with a quick powerful 
stroke using less movement of  the arm. You 
can play faster, more complex ride cymbal 
patterns with either hand. On timpani, you 
can sustain tones, rolling on one or two 
drums with one mallet, leaving the other 
hand free for independent rhythms. Orches- 
tral mallet excerpts such as Porgy and Bess 
arid Appalachian Spring can be played with 
greater relaxation and accuracy. The applica- 
tions to existing multiple percussion music 
and potential influence on future composi- 
tions are far-reaching. 

The percussionist can benefit from 
incorporating the horizontal technique into 
his or her playing both technically and 
musically. It allows greater speed, accuracy, 
and relaxation which in turn affect the rest of 
your playing, including four-mallet tech- 
niques. As it generates new ideas for pieces 
by exploring the potential of" complete 
independence of  hands, it may also reshape 
the existing ideas of  the various instruments' 
capabilities. 

P e r c u s s i v e  Ar t s  Soc i e ty  
is m o r e  t han  just 

a m a g a z i n e  s u b s c r i p t i o n  

Figure 3 

Magnified View of Motion of Mallet from Note to Note 

Figure 4 
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Focus On 

Selected Mult imedia 
Composit ions for Solo 
Percussionist  and Dancer  
Richard Cheadle 

When any number of art forms - dance, 
graphics such as film, narration, and tape, 
and theatrical elements such as lighting and 
properties (props) - are combined with 
instrumental music the result is a multimedia 
composition. Experiments with musique 
concrete in 1948-49 were an important early 
development in the emergence of the genre. 
Using a number of recording techniques, 
Pierre Schaeffer produced music by man- 
ipulating natural prerecorded sounds and 
composed the first music exclusively for 
magnetic tape. Together with composer 
Pierre Hem2¢, Schaeffer established the first 
center for tape composition. Tape became an 
independent art form beginning in the early 
1950's when composers dealt with pure 
electronic music (manipulating electronic 
sound generators and modifiers rather than 
natural sounds as in musique concrete).1 

One of the first composers to combine 
instruments and tape was Edgar Var~se. His 
symphonic work Deserts (1949-1954) in- 
volves the alternation of electronically 
produced and concrete sounds with the 
orchestra, while his Po~me electronique (1958), 
created in close collaboration with the French 
architect Le Corbusier and composed of 
electronic and concrete sounds modified by 
tape manipultions and electronic devices, is 
accompanied by projected images: photo- 
graphs, montages, paintings, and printed or 
written script, chosen by Le Corbusier. 2 
Karlheinz Stockhausen's Kontakte (1959- 
1960) was an early attempt to integrate tape 
and a small group of instruments, namely 
piano and percussion. Early compositions for 
prerecorded tape and soloist include Gar- 
goyles for violin and tape (1960) by Otto 
Luening, Variations for Flute and Electronic 
Sound (1964) by Walter Carlos, and Syn- 
chronism No. 3 (1965) for cello and tape by 
Mario Davidowsky.3 

Among the first compositions for percus- 
sion instruments and tape are John Cages 
:27:lO.554 for a Percussionist (1954) and 
Roman Haubenstock-Ramati's Liaisons 

(1961). Although other realizations are 
possible, each work may be performed with a 
tape prerecorded by the performer. Josep M. 
Mestres-Quadreny has written a composition 
Three Cannons in Homage to Galileo (1968), 
which employs automatic reproduction of 
the canonic form by the use of electronic 
equipment. Three tape recorders are used in 
the performance to record and play back 
material which forms part of the perfor- 
mance. One of the first American composers 
to integrate the solo percussionist and tape, 
in which the prerecorded tape is an essential 
element of the performance, was William 
Duckworth, in Gambit (1967). 

John Cage staged some of the first mul- 
timedia events in 1952 at Black Mountain 
College. For Cage, all sounds, sights, and 
other sensory experiences occurring in and 
around a performance situation were part of 
the performance. Thus as David Cope tells it, 
at these "happenings" "Cage, Tudor, Raus- 
chenberger, and Curmingham teamed to play 
records, read lectures from stepladders, 
dance, use projections, and display 'white 
paintings'" ~ In the 1960's American compos- 
ers began increasingly to combine a number 
of art forms, sometimes including tape and 
instrumentalists. In Emporer of Ice Creams 
(1962) by Roger Reynolds the score is 
projected for the performers who produce 
sound and also dance and act. Another one of 
his works, Ping (1969), calls for three perfor- 
mers, tape, film, slides, and mirrors, s In Larry 
Austin's The Maze, for three percussionists 
(1966) the instrumentation requires a dancer, 
tapes, machines (slot and pinball), and 
projections - the intent being to envelop the 
audience and performers in sound, light, and 
movement. 

Media combinations were also used in 
composition with the solo percussionist. 
Gilbert Trythall composed The World, 
Mother, Apple Pie (1968) which was scored 
for a single performer, tape, film, and slides. 
Paul Steg's Targets (1970), also integrating 
aural and visual elements, requires thirteen 

percussion instruments with fifteen striking 
implements, as well as a group of miscellane- 
ous and optional equipment. For ease of 
performance and visual effect, Steg recom- 
mends a stage arrangement and includes 
suggestions for lighting, luminous clothing, 
and color slides. Another composition 
employing media combinations is Dennis 
Eberhard's Dialogs II (1975). His solo percus- 
sion score consists entirely of tape cues and 
written directions to the performer. Only 
twice does he use traditional notation, and 
then it is to suggest possible rhythms for the 
performer. Twelve percussion instruments 
are required, including a sixty inch tam-tam. 
Lighting projections, acting, vocal utterances, 
costume, and make-up accompany the tape 
in this dramatic work for the solo percus- 
sionist. Stuart Smith's Poem I, Poem II, Poem 
III (1971), and William Schmidt's Ludas 
Americanus (1971) both involve percussion 
solo and poetry. Nancy and Michael Udow 
have collaborated on a number of composi- 
tions for solo dancer and percussionist, 
including Housekeeping Dance (1973) and 
Duet (1974). Ron Pellegrino has developed a 
series of films for a performer or group of 
performers and tape. These were originally 
composed with the percussionist as the solo 
performer. 

All in all there are a number of solo 
multimedia works available today to the 
percussionist-performer. Categories of these 
compositions include: 1) percussionist and 
dance, 2) percussionist and graphics, 3) 
percussionist and narrator 4) percussionist 
and tape, and 5) percussionist and other 
combinations. Selected works from the first 
categor, 3 percussion and dance, are listed 
below; the remaining categories will be taken 
up in Part II of this article. Included are both 
published and unpublished compositions 
which are readily available to the percus- 
sionist (though only works specifying a solo 
percussionist). The listing is of course not 
definitive. Its focus is primarily on American 
composers' works. 

40 / Percussive Notes 





Selected Multimedia Literature for Solo 
Percussionist and Dancer 
Goodman, Saul 
Ballad for the Dance (1956) 
Belwin Mills 0:2:30 
A standard set of four timpani and a thin 
cymbal no larger than 14 inches in diameter. 
No instructions are given in the score to 
suggest a dance part. The composition is 
most often performed without a dancer. 
However, the work was originally composed 
for a percussionist and two dancers. One 
dancer is also appropriate. 

Goodman, Saul 
Ballad for the Dance II (1956) 
Bellwin Mills, cadenza available from 
Jonathon Haas 

Jonathon Haas 
142 West End Ave. 
Apt. 15M 
New York, New York 10023 

:4:00 
4 timpani and a thin suspended cymbal no 
larger than 14 inches in diameter. 
This work is the same as the one above 
except for an added cadenza composed by 
Jonathon Haas. A one-handed independent 
roll is included in the cadenza which requires 
a special two-headed timpani stick. The 
diagram for this stick is available from Mr. 
Haas. 

Johnson, Ted 
Sides (1979) 
Manuscript available from the composer 

Ted Johnson 
3990 Picea Court 
Hayward, California 94542 

:6:00 
2 Mangles, glass chimes, metal tube chimes, 
4 suspended cymbals, 4 concert tom-toms, 
bass drum, fire alarm, snare drum, 5 wood 
blocks, bird whistle, jay whistle, maraca, 
coins, and two glass bells. 

There are two contrasting sections: the first 
has 34 contrasting timbral statements with 
constantly changing dynamics and no tempo 
marking; the second requires all membrane 
instruments and includes a specific tempo 
marking. The specified implements include 
2 razor blades, (which seem to be attached to 
handles in the score), soft felt mallets, 
triangle beater, brushes,and a German bass 
bow. No instructions are given to the dancer, 
allowing the performer freedom of interpre- 
tation. 

Kowalski, Michael 
Traveling Music (1976) 

Michael Kowalski 
73 Revere Street, No. 3R 
Boston, Massachusetts 02114 

:5:40 
2 button-activated desk bells pitched at least 
a half-step apart, cowbell, 2 crystal wine 
glasses (high and low), wood block, hi-hat, 
suspended cymbal, timbales, and a tom-tom. 

A time line is given in the score, around 
which are found the descriptive symbols for 
the dancer. The line is marked off in equal 
segments, each of which represents the pulse. 
The pulse changes during the work and is 
accompanied by a tempo marking. In each of 
the eight sections either the percussionist or 
the dancer is designated in the score as the 
leader and responsible for setting the tempo. 

Udow, Michael/Udow, Nancy 
(choreography) 
American Indian Children's Poems (1979) 
American Composers Alliance 
:13:00 
Vibraphone and I tom-tom. 

Udow, Michael/Udow, Nancy 
(choreography) 
Cycle, Retrace, Progress, Be Still (1978) 
American Composers Alliance 
:9:00 
Vibraphone or piano 

The work may be performed as a piano or 
vibraphone solo or in the original duet form 
for solo dancer and vibraphone or piano. 

Udow, Michael/Udow, Nancy 
(choreography) 
Duet (1974) 
American Composers Alliance 
:3:00 
Wood block attached to stand, high and low 
maracas. 

The percussionist is to use a high maracas in 
the right hand and a low maracas in the left 
hand. One foot is to play the wood block, 
which is attached to a suspension system. 
The directions for the system are included in 
the score. High and low slaps and claps may 
be used instead of the maracas. 

Udow, Michael/Udow, Nancy 
(choreography) 
Figures (1977) 
American Composers Alliance 
:15:00 

Based on the study score, the author found 
the following instruments which may not 
necessarily represent all those that are 
needed: high and low tom-toms, wood block 
with foot pedal suspension system, two 
poles, snare drum, and three brake drums. 

Udow, Michael/Udow, Nancy 
(choreography) 
Over the Moon (November 1987) 
American Composers Alliance 
:40:00 
4 Thi gongs, 2 octave rin (Budapest temple 
bells), 7 angklung (bamboo rattle), vib- 
raphone, I octave cloud chamber gongs, 7 
dobaci (Japanese temple bells), 7 pitched 
almglocken. 

Udow, Michael/Udow, Nancy 
(choreography) 
Tacit (1979) 

American Composers Alliance 
:12:00 
Vibraphone, medium Chinese tam-tam. 

Video tapes will be available from the 
composer for all the Udow compositions by 
the fall of 1987. Only the original choreog- 
raphy should be used in Udow compositions, 
except in Duet. This video may be viewed as 
one of many possible realizations. 

Zonn, Paul 
Andrea's Dancing Music (1974) 
Smith Publications 
:10:00 
Marimba, sizzle cymbal, bamboo wind 
chimes, 5 temple blocks, 2 log drums, 
bongos, and 2 bass bongos. 

The work consists of seven sections to be 
performed in any order, with no pause 
between except as indicated by a fermata or 
as natural phrasing. The performer may want 
to follow a preconceived ordering of the 
sections in performance. The composer 
indicates the rhythmical proportions are free 
and should vary from lyrical to very virmosic. 
The composition may be performed with 
any untrained, uninhibited female dancer 
under the age of six. No performance 
instructions are included for the dancer. 

Notes 
1 David Ernst, The Evolution of Electronic Music 

(New York: MacMillan Publishing Company, 1977), 
pp. 3, 26. 

z It should be noted that Alexander Scriabln 
(1872-1915) composed an orchestral work Prometheus 
(1910) which was to be accompanied by colored 
lights appropriate to the mystical qualities of the 
music. In this article, lighting is considered a 
theatrical element rather than an established art 
form. David Cope, in New Directions in Music 
(Dubuque, Iowa: Win. C. Brown Company, 1971), p. 
45, believes that one reason composers began 
combining tape with instrumentalists was to 
compensate for the lack of visual activity in a solo 
tape composition. On Var~se's works the reader will 
find useful the record liner notes to Music of Edgar 
Var~se (Columbia, MS 6146); see also Ernst, The 
Evolution of Electronic Music, p.123. 

3 Davidowsky has also composed a percussion 
ensemble and tape work entitled Synchronisms for 5 
Percussion Players and Tape. See also Ernst, The 
Evolution of Electronic Music, p. 127. 

Cope, New Directions in Music, pp. 55, 65. 
Roger Reynolds, Ping, as published in Source: 

Music of the Avant Garde (3 July 1969): 70-86. 

Richard Cheadle is on the faculty of Western 
Illinois University where he teaches percussion, 
directs the mallet and percussion ensembles, steel 
bands, and works with the marching percussion 
ensemble. He has served as president of the 
Illinois chapter of the Percussive Arts Society 
and state chairperson of the National Associa- 
tion of College Wind and Percussion Instructors. 
Cheadle holds a Doctor of Arts degree from the 
University of Northern Colorado. His disserta- 
tion is on multimedia solo percussion works and 
also addresses performance problems in indi- 
vidual compositions. 
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Focus O n ' -  

Instrument Innovations 
The Theory and Design 
of a Multi-intonational 
Metal lophone 
Gayle Young 

The Columbine with Gayle Young- 1980 

The intonation controversy which began more 
than 300 years ago has had new fires lit under it 
in the last thirty years. Such forceful and 
articulate voices as Harry Partch and Lou 
Harrison have argued for the return to more 
mathematically accurate (and to their ears more 
muscially satisfying) tuning systems. Partch, as 
is weU known, spent much of his life not only 
expounding why equal temperament is a blight, 
but also building his wondrous instruments and 
composing his unique pieces in part to dem- 
onstrate his point. Lou Harrison, in his impor- 
tant book, Lou Harrison's Music Primer, 
speaks to the beauty of just intonation and ratio 
tuning. More recently, Wendy Carlos, who has 
opened many ears to electronic music, has begun 
to carry the banner of alternative tunings. And, 
in the last year, issues of Keyboard Magazine 
(January 1987) and Electronic Musician 
(November 1986) have dealt with some of the 
advantages and parameters of new tuning 
systems. In addition, Experimental Musical 

Instruments, a journal which should be in every 
adventurous percussionist's studio, often has 
articles on intonation and designs for instru- 
ments which serve these systems. And the Time 
and Newsweek of the intonation underground 
are Interval Magazine and 1/1. Also signifi- 
cantly, manufacturers of musical instruments 
have begun to think beyond equal temperament 
(Yamaha Corporation for instance, has equipped 
its latest version of the DX-7 synthesizer with 
the capability of using alternative intonations). 
Thus, it appears the time is ripe for the new 
musical resources such systems and instruments 
will provide. The foUowing article by Canadian 
composer~instrument builder, Gayle Young deals 
with some of these concerns and is relevant to 
percussionists looking to work with instruments 
tuned in just intonation. 

Until some years ago, like many musicians, 
I had seldom heard music that used other 
tuning systems and when I did hear such 

music was not able to identify the specific 
intervals I was hearing. I realized I had only a 
vague understanding of what the 18th 
century musicians and composers were 
talking about when they compared just 
intonation thirds (5/4, 6/5) with equal 
tempered thirds. It was evident, though, that 
the characteristics of  different tunings were 
important to them. 1 In researching the 
acoustic basis of  tuning systems, I wanted to 
hear and experiment with intervals outside of 
twelve tone equal temperamant. In 1977 I 
built an experimental instrument: frequency 
ratios were organized into scales or pitch sets 
which were not radically different from older 
just intonation tunings and arranged in a way 
that would be useful in understanding what 
the intervals sounded like. In each key there 
were both major and minor thirds and sixths 
so there could be considerable variation of 
mode within each key. 

As is well known, one reason equal 
tempered tuning became so popular was that 
it allowed the melodies and harmonies to be 
transposed (in just intonation transposition is 
awkward since the interval sizes are unequal). 
Wanting to have available some possibilities 
of  transposition, I shifted the original pitch 
setup a major third and down a major third - 
the three identical pitch sets were distributed 
relatively evenly over the octave. 

Over the next months in playing the 
instrument and composing music for it, I 
could hear a significant difference between 
just tuning and equal tempered tuning. The 
difference was particularly evident in slow 
sustained music with simple harmonies - 
often it was a very subtle distinction having 
to do with the timbral clarity of  the sound. 
These were sounds that interested me as a 
composer. 

The next year I built an expanded version 
of  the instrument, naming it the Columbine 
after the North American wildflower which 
has five petals (a more poetic name was 
chosen rather than a technical one such as 
"multi-intonational metallophone"). The 
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tuning system uses prime numbers only up 
to five, the number of  petals of a columbine 
flower. There are 61 pieces of  steel tubing, 
three quarters of an inch wide, each tuned to 
one of  61 pitches within a range of two and 
two thirds octaves. The basic pitch set was 
expanded to 13 notes per octave, producing a 
23 note octave when the two additional 
transpositions were included (Figure 1). The 
size of  the adjacent intervals is 20¢, 40¢ or 
70¢. 

Each tube is attached by the node to the 
wooden frame. (The node is located at one 
quarter of the length of  the tube and does not 
vibrate, so that when the tube is contacted at 
the node the sound is not impeded.) The 
structural support frame is made of  cherry 
and maple and fits together with hooks, 
bolts, and wing nuts (it can quickly be 
disassembled and packed into the back of a 
station wagon). 

Since I planned to use the instrument in 
concert it became necessary to solve practical 

problems associated with notation and 
performance. Flats and sharps would not be 
appropriate notations since there were 
several flats and sharps for some of  the notes. 
A separation into '%lack" and "white" notes 
was also inappropriate because all the tubes 
are placed side by side, the lower ones at the 
left, the higher ones at the right. I decided to 
notate each of  the three transpositions in a 
different color: the pitch set based on C is 
blue; the one on E is red; the one of  Gl is 
green. These colors can easily be identified in 
the peripheral vision of  the musician, which 
is important because musicians often rely on 
peripheral vision during performance. 

To distinguish the notes within each key I 
adapted William Billings' shaped note 
notation.' A simple geometric correlation 
between the number of  sides of  the shape of  
a notehead and its identity within the key 
were used. The thirds are three-sided 
noteheads; the fourths are square; the tonic is 
circular; and the seconds are semicircular 

(two-sided figures). The fifth, sixths and 
sevenths are all exact inversions of  the fourth, 
thirds and seconds, so it was logical to invert 
the shapes. The fifth is a diamond shape; the 
sixths are triangles facing the opposite 
direction of  the thirds; the sevenths are 
semicircles facing the opposite direction of  
the seconds. 

The shapes are painted on the tubes at the 
nodes closest to the musician while the 
frequency ratios are indicated on the more 
distant nodes of  the tubes. Most of  the tubes 
have two or three notations, and provide 
pivot tones relating pitches from one key to 
those of  another (Figure 2). The written 
notation uses the traditional five-line staff 
and shows noteheads of  various colors and 
shapes. All the G's (sharps, flats and naturals) 
are shown as G's and are normally notated, 
but without any accidentals. Rhythmic 
notation is the same as it would be in 
traditional notation except that half notes 
and whole notes have a spot of  color to 
indicate their identities. 

Because I used rounded and fairly narrow 
tubing there are some difficulties in perfor- 
mance. Accuracy is more difficult than on a 
vibraphone because the tubes are just over an 
inch apart and because, on the curved 
surfaces, the mallets rebound at an angle if 
the tubes are not struck exactly in the centers. 
For these reasons, in addition to the complex- 
ity of  the notation, it is difficult to play 
quickly or to use four mallets with accuracy. 

Several compositions have been written 
for the instrument, not all of  the music using 
the modal tuning system. Often intervals of  a 
specific size are used outside the context of a 
ke3~ Many intervals have their own specific 
sonority: the just thirds, the perfect fourths 
and fifths, and the microtones such as the 
81/80 of about 20 cents. Often composers 
use the instrument to produce glissandi or 
other sounds where no exact pitches are 
specified. Even in these passages the instru- 
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ment has it~ own specific sonority - because 
of  the tuning system and because of the clear 
quality of the sound of  the metal tubes. 

It is possible to play faster in the more 
gestural passages but in general the instru- 
ment is not designed for fast playing. There is 
no damper so the notes reverberate for 
several seconds unless they are stopped 
individually by hand. Below the tubes is a 
triangular trough shaped resonator made of  
sitka spruce. It is wide at the lower end of the 
instrument, narrower at the higher end 
where the tubes are shorter. Because the 
tubes are so close together it would have 
been difficuh to install individual resonators 
for each note (Figure 3). Sounds of  longer 
duration than the reverberation time of  the 
instrument can be produced by bowing the 
ends of the tubes. When bowed, there is a 
noticeably higher prominence of high 
overtones as well as the noisy sound of the 

bow itself. The pitch is easily identified but 
the timbre is not as clear as when the tubes 
are struck with mallets. The Columbine 
never goes out of  tune. But new notes cannot 
easily be added to it, essentially limiting 
composers and musicians to the notes that 
are there already. 

In 19801 built a second instrument on 
which the tuning could be changed and new 
tunings more easily experimented. The new 
instrument uses strings with moveable 
bridges similar to those of a Japanese koto 
and is called Amaranth (after another native 
American plant). It has 24 strings, each one 
meter long. The pitch of  the open strings is 
set by tuning pegs, but the most important 
aspect of  the tuning is done by moving the 
bridge which determines the string length. 
The instrument has a curved top so that 
individual notes can be bowed. In addition, 
the strings can be plucked and struck with 

percussion mallets. The Amaranth presents a 
wide variety of  different timbres and textures 
which interrelate with different tunings in 
ways I have still not completely explored. 

When the two instruments are played in 
concert I often accompany the live sounds 
with pre-recorded sound. Electronic and 
computer generated sound have also been 
used in several compositions. It is fairly easy 
today to define exact pitches by computer 
using appropriate software systems. The 
Amaranth is sometimes tuned using a 
pre-recorded series of  pitches generated by 
computer; however, I still find the visual and 
tactile presence of the two acoustic instru- 
ments attractive and it has been easier to 
understand what can be done musically with 
various tunings when they are presented on 
the acoustic instruments (where the notes 
can be seen and played one by one, in chords, 
long and short, soft and loud). 3 The combina- 
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t ion of the two acoustic instruments with 
electronic instruments has also allowed the 
exploration of  varied pitch combinations in 
some detail. 4 

Our  tweh'e tone equal tempered tuning 
system combined with our traditional 
common practice harmonic language is 
deeply ingrained in our culture. Most  people 
can recognize (at least unconsciously) the 
structures of  the music they hear in familiar 
settings. Nearly everyone can recognize the 
cadence that ends a popular song. But when 
the music departs from this familiar territory 
the listener is left uncertain of  what is being 
heard. Although it is becoming increasingly 
convenient to experient with different 
pitches and tuning it remains difficult for all 
of  us to unders tand the musical implications 
of  altered tuning  systems. After almost ten" 
years of  work with altered tunings I, for one, 
feel that I am still beginning to explore the 
a r e a .  

Notes 
' In the 18th century; when European composers 

and musicians began to use twelve tone equal 
tempered tuning, there was a lot of discussion of the 
relative merits of various tunings. An older traditional 
tuning, called just intonation, defined intervals by 
frequency ratios using simple whole numbers. In that 
tuning, scale steps were not equally dMded as were 
the semitones of equal temperament. 

2 Billings notated choral music using shaped 
noteheads to show different intervals, thereby 
assisting choir members to read music. 

This is perhaps because I lack facility with 
computer systems but it is also because the available 
methods of control, in my vie~; seem very, primitive: 
I do not find keyboards (either alpha-numeric or 
twelve tone equal tempered) particularly useful in 
dealing with altered tuning systems. 

4 It seems to me that pitch thnctions not only as 
the definitive element of melody and harmony but 
that it also has an important role to play in more 
nebulous musical characteristics such as timbre. 
Pitch alterations have traditionally been used to 
heighten the expressMty of music, tbr example, when 
a singer uses vibrato or glides from note to note. 
Unusual pitch combinations are also used to produce 
exotic sounds which contrast with more familiar 
sounds. But they have seldom been used as musical 
characteristics in their own right. Perhaps to do this 
we need a renewed theory, of harmon3: 

Recipient of the BMI prize in composition, 
Gayle Young studied at York University with 
James Tenney, David Rosenboom, Bob Becket, 
and Richard Teitelbaum. Her pieces have been 
performed in new music festivals in Canada, on 
national radio programs, in art galleries, and on 
record. She has also written about the life and 
work of Hugh LeCaine, Canada's pioneering 
electronic musician. Further information and 
repertoire lists are available from her: 146 Ridge 
Road West, Grimsby, Ontario, I.,3M 4E7 
Canada. 
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Focus On 

Electronic Percussion 
The Educational Side 
of Electronic Drums, Part I 
Norman Weinberg 

Okay; so you have seen a lot of  the recent 
ads about electronic percussion in this and 
other magazines. Maybe you've even 
listened to the sound track ofa  TV show or 
movie and heard drum sounds that you 
thought were electronic. You might feel that 
you should find out what all this commotion 
is about. I f  you are thinking about getting 
some electronic percussion instruments you 
might be considering the educational 
benefits of electronics. Even if you are not a 
drumset player, even if you don't play in a 
techno-pop band, you can still use these 
electronic percussion instruments to improve 
whatever you do nox~ and maybe prepare 
yourself for the future. 

First, you should realize that these 
instruments now sound great[ If  the last 
drum machine that you heard was attached 
to an orqan with color-glow keys, then you 
owe it to yourself to give some of  the new 
models a closer listen. In the same manner 
as a compact digital disk, the new drum 
machines and electronic sets create their 
sounds by digital samples. These samples 
are a digital recording of  the exact wave 
tbrms created by the acoustic instrument 
when it was recorded. In short, while these 
sounds may not be "real" percussion 
instruments, they are not "synthesized" 
sounds either, and thus the end result is as 
close to the original instrument as a compact 
disk. 

We are well aware that a frequent topic 
today, in musicians' magazines and in 
discussions among performers, is how drum 
machines are affecting the pop and rock 
recording industry: Not long ago I read an 
interview with a keyboard player who had 
been doing a lot of  drum programming 
because the drummers hired for the record- 
ing session didn't "know how to program. 
While many musicians fear that something 
like this will put them out of  work, the focus 
of the article was a plea to drummers to 

embrace the new technology so that A) 
drummers would get to keep their jobs and 
B) the drum parts being programmed on 
drum machines wouldn't sound as if they 
were recorded by a keyboard player. 

For the fact is that today's musical market 
is changing. If  you want to enter the job 
market with the skills and knowledge 
necessary to earn your living in music, then 
you have to keep up with the expanding 
field of  percussion . . . and the field not,  
includes electronic percussion instruments. 
Just as you can't learn timpani without the 
drums, you can't learn electronic instruments 
without the necessary equipment. Also, if 
new learning techniques are available to help 
us become better performers, then let's give 
them a try. Computers have already been 
shown to be an aid in many aspects of  
academic and technical training. It might be 
possible to adapt some of  these techniques 
to percussion performance. The knowledge 
of  how to work with the different aspects 
and parts that make up the entire system 
and the improvement of  your playing ability 
by a self-examination of  your own style and 
skill can be educational benefits to you. How 
do you program the drum machine? How do 
you "sculpt" sounds on the electronic drum 
set? By answering these questions, you will 
gain a new perspective on your playing. 

When you start to program the drum 
machine, the first decision is whether or not 
the end result is going to sound like 
electronics or a "rear' drummer. If  the style 
is rap or techno-pop, then just about 
anything is legal. If  the music being pro- 
grammed calls for a real drum sound, then 
another approach must be considered. You 
might ask why use a drum machine to try to 
imitate a real drummer? Because you may 
be asked to do this at some point in your 
career. Many keyboard players are not,  
performing on the hotel club-circuit as a 
single act. A club ot 'ner can make more 

money paying one musician than paying six. 
For this reason, some of  these players are 
using drum machines as their rhythm 
section. A drummer who really knows what 
can be done with a drum machine could 
program their songs for them, and the 
keyboard performers will have a better 
sound. In other words, someone could hire 
a drummer once (for some sort of special 
fee), and use that drummer's .great ideas and 
musical influence for every performance. 

How does one begin to create that live 
sound? If  the real drummer sound is desired, 
then programming a pattern on the drum 
machine requires pulling your playing apart, 
examining and analyzing what you are doing 
when performing. Let's look at some of the 
factors that come into play when using this 
approach. 

First there is the sound of  the drum set. 
It is possible to program each pitch along 
with its amount of  decay (length) for all the 
drum sounds on the machine. Does the style 
of  music dictate long or short decays for the 
tom tom sounds? Do you want the impres- 
sion of  a small drum set, or one with twenty 
mounted tom toms? Once you have the 
sounds that you want, then comes the actual 
recording of  patterns. 

Another aspect to think about is the 
groove or feel of  the patterns. "Swing factor" 
can be added to the patterns to distort the 
divisions of  the beat. If  can be set for 50% 
(straight eighths), 54%, 58%, 63%, 67% 
(swing style divisions of  the beat), or 71% 
(shuffle). It is even possible to change 
between the different swing levels during 
the song. Some of  these differences are 
subtle, but really affect the groove and style 
of the performance. 

A lack of natural dynamics is the first 
thing that comes to mind when listening to 
a drum machine which has been program- 
med in the "set-it-and-forget-it" mode. You 
can't create a live impression with the two 
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choices of loud and louder. Where are the 
stress points, pulse points, accents, the life 
and spirit of  the patterns? How strong are 
the accents in relation to non-accented 
notes? Are all accents at the same level or do 
they also have a shape? With a drum 
machine like the E-Mu SP-12, all dynamics 
are memorized into the indMdual patterns. 
Where these dynamic differences occur in 
the patterns and at what level they are 
recorded determine quite a bit of  the overall 
feel. Drum machines that record dynamics 
can work with 128 different levels. You must 
agree that 128 dynamic levels are enough to 
create just about any stress points you might 
need. 

Another facet of  creating a live impression 
is the tempo. Let~ lace it, it's possible with 
the drum machine's auto-correct feature and 
a good, steady supply of  current, to build a 
song with absolutely perfect time. Unlike 
someone with perfect pitch, I've never met 
anyone who can hear something and say "It's 
between 110 and 111 to the quarter note, 
closer to 110.4" But it seems to be easy to 
hear when the tempo is just "too perfect" to 
be a live player. If  the tempo never changes 
at all, there is a loss of t?eling and mood. 
With the drum machine it is possible to 
program tempo with the accuracy of  
one-tenth of  a beat per minute. It is also 
possible to program a ritardando or ac- 
celerando between any two points. With 
this in mind, the tempo can push a little bit 
going into a chorus, or drag back a little 
when the mood relaxes. These should be 
subtle changes; thinking about them and 
working with them will make your ear more 
sensitive to tempo differences and fluctua- 
tions. 

Drummers don't often get the chance to 
work with a mixing board to listen for, and 
experiment with, the overall balance. When 
you play live, your ears tell you the balance 
of  the entire set and your body makes a 
series of  constant adjustments to achieve 
what you want to hear. Just think of  the 
balance differences (drums versus cymbals) 
between a big band sound and a rock sound. 
Each sound on the drum machine can be 
mixed at different levels without losing the 
subtle dynamics that were originally pro- 
grammed. By experimenting with different 
setting, you will gain the knowledge of  how 
balance affects s@e. If  you really think 
about all of  these factors and do some 
experimentation you will improve your 
control on the drum set when you play live, 
thereby giving yourself more options and 
also the impetus for working toward more 
control. 

While you can mold the color and sound 
of  the drums with the drum machine, many 
more variations of color are possible with 
the electronic drum set. The drum machine 
allows pitch changes of  a little more than an 
octave in half-step dMsions, but, the drum 
set~ pitch range spans two octaves in 

quarter-tone divisions for each sound. 
Instead of  only determining the overall 
length of  the sound with the drum machine, 
digital drums such as the Roland DDR 30 
permit fairly sophisticated control of the 
wave's envelope. You can also control the 
amount of  bend a sound has (pitches falling 
due to stronger attacks), how long that bend 
takes to fall, how tSr it falls, and the dynamic 
sensitMty at which the bend is activated 
(soft strokes don't bend, louder ones do). 
Other aspects that can be used to mold the 
sound into the desired color are two separate 
sound gates that are fully controllable, as 
well as a very modest equalizer. 

When all of  these parameters are present, 
the programmer is required to really think 
about what t~pes and levels of  these controls 
make up their sound. \Vhen you are looking 
for some far-out space sound, anything is 
possible, but there is a certain value in trying 
to "sculpt" pure acoustic sound. I have found 
myself thinking about the length of  attacks 
on different snare drums, the volume 
difference between the sound of  the stick 
hitting the snare and the short amount of  
decay that follows, and even the distance 
that the pitch falls in relation to its attack 
volume. Wnnat really is the difference in the 
attack and sustain of  a single and double- 
headed tom-tom? These are questions that 
t~w people have ever thought about, but 
when you try to sculpt drum sounds from 
their basic ingredients, it requires a new kind 
of  analyzation. It threes you to think just 
about the sound itself and hear it in a new 
light. I believe that this can be transferred 
directly to acoustic drums as well. Pitch, 
stroke, level of  sustain and decay, can all be 
controlled to a high degree by the player's 
hands. By working with the sounds on the 
electronic set, you might get a better idea of  
the sound you want to produce and what 
your hands must do to achieve that sound. 

Once these ideas are sculpted into your 
sounds, they can be combined to form 
different drum sets that can be stored in the 
electronic drums memory and recalled at 
the push of  a button. Using the memory 
cartridge in addition to the internal memory, 
the DDR-30 holds 24 different sounds for 
each pad. Why do drummers use certain 
types of  drums for different playing situa- 
tions? Most likely the answer involves the 
combination of different sounds to best 
blend with the music. With so many drums 
available at the touch of a button, you can 
really hear the difference between a good 
"hea~ V metal set" or a "jazz quartet set:' If  
you are working on orchestral excerpts for 
an audition, you can even try out 24 
different snare drum sounds in order to hear 
which type of  drum would be the best 
choice for that particular passage or work. If  
it is decided that a drum with a thick, heavy, 
and dark sound would work best, it will save 
a lot of  time when you select and tune the 
instrument you will use for the performance. 
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If  you want to further explore the educa- 
tional side of  electronics, add a computer to 
your systemP One program will do a particu- 
lar job easier or better than the other, 
depending on the task. If  you connect 
electronic percussion instruments to a 
computer, many other wonderful options 
become available. What follows is a short list 
of some tasks that can be performed by 
combining electronic instruments and 
computer programs. 

1. Overdub, or multi-track an almost 
limitless number of times (how about a 
400 + track tape deck?). 

2. Include a metronome that performs the 
recorded material at any setting from a 
quarter note = 20-400 bpm without 
changing the pitch of  the recorded 
instrument. 

3. Have a rhythmic accuracy of 480 
attacks per quarter note (this amounts 
to a mind boggling "theoretical" 3,200 
notes per second). 

4. Play and print out just about any 
polyrhythm (five against seven against 
nine against thirteen against seventeen, 
all at the same time). 

A ID m e r l c a n  r u m  
• • mo I I I n I 

"We make mallets.., that  Revolut ionize  the Industry/" 
Write for a free catalog. 

American 

of Virsinh 

8440 Barrens Rd., N.W., Roanoke, VA 24019 
_ _  . | 

Ph.(703)563-1884 
• = . . . . . . .  , 

5. Control 128 levels of  dynamics over any 
time span. 

By working with the computer, you can learn 
about recording studio techniques such as 
overdub and punch-in punch-out, notational 
problems with percussion, and working with 
MIDI. These, too, are valuable skills in 
today's musical job market. 

This brief introduction to the educational 
side of  electronic drums has suggested how 
an electronic system may help in the job 
market as well as in examining your playing 
from a new perspective. By taking apart a 
song or a sound, and then putting it back 
together, one gains a great deal of  knowledge 
about what makes a particular idea good or 
bad. Concepts of  form and structure, aesthet- 
ics, balance, and more can be explored. Just 
as an artist who mixes his own colors gains a 
certain respect (and an appreciation on a 
deeper level) for exactly what colors are, the 
drummer who can sculpt sounds and build 
creative grooves knows exactly what is being 
done to achieve the desired goal. Part II of  
this article will focus on several techniques 
possible with electronic percussion instru- 
ments that can help solve specific perfor- 
mance problems. 

I am indebted to Del Mar College tbr a 
faculty grant in 1986 to investigate the use of  
percusslon instruments as educational aids 
and for providing funds for the equipment. 

Notes  

i The computer programs used in my project are 
Total Music by Southworth Music Systems, Performer, 
and Professional Composer by Mark of the Unicorn. 

Michael Rosen 
editor 
Focus on Performance 

Percussive Arts Society 
is dedicated to 

the highest standards 
of performance, teaching, 

composition, 
and all other phases 
of the percussive arts 

at all levels 
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Reviews of New Percussion 
Literature and Recordings 
James Lambert 

Publishers and composers are invited to mbmit 
materials to Percussive Notes to be considered 
Jbr revieut Selection of reviewers and editing of 
reviews are the sole respon.~bility of the Review 
Editor of Percussive Notes. Comments about 
the works do not necessarily reflect the opinions 
qf the Percussive Arts Societ3: Send mbmittals 
to Dept. qf Mu.~c, Cameron Univer~t3; 
Lau,ton, OK 73505. 

Snare Drum Solo 

Test-Claire Pour Caisse Claire Seule V 
Jacques Del~cluse 
$3.75 
Alphonse Leduc 
175, Rue 8aint-Honor~ 
Paris, France 
Theodore Presser Co., sole selling agent 

All who have grown to respect and appreciate 
Del~cluse's etudes will need no prompting to 
investigate the merits of this publication, and 
the serious student of  the snare drum will 
especially savor it. Vv'ritten in 6/8 meter, this 
short (approximately two-minute) work is a 
challenge tbr the advanced player, a piece 
that is every bit the test its title implies. Using 
idiomatic but difficult patterns a good 
perfbrmance requires the ability to play at 
pianissimo as well as fbrtissimo levels and the 
clean execution of  flams and drags at rapid 
speeds. In short, it demands that quintessen- 
tial ingredient f~)und in only the most mature 
performances - control. 

- John Raush 

Timpani Solo and Method 
Books 

Piece HI 
Adolfo Mindlin 
$2.75 
Alphonse Leduc 
175, Rue Saint-Honor~ 
Paris, France 
Theodore Presser Co., selling agent 
Piece is a short (approximately two minutes) 
solo for three timpani and five temple blocks 
with a piano accompaniment. The tempo is 
• ~= 116 and a time signature o f ~ 4  is used 
throughout. Rhythmic patterns are primarily 
different combinations of  8th and 16th notes 
and could probably be handled by most 
junior high school students. There are several 
pitch changes and two different sections in 
which the temple blocks are used. In each 
case, a sufficient number of  measures of rest 

are given prior to the change. The notation is 
clear and easy to read but does use the 
abbreviation method (two slash marks 
through the stems of quarter and half notes) 
for 16th notes which younger students 
sometimes mistake for rolls. The pitch 
changes and the piano accompaniment add a 
great deal to the educational value of the 
composition. In my viex~; Piece would be a 
good choice for the beginning/intermediate 
timpani student. 

- Lynn Glassock 

Suite for  T impani  IV 
David Mancini 
$4.00 
Kendor Music, Inc. 
Delevan, NY 14042 

David Mancini's Suite for Timpani (ca. :4:30) 
is written not in the usual multi-movement 
format of the baroque suite but as one 
continuous - albeit sectionalized - move- 
ment. However, like the indMdual move- 
ments of  the suite, each section of this 
through-composed piece does maintain an 
identity of  its own. The sections include a 
brief introduction followed by a moderato 
12/8 section using repeated melodic patterns 
set in constantly changing accent schemes; a 
short, unbarred interlude characterized by 
crescendo, decrescendo, and legato rolls; a 
brief'section using a left-hand ostinato 
accompanying a right-hand melody; and a 
concluding section featuring alternating and 
variable meters. Except for wide-interval 
glissandi, the limited pedaling requirements 
involve conjunct pitches only. 

This is material for the more advanced 
high school or college level timpanist. From a 
musical standpoint, some sections of  this 
work seem a bit too brief considering the 
proportions of  the piece as a whole. However, 
this solo will not disappoint those who 
delight in a physical challenge and find 
moving rapidly over all four drums an 
exhilarating experience. 

- John Raush 

M~thode  Techn ique  d e  T imba le s  
Jo~l Chauvi~re 
$11.25 
Alphonse Leduc 
175, Rue Saint-Honor~ 
Paris, France 
Theodore Presser Co., selling agent 
This seventeen-page publication is a techni- 
cal tutor for the timpani. An English transla- 
tion of the instructions for practicing the 
exercises is provided, although the material is 
basically self-explanatory. The book is laid 

out in a progressive format, moving from 
studies for one drum only through sections 
devoted to two, three, and finally four drums. 
Each section begins with exercises for daily 
practice in the form ofmuhiple sticking 
patterns which address the problems of 
moving from drum to drum using alternated 
strokes (including cross-sticking), double, 
and even triple-stroke patterns. These are 
followed by six short exercises in which the 
use of  different note values places some 
degree of emphasis on rhythmic reading as 
well as sticking. Finally, the sections conclude 
with six longer and much more difficult 
etudes. 

It should be understood that the tbcus of 
this text is the technique of sticking and 
movement. Other techniques such as rolling, 
pedaling, muffling, legato, and staccato are 
not areas given concentrated attention. The 
publication thus is not a comprehensive 
method of the kind one might expect from its 
title. Given these limitations, it has value tbr 
students at all levels of  development as a 
supplement to other technical studies. The 
etudes are well-written and musically 
demanding, and will prove challenging as 
well as interesting to the advanced 
timpanist. 

- John Raush 

Multiple Percussion Solo 

Deva 3 HI 
Jean-Claude Tavernier 
$4.00 
G~rard Billaudot 
14, Rue de rEchiquier 
75010 Paris, France 
Theodore Presser Co., selling agent 

Deva 3 (under 3 minutes) is a multi-percus- 
sion solo with piano accompaniment aimed 
at the beginning student. The percussion 
part requires a wood block, suspended 
cymbal, tambourine, snare drum, and 
tom-tom, or snare drum without snares. The 
grading is realistic: technical requirements 
are kept to a minimum (the entire part can be 
played with alternated single strokes and a 
few flams) and musical demands involve 
dynamic changes but no difficult rhythms. 
The piano accompaniment is playable by 
pianists with modest technical skills and 
should pose no particular ensemble problems 
when joined with the solo part. Teachers 
aiming to encourage the development of  
multi-percussion and ensemble skills at an 
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early stage in their student's education will, in 
my opinion, appreciate this publication. 

- John Raush 

Valse 
Adolfo Mindlin 
$2.50 

III 

Percu-Libre  
Christian Dachez 
$2.75 
Both published by Alphonse Leduc 
175, Rue Saint-Honor~ 
Paris, France 
Thedore Presser Co., selling agent 

These two separate publications are in the 
Collection de pi~ces iru~trumentales destinies 
aux exameru~ et concours des Conservatoires et 
Ecoles de Musique, under the direction of 
Philippe Rougeron. 

Percu-Libre (:2:10) is a multi-percussion 
solo written for suspended cymbal, snare 
drum, bass tom-tom, bass drum, and triangle, 
graded at the beginning level. Valse (:2:00) is 
a snare drum solo listed in the "preparatory" 
category, a grade slightly more difficult than 
the beginning levels. Both pieces have piano 
accompaniments. The piano parts are well 
written but not technically complicated. 
Although the technical demands in Percu- 
Libre are modest, ensemble problems 
occasioned by fitting the solo and piano parts 
together are considerably greater than in 
beginning literature usually encountered, 
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making the grade assigned to the piece a bit 
unrealistic. Valse requires basic techniques 
such as flares, drags, a few rolls, and several 
flammed rolls. It would be appropriate for 
advanced elementary level students. Both 
pieces should be excellent vehicles for 
helping young percussionists develop 
sensitive ensemble performance skills. 

- John Raush 

Notturno fiir Klavier  u n d  Sch lagzeug  IV 
Op 57 
Peter Jona K o m  
$16.00 
Edition Wilhelm Hansen 
Frankfurt, Germany 
MMB Music Inc. 
10370 Page Industrial Blvd. 
St. Louis, MO 63132 

Peter Jona Kom's multi-percussion solo with 
accompaniment, Notturno, is consistent in 
style and direction. Written for a variety of  
instruments - timpani (4), sizzle cymbal, 
crotales, vibraphone, tam-tam, and various 
toys - it is meant to be accompanied by 
piano, organ, or accordion (yes, you read that 
correctly, accordion). I assume most percus- 
sionists would only use an accordion player 
as a last resor t -  yet, there could be some 
interesting possibilities... 

This one movement work is marked molto 
tranqillo and the tempo is rather slow (e~ = 76) 
as the style-title indicates. The percussionist 
begins with pianissimo minor-third timpani 

glissandos that recur throughout to unify the 
work. Most of  the four-mallet vibraphone 
work is relatively easy with the accompani- 
ment part offering more invoh, ed support. 
The overall legato flow is consistent with few 
deviations from the opening tempo and the 
composer shows concern for timbre changes. 
There are two short cadenza sections tbr 
crotales, and the ending is slightly faster with 
the vibraphone fading away with a rhythmic 
ostinato over sustained piano chords. 

Notturno would not be my first choice for 
senior recital material, but due to the 
medium-difficult percussion writing and the 
accessible piano part this selection would 
work well for younger college students. The 
price is rather high for a solo of this length; 
however, this is probably because of publica- 
tion overseas and the fact that two full scores 
are provided. 

- Mark Ford 

Quat re  Etudes Pour Batterie, Vol. 2 IV 
Jean-Claude Tavernier 
$7.OO 
Gerard Billaudot 
14 Rue de rEchiquier 
75010 Paris, France 
Theodore Presser Co., selling agent 

Jean-Claude Tavemier's Four Etudes for 
Percussion Solo are designed to be accom- 
panied by either piano or vibraphone. They 
are unique in that there are only two accom- 
paniments for four etudes: etudes 5 & 6 are 
to be played with the first accompaniment, 

des 7 & 8 with the second accompani- 
at. This is volume two of Tavemier's 
"~es; the first volume (etudes 1-4) was not 
ilable to me. 
['he biggest problem I had is deciding 
~t instruments the composer intended, as 
re is no indication or "key" of non-pitched 
cussion instruments the composer had in 
ld. However, all etudes could be per- 
ned on four to five drums (snare drum, 
s drum, and assorted tom-toms) and one 
~bal. Perhaps the instrumentation is 
~red in volume one; still I find it odd that 
indications occur in volume two. 
kll four etudes are in the medium-easy 
Nor): Etudes 5 and 6, marked "Andante, 
straight eighth notes on a cymbal over 

~" drum parts, interspersed by four-bar 
cussion solos. Etudes 7 and 8 are marked 
egro" in 5/4 time; contrast is achieved by 
~ng dynamic changes, a varlet3" of percus- 

solos, and easy syncopation in the 
ompaniment.The etudes could serve as 
aatroduction to multi-percussion at either 
high school or advanced junior high 
ool level. They would also work well for 
) and ensemble festivals or other student 
formances. 

- Mark Ford 

ff Anrufungen  V-VI 
.told Hummel, ed. Siegfried Fink 
cost given 
amermann 

Reviews 



Gaugratenstrasse 19-23 
D-6000 Frankfurt am Main 
Federal Republic of  Germany 

This is a live-movement collection of solos 
tor nmltlple percussion: vibraphone, tom 
toms, bongos, snare drum, temple blocks, 
and several metallic sounds. Each instrument 
is ktentified by graph symbols in the parts. 
Stick and mallet indications are quite clear, 
though it should be mentioned that a bass 
bow is needed. The movements contain 
interesting color and dynamic contrasts and 
will requiw carethl preparation as there is no 
suggested setup. The print is exceptionally 
clear and this should contribute to the work's 
becoming an excellent addition to the solo 
and degree recital literature. I recommend it 
highb: 

- George Frock 

M i x e d  M e d i a  

Poem IV 
Ivar Lundc, Jr. 
$26.00 
Norsk Musikfbrlag 
MMB Music 
10370 Page Industrial Blvd. 
St. Louis, MO 63132 

Poem is in one movement and tbr trombone, 
piano, vibraphone, and percussion. The 
percussion part is written on two staves but is 
playable by one player. Instructions by the 
composer make it clear that the vibraphone 
player can assist the percussionist when 
rapid instrument or stick changes occur. 
Percussion instruments required are two 
snare drums, tom toms, suspended bass 
drum, temple blocks, and assorted metal 
s(~unds. Opening with a thirly len~hy slow 
section, Poem then has a lively main body, 
and closes with a brief wtbrence to the 
opening theme. The parts are quite clear and 
have been carefially grouped rhythmicall3: 
The vibe part is a Grade 4-5 and is playable 
with two mallets; the percussion, a Grade 3. 
There are a fi.*w rapid page turns because of 
the score tbrmat. All in all, this should be a 
nice addition to a recital or chamber music 
program. 

- GeoNe Frock 

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

Mabel 2 HI 
Jean-C, laude Tavernier $4.00 
Gerard Billaudot 
14, Rue de l'Echiquier 
7501~1 Paris, France 
Theodore Presser Co., selling agent 

This elemental;  three-minute piece tbr 
vibraphone and piano includes several three- 
and fbur-note chords, but mainly consists of  a 
single-line melody. The piano part is also 
easy, with block chords in the right hand and 
arpeggiated chords in ~he leti hand. The 

tempo indication is adagio. Dynamics and 
phrasing are clearly marked, but there are no 
sticking or pedal indications given. The work 
would be suitable for young musicians for 
recital or festival. 

- John Baldwin 

Poem for Vibes IV 
Leo Oudrits 
No price given 
Pustjens Percussion Products B.V. 
\Vestzaastraat 8-10, 1013 N G  
Amsterdam, The Netherlands 

Poem for Vibes is a short (ca. :1:30) through- 
composed work best suited for the beginning 
four-mallet performer. No dampenings are 
written, and there are only four pedal 
markings which appear at the end of the 
piece. However, the performer may wish to 
add dampening and pedaling based on the 
melodic-harmonic interplay. Poem employs 
two techniques: melody versus accompani- 
ment, and a brief introduction to mallet 
independence utilizing 32nd notes in arpeg- 
giated chords. The harmonies are all stan- 
dard, combining typical jazz sevenths and 
more traditional triads and progressions. The 
printing and instructions are quite clear. 

- Rich Holly 

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  

Car ib lue  HI 
Siegfried Fink 
Zimmermann 
Gaugratenstrasse 19-23 
D-6000 Frankfurt am Main 
Federal Republic of  Germany 
A short (:2:40) work in the merengue style for 
vibraphone and marimba involving two to 
ten percussionists. The vibe part may be 
played as written, but also may be improvised 
using the chord symbols provided. The 
accompanying marimba part uses four 
mallets and is mainly chordal in a rhythmic 
style. \Vritten-out parts for a wooden agogo 
(or temple blocks) and two congas are 
included with the score. Ostinato parts for 
eight other typical Brazilian percussion 
instruments are also provided and would 
certainly enhance the pertbrmance. None of 
the parts is above a medium-difficult level. 
The vibe part would offer a good opportunit 3, 
for learning to improvise. The work is 
appropriate both tbr study" and teaching 
purposes, and for concert performance. 

- John Baldwin 

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

Schlagzeug Klassisch 
ed. Siegfried Fink 
(includes two transcriptions: 
Matona mia eara by Orlando di Lassus; 
Badinerie by J.S. Bach) 
No price given 

III 

Zimmermann 
Gaugratenstrasse 19-23 
D-6000 Frankfurt am Main 
Federal Republic of  Germany 
These two transcriptions are excellently- 
suited to younger keyboard percussionists 
who are not familiar with the late Renaissance 
and Baroque musical styles. Mr. Fink has 
provided clearly printed parts for vibraphone 
(also glockenspiel), xylophone, vibraphone, 
and marimba. (It is this reviewers opinion 
that both transcriptions could be easily 
adapted to an all-marimba setting as well.) 

It is important that performers hear and 
become familiar with the traits of  Lassus' 
legato, serene Matona mia cara and the 
contrastingly motoric, rhythmic content of 
Bach's Badinerie. I f  the conductor or instruc- 
tor will play a recording in the original 
version (vocal for Lassus, instrumental for 
Bach), the student performers are likely to 
come closer to performing in style than 
without the demonstration. Although no roll 
designations are given for Matona mia cara, 
judicious placement of  sustained sounds is 
clearly needed. The Bach Badinerie would 
have fewer such demands. Congratulations 
to Zimmermann of Frankfurt for these 
excellent transcriptions for keyboard ensem- 
ble at the grade III level. 

- James Lambert  

Three Dance Etudes for Marimba V 
Duo or E n s e m b l e  
Daniel Dorff 
$14.00 
Theodore Presser Company 
Bryn Mawr, PA 19010 

Daniel Dorffs recent Three Dance Etudes has 
already received numerous performances in 
the United States. To best explain the work, a 
synopsis of  the instructions is in order: The 
composition may be performed by a duo, 
two instruments, two mallets each, or both 
performers on one instrument (why not one 
player, four mallets?), or by any size marimba 
ensemble. The instructions state, "Regardless 
of the combination used, everyone should 
play a continuous stream of eighth notes: All 
three Etudes need not be performed together. 

Each etude consists entirely of  eighth 
notes, some stems up, some stems down, 
providing various subdMsion feels. No 
dynamic markings are indicated in the score 
and thus dynamics are entirely of  the perfor- 
mers' choice. All three movements have the 
tempo indication "presto." As you may 
already have surmised, the work is a mini- 
malistic pattern piece relying on harmonic 
changes and subdivisions to create interest as 
there are no melodies per se. The harmonies 
are often open fifths and fourths combined 
with various voicings of  triads and seventh 
chords (the work is thus largely consonant by 
today's standards). Except for playing in this 
vein for twenty-one minutes straight (if all 
three etudes are performed in succession), 
there are no particular technical demands 
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placed upon the performers. However, a 
mature musical rendition will involve finding 
appropriate dynamic changes and nuances 
and working to incorporate these successfully 
through dynamic control.While the lack of 
rhythmic diversity may become tedious, the 
harmonic changes, the melodies created 
through these changes, and the rhythmic 
subdivisions are quite colorful. In the hands 
of mature performers, Three Dance Etudes 
would be suitable for most any recital or 
ensemble program. 

- Rich Holly 

P e r c u s s i o n  E n s e m b l e  

Time Piece  IV 
Charles De Scarfino 
$7.50 
Columbia Pictures Publications 
15800 NW 48th Avenue 
Miami, FL 33014 

Time Piece is an ensemble selection for six 
players, one of whom is a featured soloist 
performing on five rototoms. The remaining 
instrument requirements are five rice bowls, 
lions roar, xylophone, tambourine, wood 
block, two toms, chimes, and marimba. The 
type of sticks and mallets to be used (includ- 
ing chopsticks for the rice bowls) are clearly 
indicated. The rototoms are to be tuned in 
minor thirds but no specific pitches are given. 

The individual performance requirements 
range from easy to moderate with the soloist, 
of course, having the most demanding part of 
the six. Changing time signatures and a few 
isolated rhythmic patterns help raise this 
otherwise fairly easy piece to the intermediate 
level. The performance time is a little over 
two minutes and most high school ensembles 
(with the given instrumentation) should 
enjoy the different sounds this piece has to 
offer. 

- Lynn Glassock 

Trisnar IV 
Jacques Del~cluse 
$9.00 
Editions Musicales 
Alphonse Leduc 
175, Rue Saint-Honor4 
75040 Paris (Cedex 01), France 
Theodore Presser Co., selling agent 

Trisnar is a snare drum trio which lasts 
approximately two minutes and thirty 
seconds. Del4cluse calls for drums of different 
pitches (high, medium, and low) and extends 
the "trio" theme to the meter organization, 
primarily alternating bars of 3/4 and 3/8. The 
composer uses these changing meters to 
utilize effective unison and contrapuntal 
passages while offering strong contrasts in 
dynamics, texture, and rhythmic develop- 
ment. The main motive is developed 
throughout within the framework of binary 
(AB) form, and the end result is enjoyable for 
the performers and the audience. 

Del4cluse's Trisnar would be a good choice 
for either high school or college percus- 
sionists. This medium-difficuh work could 
be programmed easily on an)" studio recital 
or solo and ensemble/bstival. 

- Mark Ford 

Extremes V 
David Mancini 
$~2.00 
Kendor Music, Inc. 
P.O. Box 278 
Delevan, NY 14042 

Extremes is a one movement ensemble tbr 
seven percussionists. The instrumentation 
comprises keyboard percussion, drums, 
timpani, and several metallic instruments, 
including stainless steel bowls, electric 
tubing, and clock chimes. An instructional 
paragraph gives instrumentation substitu- 
tions for the clock chimes and describes 
techniques fbr playing the uncommon 
instruments. 

The composition has a ihn-fare tTpe 
opening and is in typical ternat T (ABA) 
structure. The parts and score are very clearly 
written. The publisher's rating of Grade 5 
may be a bit high (there is one rhythmic 
modulation at measure 136 where a half note 
becomes equal to a dotted haiti. The contrast 
of metallic and drum sounds should resuh in 
Extremes being well received and enjoyed by 
the advanced high school or college ensem- 
ble. 

- George Frock 

A Christmas Medley  III 
including "God Rest Ye Merry Gentlemen" 
"The First Noel;' "O Holy Night;' 
"Jingle Bells" 
Arr. Allan Murray 
$7.00 score and six parts 
Columbia Pictures Publications 
15800 N.\V 48th Avenue 
Miami, FL 33014 

This elementary percussion ensemble 
arrangement provides musical seasons 
greetings from a percussion sextet (or septet 
if timpani are included). The instrumentation 
includes: 1) bells; 2) xylophone; 3) timpani 
(three needed, part is optional and also 
includes triangle); 4)snare drum and bass 
drum; 5) tom-toms (four needed); 6) auxiliary 
percussion (sleigh bells, crash cymbals, and 
suspended cymbal). The technical demands 
of each individual part are definitely grade 
HI. The keyboard parts are arranged in the 
accessible keys ore minor, C major, and F 
major; consequently, even a novice keyboard 
percussion reader ought to be able to manage 
the familiar tunes. Careful consideration 
must be given to dynamic balance in the 
accompaniment as only a maximum of two 
keyboard performers are potentially matched 
by five non-keyboard percussionists. 

Congratulations to Allan Murray ibr this 
and his "Easy Pops" series for elementa W 
percussion ensembles. 

- James Lambert 
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P e r c u s s i o n  M e t h o d  B o o k s  

Conga Drums  - Skin on Skin 
Ralf Moulang 
No price given 
Zim,nernlann 
Gaugratenstrasse 19-23 
I)-6000 Frankfurt am Main 
Federal Republic of Germany 

t land drumming activities have of late 
become popular in industrialized nations of  
the world. (Isfft it just a bit ironic such a 
technique that is ages old is only now coming 
into vogue!) The field is also beginning to see 
publications that supply more accurate 
explanations of hand drumming techniques 
and rhythms than the 'Americanized' 
instruction many of us received two or three 
decades ago. Tone production through 
various strokes virtually demands private 
instruction on such instruments but this is 
not always possible: many percussionists for 
reasons of  location, expense, etc. find it better 
to begin with method books tbr hand drums. 
Conga Drums - Skin on Skin is a very easy to 
understand text and effective fbr this pur- 
pose. 

While other conga instruction manuals 
may go into more depth and eventually be 
more helpful to the advanced peflbrmer, 
Conga Drums - the text is in both German 
and English - proceeds through clear 
explanations and photographs to help the 
beginner devdop the eight most commonly 
used sounds. Included are brief discussions 
of  history., tuning, and care, a short section of 
exercises, and a section comprising a series of  
traditional beats using one, two, or three 
drums. The author explains how these 
rhythms are pertbrmed in a more traditional 
Latin percussion ensemble and how they 
have been adapted ibr one plwer only. All in 
all, percussionists looking tbr a brief and 
accurate introduction to conga performance 
will find Conga Drums - Sk in  on Skin a very 
easy method book to use and understand. 

- Rich Holly 

E l e m e n t a r  Percussion 
Volume 3: Pauken 
Volume 4: Kleine Trommel 
t termann Gschwendtner 
No price available 
B. Schott's 86hne 
Mainz, Germany BSS 45381 

These method books tbr timpani and snare 
drum are quite extensive and are logical in 
their approach. (Untbrtunately tbr most PN 
readers, both texts are available only in 
German.) Each is full of  excellent etudes, 
solos, and excerpts from the classical litera- 
ture. 

\;:.flume Three is a lengthy (151 pages) 
method tbr beginning timpanists. It starts by 
having the student bounce tennis balls on the 
drums to introduce the correct arm and wrist 
motion tbr normal strokes. This concept was 
shown to me by Kal Cherry, of the Dallas 

Symphony Orchestra in 1981. I have used it 
since then with my own students, but I have 
never seen it form part e ra  published text. 
This and the clear illustrations of  proper 
timpani technique are an indication that the 
author's concern is that students develop a 
concept of  technique and sound before 
playing the etudes. Throughout the text there 
are many solos with accompaniment by 
piano (or a keyboard percussion instrument) 
and short percussion ensemble selections. To 
help reinforce tuning, the singing and playing 
of popular melodies are consistently em- 
phasized. Also included are timpani duets 
and illustrations of  the historical development 
of  timpani. 

Volume Four is dedicated to the snare 
dram and proceeds in the same vein as 
Volume Three. Excellent pictures of  tradi- 
tional and matched grips are provided along 
with various etudes, exercises, and small 
ensemble works. The text also introduces 
brush work. 

Both methods would serve any student 
under the direction of a private instructor. 
Because of the large number of  duet and 
ensemble selections, they could also be a 
valuable supplement to beginning and 
intermediate band method books. Let us 
hope for an English translation in the near 
future. 

- Mark Ford 

La Battorio Br~silienne, Book 1 
(The Drums  in BraT.flian Music) 
.los~ Boto 
$17.75 
Alphonse Leduc 
Editions Musicales 
175, Rue Saint-Honor6 
Paris, France 
Theodore Presser Co., selling agent 

Ah . . .  that elusive Samba! This drumset text 
should have been entitled Brazilian Swing 
Sambas. The first of  two texts dedicated to 
the samba by Jos6 Boto, it is in four chapters 
and concentrates on developing a feel for 
"swing sambas" through repetitive one and 
two bar phrases. 

The first chapter, titled, "Samba No Prate;' 
provides basic exercises for coordination and 
development of  style; the second chapter 
offers 135 two bar rhythmic phrases; the 
third introduces the floor tom into one bar 
patterns; and the last chapter works single 
strokes on the snare drum with a variety of  
accents. Book two (not available to me) is 
more progressive: it deals with 1) the samba 
on complete drum set; 2) samba with cross 
rhythms; 3) samba with brush; and 4) samba 
with accents on 5-7-9-11. 

Jos~ Boto's texts are not for beginning 
drumset players. However, intermediate to 
advanced players will find this method useful 
and challenging. Unfortunately Boto does 
not offer a discography for the Brazilian 
"swing" style; also the price of each volume is 
rather steep. Despite these problems, The 
Drums in Brazilian M u ~ c  is one of the few 
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texts devoted entirely to the samba and for 
most drumset players both volumes will be a 
welcome aid. 

- Mark Ford 

Drum Set Method  

Batterie 
Emmanuel Boursauh and Guy Lefevre 
$17.75 
Alphonse Leduc 
Editions Musicales 
175, Rue Saint-Honor~ 
Paris, France 
Theodore Presser Co., selling agent 

Batterie is a collection of eleven single page 
dmmset solos. They are in the rock style and 
range from easy to moderate in difficulty. The 
last two pieces are actually more difficult 
versions of two solos presented earlier in the 
book. Although there are some interesting 
patterns and ideas presented, there is nothing 
particularly unique that would distinguish 
this book from several others that are pre- 
sently available. A variety of  factors can cause 
music from other countries to be compara- 
tively expensive by U.S. standards. In this 
case, the material which is presented does 
not justify the high cost of the publication. 

- Lynn Glassock 

Drumming  with Understanding 
Dan Lauby 
603 South Sixth Street 
Terre Haute, IN 47807 
Drumming with Understanding contains 
exercises and solos in the styles of rock, funk, 
and fusion; it also presents a concept: 
internalization. The emphasis of  this concept 
differentiates this book from the average 
drumset method. The author refers to 
internalization as ". . .  a process of  under- 
standing; a phase wherein we pre-hear our 
musical thought" and ".. .  a process in which 
our musical ideas become intrinsic; they 
become part of  ourselves; our person." 

Internalization is accomplished by a 
three-15hase process entitled "Count - Sing - 
Play." In phase I, the music is new and must 
be counted out in a similar fashion to 
pronouncing new and unfamiliar words by 
each syllable. While helpful at first, this stage 
must progress fairly quickly into phase II - 
"Sing" This is the most important phase and 
is where the music is fully understood so that 
it can be"pre-heard" and"pre-felt" before it is 
actually played. Phase III - "Play" is taking 
what has been learned and internalized and 
making a personal expression or statement to 
a listening audience. This communication 
can best be accomplished by spending an 
adequate amount of  time in phase II. 

The exercises are usually two measures in 
length and are phase-oriented. They are very 
basic at first but increase in difficulty quickly. 
Twelve solos are distributed throughout the 
book covering the material of the exercises 
preceding them. They are well written and 

span a wide dynamic range. An excellent 
supplemental cassette tape of  the twelve 
solos is also available. 

The concept that is presented in this book 
is extremely valuable and should be of  great 
help to many students. It can be applied to 
other method books or solo pieces based on 
any style of  music. Drumming with Under- 
standing offers more than just a collection of  
exercises; I recommend it highly: 

- Lynn Glassock 

I 've Got You Under My Skins 
Irv Cottler 
Book and Record $19.95 
Alfred Publishing Co., Inc. 
P.O. Box 5964 
Sherman Oaks, CA 91413 

I've Got You Under My Skins (a book/record 
combination) is a collection of  standards, 
such as The Lady is a Tramp, Fly Me to the 
Moon, Witchcraft, and I've Got You Under My 
Skin. All ten selections were arranged by 
Torrie Zito and are scored for five saxes, eight 
brass, and rhythm section. The drummer 
(who was also the producer of the album) is 
Irv Cottler. In addition to many other 
professional credits, Mr. Cottler has been the 
drummer for Frank Sinatra for most of  the 
last thirty years. The music he selected 
reflects that association. 

It is fairly narrow in scope: all "straight 
ahead" traditional swing and in a comfortable 
tempo range. Mr. Cottler plays what is 
appropriate for the music and is never 
overbearing. He kicks most of the figures but 
occasionally (and intentionally) leaves one 
out, and has only a few very short solos. The 
album is not intended to be a "showcase" for 
the drums. 

The book that accompanies the album 
contains copies of  the drum charts that were 
used at the recording session. Upon examin- 
ing the music, one will find the following 
types of ambiguities: General dynamics are 
usually given but are occasionally left out. 
Ensemble figures (a few of  which were 
changed for the recording) are located above 
the staffbut seldom show which section they 
are for or what volume they are to be played. 
There are no beginning tempo markings and 
there are a few ritards that are not marked. 
(The recording was done live and some 
changes were made during the session that 
were never written in the music.) As a result, 
these charts are perfect examples of  what a 
drummer will find and must deal with in a 
high school stage band, a top notch profes- 
sional situation, and anything in between. 
They are, in fact, very well written for this 
style of  music. 

Considering all of  the above factors, this 
would probably be one of the best educa- 
tional supplements a beginning/intermediate 
big band drummer could have. He or she can 
listen to a top professional play the charts, 
play along with the record, see how one must 
sometimes fill in information that is omitted 
from the music, and all within a narrow 
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framework that is basic to the jazz style. This 
is a practical and insightful publication, and 
is highly recommended. 

- Lynn Glassock 
Language de la Batterie-Jazz 
Charles Bellonzi 
$11.25 
Alphonse Leduc 
175, Rue Saint-Honor~ 
Paris, France 
Theodore Presser Co., selling agent 
This is a book of exercises (the first of a 
two-book series) that has the goal of allowing 
"drummers of all ages and all levels to 
become familiar with the musical language 
of jazz drumming~' The exercises are all two 
measures in length and are intended to be 
practiced separately and some are then to be 
played an entire page at a time. Note values 
from quarter notes to thirty-second notes are 
used and usually in a continuous single 
rhythmic pattern. 

There are no ride cymbal patterns and 
both hands are used to play the drums - 
more often the snare drum, but also patterns 
that include a large and small tom. The bass 
drum is often involved in the patterns with 
the hands but is sometimes used as a time- 
keeper, playing four quarter notes in each 
measure. The N-hat is always played on 2 
and 4 of each measure. 

The 25 pages of exercises will help 
coordination and the ability to maneuver 
around the drums, but they are obviously not 
what is normally played behind a soloist, and 
they usually sound too much like exercises to 
be considered solo material. The book is, 
therefore, best suited for an intermediate 
level student who is looking for drumset 
technique exercises and is much less appro- 
priate for the novice who is seeking direct 
insight into the jazz idiom. 

- Lynn Glassock 

P e r c u s s i o n  R e c o r d i n g s  

Dark 
Recording CMP 28ST 
No cost given 
CMP Records 
Dusseldorf, West Germany 
Dark is an album of original compositions by 
Dark, featuring percussionists Mark Nauseef 
and Leonice Shinneman, vocalist Catherine 
Guard, and bass guitarist, Mark London 
Sims, applying a rock and jazz feeling 
combined with ethnic instruments and 
elements. There is a mixture of Balinese, 
Javanese, and Vietnamese vocal techniques 
with synthesizer and electric bass. Of 
particular interest is the opening selection on 
side two, "Heavy Metal;' which sounds highly 
influenced by the music of Harry Partch and 
Lou Harrison. As one would expect, there are 

• numerous displays of excellent hand drum- 
ming and the use of shaker kinds of instru- 

' ments. Being a digital recording the clarity of 

Roview~ 

sound and the reproduction of performance 
skills are excellent. This recording should be 
attracuve to composers, percussionists, and 
listeners who enjoy new modes of expression 
and sound. 

- George Frock 

Musik mit Schlaginstrumenten (1, 2, 3) 
Sound-Star-Tonpro duktion 
Heideweg 20 
D-3074 Steyerberg, West Germany 
These three records offer a variety of music, 
ranging from Haskell Harr's "Ticonderoga" 
through Mitchell Peters' "Yellow After the 
Rain;' to Ursula Henrietta Euteneuer-Rohrer's 
"Trio 5 Fir Akkordeon, Klavier und 
Schlaginstrumentef' 

Album 1 (SST-0160), entitled Benjamin 
und Ggste, contains four works either com- 
posed or arranged by Benjamin. Much of the 
music seems to be improvised with an ethnic 
flavor and includes tabla, flute, piano, 
zerbagali, as well as vibe and marimba. 
Featured artists are Manfred Rohrer, 
Mohammed Hakim Ludin, Ursula Henrietta 
Euteneuer-Rohrer, and members of the 
Karlsruher Schlagzeug-Ensemble. In addi- 
tion to offering several works by European 
composers, album 2 (SST-0164) also has Saul 
Goodman's "Timpiana" and Mitch Mar- 
kovich's "Toreador' Artists on this album 
include Manfred Rohrer, Ursula Henrietta 
Euteneuer-Rohrer, Teodoro Anzellotti, and 
members of the Schlagzeugensemble des 
Badischen Konservatoriums Karlsruher. 
Album 3 (SS%0184) continues the same 
kind of mix of European and American 
percussion works. Highlights of this album 
are John Cage's '~mores" and Stockhauseffs 
'~us Tierkreis" Chick Corea's "Children's 
Song" and Scott Joplin's "The Entertainer" are 
also recorded here. The performers include 
Ursula Henrietta Euteneuer-Rohrer, Christ- 
jan Hamouy, and members of the Ecole des 
Percussions de Strasbourg and the Schlag- 
zeugensemble des Badischen Konser- 
vatoriums Karlsruher. 

The three albums are carefully put 
together: the sound is quite good and 
undistorted; the physical quality of the 
albums themselves is excellent, the covers 
are attractively designed with text (German 
only) and pictures. All performances are of 
professional caliber, with no obvious ensem- 
ble problems. Besides the pleasure of hearing 
several of America's standard percussion 
works, the hearing of unfamiliar works by 
Ursula Henrietta Euteneuer-Rohrer, Heinz 
yon Moisy, Reinhold Weber, Miroslaw 
Kabelac, Dobri Paliev, and Lucien Fouillot is 
a definite plus. Unfortunately the publishers 
(if any) of the European works were not 
named. The composers, performers, and 
producers are to be congratulated on fine 
recordings that deserve to be widely pub- 
licized. 

- John Baldwin 

Percussion Today by Hochschul-Percus- 
sion Trossingen, conducted by Hermann 
Gschwendtner, recorded by Wergo 
Schallplatten GmbH, Mainz, W Germany, 
manufactured by Sanyo Japan, digital 
recording WER 60123-50 compact disc. 

Percussion Today is performed by the ensem- 
ble Hochschul-Percussion Trossingen, which 
comprises advanced students and former 
students of the percussion class of Professor 
Hermarm Gschwendtner at the state music 
Hochschule in Trossingen, West Germany. 
The members of the ensemble are Thilo 
Berg, Jfirgen Friedel, Willi Forster, Stefan 
Gagelmann, Matthias Jakob, Elmar Kolb, 
Franz Lang, and Michael Lang. Performed 
are: "Changing Patterns far 8 Congas" by 
Hermarm Regner (1928) - :'5:45; "Variantes 
far einen Schlagzeuger" by Leo Brouwer 
(1939) - :7:46; "Five Scenes from the Snow 
Country for Marimba Solo" by Hans Werner 
Henze (1926) - :14:48; "Galerie far Schlag- 
zeug-Quartett I-xIr '  by Wemer Heider 
(1930) - :12:41; and "Katalog IV far Schlag- 
zeug" by Wllfried Hiller ( 1941 ) - .  16:31. The 
music is published by B. Schott's S6hne, 
Mainz except "Galerie;' which is published 
by Echtion Moeck. 

Percussion Today offers excellent music, 
excellent performing, and excellent sound. 
Hermarm Gschwendtner and his students 
have done a superb job realizing the compos- 
itions: this is difficuh music for percussion 
ensemble and it is performed professionally 
and with appropriate musical style. The 
recording on compact disc is flattering to 
percussion instruments and to this end the 
sound is excellent. Included with the CD is a 
small booklet by Volker Scherliess which 
clearly describes the intent of the composi- 
tions and the entire package. 

- John Beck 

Edi tor ' s  N o t e :  In Dan C. Armstrong's review of 
Stuart Smith's "Blue Too for drum set" (vol. 
25, no. 5 [Summer 1987J), the composition's 
title was twice incorrectly given. PN regrets this 
error. The  correct information ~s: 
Blue Too for drum set 
Stuart Smith 
$14.00 
Smith Publications 
2617 Gwynndale Avenue 
Baltimore, MD 21207 

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

James Lambert 
editor 
Selected Reviews 
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News from 
Universities and Individuals 
John Baldwin 

Didier Benetti, Jean-Claude Tavemier, Vincent Bauer, and Frangois Vilaceque of 
the National Orchestra of France 

Percussion section of the Boston Pops Esplanade Orchestra (photo: MiUicent 
Harvey) 

Professional  Percussionists  

Didier Benetti, Jean-Claude Tavernier, 
Vincent Bauer, and Francois Vilaceque, 
percussionists of the French National Or- 
chestra, recently visited the home of Dan 
and Mary Lidster to check out the latest 
Encore Mallets. 

During its 1987 summer concert tour the 
Boston Pops Esplanade Orchestra featured 
its percussion section, Everett Beale, 
Patrick Hollenbeck, Fred Buda, Nell 
Grover, and Dean Anderson. The tour 
began in the New Jersey Arts Center in 
mid-July; included a concert at the Hol- 
lywood Bowl, and culminated with an 
appearance at the Blossom Festival in 
Cleveland. 

Johnny Lee Lane returned recently from a 
4,000 mile percussion clinic/tour through 
seven states in the South. Lane spent 3V e 
weeks on the road presenting workshops and 
perk, rming, with clinics at Tennessee State 
Unk'ersit.~; Alabama State Universit~ 
Bethune-Cookman College, Indian River 
Count3., Schools, Florida A. & M. Universit3; 
Southwestern Louisiana Universits; Southern 
University, Forest Brooks High School, and 
Mississippi Valley State University. Lane was 
on sabbatical leave f?om Eastern Illinois 
University. 

Art Blakey was awarded the honorary 
degree of Doctor of Music at Berklee College 
of Music's 1987 commencement. Blakey has 
been at the helm of his band, The Jazz 
Messengers, tbr thirt3" years. During this time 
the Band has evolved into a travelling college 
of jazz and Blakey has helped to launch the 
careers of such instrumentalists, composers, 

Festival Percussion Quartet 

and leaders as Horace Sih, er, Benny Golson, 
Freddie Hubbard, Wayne Shorter, and 
Winton Marsalis, to name but a fe~: In 1984 
The Jazz Messengers earned a Grammy 
Award in the catagory Best Jazz Instrumental 
Performance Group. 

The Festival Percussion Quartet (Norm 
Freeman, Barry Centanni, Beth Ravin, and 
Napoleon Revels-Bey) commissioned 
Larry Spivak to write Rap On Percussion for 
its 1987 season of school concerts. The piece 
is a "rap" on bells, xylophone, vibes, timpani, 
and drum set and received its premiere last 
January at Nutley High School in New Jersey. 

Christopher 8hultis performed the world 
premiere of Cross-Cuts for solo percussion by 
William Wood in March. Also this spring he 
appeared as soloist with the University of 
New Mexico Symphony Orchestra in a 
pertbrmance of Darius Milhaud's Concerto 
.for Ivlarimba, Vibraphone, and Orchestra. 

Nexus's 1986-87 winter tour was to univer- 
sities and colleges in Austin, Houston, and 

Chicago. The group also performed with the 
Detroit and Toledo Symphonies and pre- 
sented their new world of drumming pro- 
gram for young audiences. 

In April Matthew Kocmierosld, joined by 
Kim Brockett on alto sax and Michael Clark 
and Paul Hansen on percussion, presented a 
recital of music for marimba by Japanese 
composers at the Nippon Kan Theater in 
Seattle. The program included four marimba 
solos, a percussion duo and trio, and a 
marimba/alto sax duo. Kocmieroski is 
director and percussionist of the New 
Performance Group - a Seattle-based 
ensemble performing 20th-century chamber 
music - administrator of the classical music 
program and instructor of percussion at the 
Cornish College of the Arts. 

Jean-Claude Eloy's Anahata, a tbur-hour 
work for traditional Japanese instruments, 
Sho-Myo monks, percussion solo and tape, 
was given its world premiere in November of 
1986 in Bordeaux by percussion soloist 
Michael Ranta. The Japanese instrumen- 
talists came from the Imperial Court Or- 
chestra in Tokyo and the chanting monks 
from the Shingon and Rinzai sects in Japan. 
Of  particular note in the score (requiring a 
very large number of percussion instruments 
of Asian origin) is the use -bo th  live and 
recorded- of the sound colors of the Bon-Sho 
(large Buddhist temple bells). The playback 
tapes were three years in the making and 
were the result of collaborations with elec- 
tronic studios in Cologne, Berlin, Geneva, 
Amsterdam, and Paris. The title is from 
Sanskrit and translates roughly as "The 
Original Sound of the Univers£' A week of 
performances followed in the Centre Pc)m- 
pidou in Paris. 
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' Attn: Dan Lidster 
428 S. Gum St. 
Broken Arrow, OK 

74012 

"I'm using your latex mallets regu- 
larly with Nexus and am quite 
delighted with the results. The new 
sound quality I find with your mallets 
has really inspired me. I am very 
happy with your workmanship and 
would recommend your mallets to 
anyone who is serious about percus- 
sion." 

John Wyre 
Nexus Percussion 

We have a 
large stock of 

M u s s e r  
I n s t r u m e n t s  
a n d  M a l l e t s  
at the 
lowest prices 
anywhere.  

Write or call for 
a price quotation. 

S t e v e  W e i s s  M u s i c  
1352 Wagner Avenue 
P.O. Box 20885 
Philadelphia, PA 19141 
215/329-1637 or 324-4355 

Michael Ranta performing Yo-ln by Jean-Claude Eloy 

Ney Rosauro presented the premiere 
performance of his Concerto for Marimba and 
Strings with the Manitowoc Symphony 
Orchestra, under the direction of Manuel 
Prestamo, at Lincoln College in Manitowoc. 
Several encores were also heard. 

University and School News 

In January 1987, seventeen members of the 
University of Akron's steel band, under 
director Larry Snider, spent five days 
visiting Trinidad learning more about the 
history and legacy of the steel drum. In July, 
the university hosted a workshop on steel 
drum making featuring Clifford Alexis and 
G. Allen O'Conner. 

Eastern Illinois University hosted several 
clinics and a concert in February by Dave 
Samuels, Danny Gottlieb, and Rusty 
Holloway. Topics included jazz improvisa- 
tion and the rhythm section; students also 
participated in an informal question/answer 
session with the trio. Members of the various 
ensembles joined together in an all-star 
marimba and percussion ensemble. One 
highlight of the two-day event was the first 
public performance of the recently-formed 
UO gamelan. 

The seventh annual Spartan Marching 
Percussion Festival was won last January by 
Michigan State University (led by Wayne 
Bovensehen and Brad Halls) and Oregon 
High School, Oregon, Wisconsin (Mark 
Lindsey, director). 

The percussion department of Boise State 
University, under the direction of John 
Baldwin, hosted the third annual Northwest 
Invitational Percussion Festival. Participating 
university groups came from Eastern 

Ney Rosauro (photo: Jo~o Alfredo Mello) 

Washington University (Martin Zyskowsld, 
director), Montana State University (Daniel 
Moore, director), and the University of 
Oregon (Charles Dowd, director). Special 
guest clinicians included Greg Murrray 
(Rosewood Duo, Spokane) and Mat Britain 
of Cincinnati. 

Douglas Wolf and the University of Utah 
sponsored the annual Utah Percussion 
Festival in February. Steve Houghton was 
one of the judges of the competition, and also 
performed with two university ensembles. 

Percussion students at the Grove School of 
Music in Studio Ci~ California, will partici- 
pate in two quarters of a new master class 
series, the first of which will be conducted by 
drummer Peter Ersldne. Head of the 
percussion department is Peter Donald. 
Drumset is the first major emphasis; related 
areas of percussion will be highlighted in 
future classes - mallets, Latin percussion, 
and electronics. An additional limited 
enrollment (20 people, audition required) on 
a workshop basis is possible. 

Student Activities 

Susan PoweU, a sixteen-year-old percus- 
sionist from Casper, Wyoming, received two 
distinctive honors recently. She was selected 
on a competitive basis for Interlochen's 
Governor's Scholar Award to represent 
Wyoming at Interlochen June 21-August 18. 
She was also the 1987 national winner in the 
percussion division of the Music Teachers 
National Association High School Auditions, 
held in March in New York City. Powell was 
presented in concert and with a $500.00 
scholarship. A junior in high school, she is 
presently a member of the Wyoming All- 
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Rob James 
I 

Susan Powell 

John Immerso 

Percussion Group - Cincinnati 

State Orchestra and the Northwest MENC 
All-Northwest Band. She has studied with 
Terence Gunderson, Steve Hemphill and 
Linda Maxey. 

Dan Hilland, a senior performance major at 
the University of New Mexico, won the 
UNM Concerto Competition this year. He 
then performed the Paul Creston Concertino 
for Marimba and Orchestra in May. 

John J. Immerso, a winner in the 1986 
Percussive Art Society's "Win a Free Trip" 
contest - for which he received $1,000.00 to 
apply toward his graduate percussion studies 
- is completing a master of music degree in 
performance at the Crane School of Music, 
State University College in Potsdam, New 
Xzbrk, where he studies with James Petercsak 
and directs and conducts the Marimba 
Ensemble and the Repertory Percussion 
Ensemble. He also studies with Ronald 
Gould of the New York City Ballet Orchestra 
and the Joffrey Ballet Orchestra, and has 
studied with Henry Gates of Queeffs College. 
Immerso performs with many musical 
organizations on Long Island and is a 
founding member of the Long Island 
Marimba Ensemble. He has also composed 

and arranged for marimba, percussion 
ensemble, and other percussion instruments. 

On the Move 

Benjamin Toth joined The Percussion 
Group, faculty and ensemble-in-residence at 
the College-Conservatory of Music, Univer- 
sity of Cincinnati, in January 1987. He 
replaces Jack Brennan who has returned to 
his position with the Buffalo Philharmonic. 
Toth is a graduate of the University of Akron 
(B.M., 1985) and the University of Illinois 
(M.M., 1987). 

Rob James recently accepted the position of 
assistant director of bands and percussion at 
Eastern New Mexico University, where his 
duties will include directing the Greyhound 
Sound Marching Band, jazz ensembles, 
Varsity Band, and Percussion Ensemble. He 
is also head mallet instructor for the Garfield 
Cadets and active in the New Mexico 
chapter of PAS. 

Editor's Note: All news for inclusion in this 
column should be fom, arded to:John Baldwin, 
Music Department, Boise State University, 
Boise, ID 83725. 

GRAHAM 
WHETTAM 

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

$1o 
"h igh ly  recommended"  

P E R C U S S I V E  N O T E S  

"small  miracle has been wrough t  
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  
f o r  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  
f o r  s i x  P l a y e r s  

On individual order only; 
~;30 score & parts 

All prlces phrs postage 

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

England 

This publication is 
available in microform 

from University 
tS  

onal. 

O Please send information about theso titles: 

Name 

Company/Institution 

Address 

City 

State Zip 

Phone ( I 
Call toll-free 800.521-3044. In Michigan. 
Alaska and Hawaii call collect 313-761-4700. Or 
mail inquiry to: University Microfilms International, 
300 North Zeeb Road, Ann Arbor, MI 48106. 
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News from the Industry 
D a v i d  V i a  

Zildjian K Custom Cymbals 

Zildjian's Dnlmslick Line 

Alfred Publishing Co., Inc., 16380 Roscoe 
Blvd., Suite 200, Van Nuys, CA 91406-1215, 
announces two new percussion publications 
from Studio 4 Productions and Alfred 
Publishing: Astral Dance by Gordon Stout 
(Grade V; 4 mallets) is intended for perfor- 
mance with his Two Mexican Dances (though 
in a different harmonic idiom, it uses many of 
the same techniques); Cat Clock by Julie 
Spencer (Grade V; 4 mallets) is a fun and 
challenging marimba piece in two move- 
ments (it begins with rhythmically notated 
poetry describing the programmatic music; 
included are technical explanations and 
illustrations). 

Avedis Zildjian Company, 22 Longwater 
Drive, Norwell, MA 02061, has introduced a 
new K. Zildjian Custom cymbal to its line of 
hand-hammered cymbals. Designed to be 
used as a ride cymbal, the K. Custom is 
available in 16", 18", and 20" sizes. Also new 
is the Symphonic American series of or- 
chestra cymbals. The Symphonic American 
cymbals will be offered in pairs, matched and 
blended together for pitch and tone, 
maximum sound and ease of playing. Avedis 
Zildjian Company and Barcus-Berry, Inc. 
have together produced a miking system 
designed for cymbals, the ZMC-1. ZMC-1 
provides drummers with acoustic cymbal 
sound amplification and control over the 

Camber IFs "Cutting Edge" Hi-Hat 

Meinl  Soundwave  Hi-Hat 

sound and balance of cymbal set-ups. The 
system includes the ZMC-1 powered mixer, 
five electret mics for cymbals, and a mic for 
hi-hats. Several new drumstick models from 
Zildjian include the "Absolute Rock," "3A;' 
"Jazz" and "Session Master" - in natural or 
black satin finish, with wood or nylon tips. 
The "5B" and "Rock" models are also now 
available in an exclusive deep red satin finish. 

Camber, 101 Horton Avenue, Lynbrook, NY 
11563, distributor of Camber, Camber II, 
Savage and Avanti cymbals announces its 
newest addition to the Camber II selection, 
"Cutting Edge" N-hats. 'X2utting Edge;' are 
manufactured with a waved edge design in 
14" medium-weight matched pairs. 

J. D'Addario and Company, Inc., 210 
Route 109, East Farmingdale, NY 11735, the 
recently named US importer and distributor 
of Meinl Cymbals, introduces Soundwave 
Hi-Hats. Manufactured in West Germany, 
the Meinl Soundwave line ~s currently 
available in four models: two in the Raker 

/ .  Jl 

Drum Workshop's 3003 Double Bass Drum Pedal and 
3000CX Bass Drum Pedal 

t: ,_.  : 

i . . . . . . .  : . . . . . .  ! i  • e e e e o e o e O m m  
0 • • 

Dynacord Electron/c's ADD-Drive Digital Sampler 
and Disk Drive Unit 

Series and two in the Profile Series. An 
additional two models were introduced in 
the Laser Series at the Chicago National 
Association of Music Merchants Show 

DauzDesigns, 4715 W. E1 Segundo 
Boulevard #B, Hawthorne, CA 90250, is 
now manufacturing electronic DauzDrums, 
featuring 6" solid rubber surface, shock 
mount spring system, standard rod mount- 
ing, ¼" input jack, and shaped back plates. 
DauzDesigns has also released the Pedal 
Trigger, using your existing bass pedal by 
switching the beater and some minor modifi- 
cations, and the Translator, a MIDI drum 
controller. The Translator has 6 inputs and 
outputs, MIDI in and MIDI out. It makes 
non-MIDI devices MIDI, also existing MIDI 
devices playable through pads. A complete 
system consists of 1 translator, 5 DauzDrums, 
and 1 Pedal Trigger. 

D C I  Music Video, Inc., 541 Avenue of the 
Americas, New York, NY 10011, is preparing 
an assortment of tapes for release in 1987. 
The first will consist of Steve Smith, Parts 
One and Two. Both videos feature Smith 
(formerly, with the rock band.loumey, now 
with Steps Ahead and leader of his own 
band, Vital Information) in a "one-on-one" 
setting, discussing everything from practice 
habits and time signatures to aspects of 
group performance. Vital Information 
appears on both tapes, and there is concert 
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"Gerry Brown- Live In London" Video Cassette 

Pearl's TK-5 Practice Pad Set 

Phi Trac Acoustic Drum Triggers 

footage of Smith with Steps Ahead as well. 
DCI is also creating a Video Enc~,clopedia of 
snare drum rudiments with rudimental 
champion Pat Petrillo. The video will cover 
the 26 essential rudiments plus the 40 
Percussive Arts Society International rudi- 
ments. Further planned is a video featuring 
rock drummer Terry Bozzio, known for his 
drumminq with the band Missing Persons, 
with Frank Zappa, and for innovative work 
using electronic drums. 

Drum Workshop, Ine, 2697 Lavery Court, 
Unit 16, Newbury Park, CA 91320, offers the 
new 3000 Series Bass Drum Pedals. Combin- 
ing value with man:,, of DW's features, the 
3000 series includes the 3002 Double Bass 
Drum Pedal and the 3000CX Bass Drum 
Pedal, the patented chain, and sprocket. 

D y n a c o r d  Electronics ,  Siemenstrasse 
41-43, 8440 Straubing, \Vest Germany, 
introduces the 'ADD-drive" digital sampler 
and disk drive unit. The Add-drive's prog- 
ramming and sampling functions are con- 
trolled from the ADD-one drum brain, 
allowing quality sampling and extensive 
sound processing, programming, and mem- 
ory storage via the ADD-one's on-board 
micro-processor and 80 character lighted 
LCD display. The ADD-drive's 768 bytes of 

Purecussion RIMS Headset with PEGS 

EAT MIDI Percussion Controller 

memory can be used for up to 30 seconds of 
sampling per disk. Disk memory space can 
be divided into any combination of lengths at 
a user selectable sampling rate of either 25 or 
50 Khz. In addition to sample rate, sample 
length, pitch default settings, naming of 
sounds, editing start and end of samples, 
looping and assignment of a variable start 
based on dynamic tracking are all programm- 
able in the unit's "sample" mode. In the "disk" 
mode control over selective or complete 
program data transfer to and from the 
Add-one is possible. Dynacord's new Add- 
drive is housed in a single space, rack mount- 
able unit that includes XLR and I/4" phone 
jack inputs, input level adjustment, 3 1/2" disk 
drive, disk/sample mode switches, disk 
storage slot, data transfer cable, power cord, 
and ADD-one expansion board. Dynacord 
Electronics are distributed in the U.S. by the 
Drum \Vorkshop. 

KAT, 43 Meadow Road, Longmeadow, MA 
01106, announces the KAT MIDI Percussion 
Controller in two separate units, the master 
octave and the expander octave, each with 
vibe-like layout. The KAT master octave is 
13 notes, c to c, with 2 small function pads, an 
LCD display for accessing the internal 
functions, and contains the brain. The KAT 
expander octave is 12 notes, c to b, and is 
connected electrically to the master: octave by 
a single cable. Steel bars strap the octaves 
together into one solid unit when desired. 
The KAT contains 256 user programmable 
setups. There are no knobs or switches. A 
dynamically sensitive controller, KAT is fully 
polyphonic. Notes can be sustained by hand 

or mallet, by foot, or automatically timed by 
the internal computer. The footswitch inputs 
also allow sequencer control, playing notes, 
and setup stepping; a special function 
footswitch provides live performance control. 
There are seven user programmable note 
reassignments, providing alternate tunings 
and multiple splits. A 4 octave KAT is 11" X 
62" x 2 1/2" and weighs 35 pounds. 

M u s i c i a n s  Institute,  6757 Hollywood 
Boulevard, Hollywood, CA 90028, opens the 
World Institute of Percussion in September 
1987, with percussion faculty Emil Richards, 
Steve Houghton, John Bergamo, Efrain Toro, 
Raynor Carroll, Ron Powell, Erik Forrester, 
and Michito Sanchez. The one-year course 
will cover mallets, timpani, studio, and 
electronic techniques plus in-depth study of 
African, Afro-Cuban, Brazilian, Indian, 
Balinese and Irish ethnic drumming. Also 
offered will be conducting, ear-training, 
harmony, band, orchestra, studio, jazz, 
ensemble, and symphony percussion playing. 

Pearl  Internat ional ,  Inc., P O. Box 111240, 
Nashville, TN 37222-1240, has brought out 
the TK-5, a new five-piece drum practice 
pad set. Tunable drum heads make it possible 
to practice silently without sacrificing the 
feel of an acoustic kit, and the pads have rims 
so that rimshots may be played. The kit 
features the rack concept, facilitating simple 
and convenient setup and breakdown as well 
as compact storage. 

P h i  Techno log ie s ,  Inc., 4605 North Stiles, 
Oklahoma City, OK 73105, reports new Phi 
Trac Acoustic Drum Triggers. Phi Tracs have 
been designed to trigger electronic sounds 
from acoustic drums. They feature high 
voltage peizo-type sensor for triggering with 
dynamic sensitMty. To reduce interference 
with the natural vibration of the acoustic 
drum head as well as to withstand occasional 
drumstick strikes, the units are housed in a 
light-weight anodized aluminum alloy 
casting. Phi Trac triggers include butyl-rub- 
ber, double-sided adhesive, a shielded 
stress-free cable, and "Switchcraft" connec- 
tors. Phi Tracs are fully compatible with Phi 
Tech's Translator 2 MIDI Drum Controller, 
among other electronic drum interface units 
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Sabian's Sound Control Series Yamaha YM4900 4Vz Octave Rosewood Marimba 

merings, as well as 20" and 22" rides in both 
hand-hammered and machine-hammered. 
Sabian also recently released its first video 
cassette in what will be and ongoing program. 
Gerry Brown - Live In London is a 60 minute 
live clinic/performance taped in England at 
Logan Hall, the UniversiW of London, on 
February 25, 1986; also shown is Geoff 
Dunn, currently drummer for Feargal 
Sharkey. Both performers discuss drumming 
techniques and equipment and are also 
shown in performance. 

and most drum machines and sound gen- 
erators. 

Purecussion, West 37th Street, Minneapolis, 
MN 55416, innovator of the RIMS Headset, 
has released "PEGS 7 a new drum tuning 
system developed for the RIMS Headset. 
PEGS (Pkch Equalizing Group Support) 
expands the range of the Headset by allowing 
tension adjustments to pre-tuned drum 
heads. A complete four-piece PEGS- 
equipped Tuneable Headset comprises a bass 
drum, 3 tom-toms, 2 cymbal arms, and all 
necessary RIMS and mounting hardware. 

Pustjens Percussion Products B.V., 
Westzaanstraat 8-10, 1013 NG Amsterdam, 
The Netherlands, has produced the PPP 
Percussion Music Catalogue. The catalogue 

- with more than 12,000 titles - is the 
world's largest single listing of percussion 
music, including of recordings currently 
available. Copies are available from Pustjens 
Percussion Products, Steve Weiss Music, or 
Drums Unlimited, Inc. 

Sabian Ltd., 4800 Sheppard Avenue East, 
#115, Scarborough, Ontario, Canada M1S 
4N5, introduces its new line of"flanged" 
cymbals, the Sound Control Series. Cast 
from bronze, Sound Control, is a further 
extension of the Sabian AA and the Sabian 
HH ranges. Due to its flanged design charac- 
teristics, Sound Control cymbals offer fast 
stick and immediate decay. Sound Control 
come in 12", 13", 14", 15", and 16" crash in 
both hand-hammered and machine-ham- 
mered, plus an 18" crash/ride in both ham- 

Yamaha Music Corporation, USA, Musical 
Instruments DMsion, P.O. Box 7271, 3050 
Breton Road, S.E., Grand Rapids, M149510, 
introduces two new professional marimbas, 
the YM 4900 41½ Octave Rosewood 
Marimba and the YM 4600 41/3 Octave 
Rosewood Marimba. W'ith tone bars cut 
from Honduras rosewood, Yamaha achieves 
maximum tonal response by reducing the 
moisture content m seasoning rooms prior to 
construction of the marimba. The YM 4900 
and YM 4600 each feature reinforced frames 
and oversized castors for easy mobility: The 
YM 4900 also includes oval resonators that 
enhance the lower register. A 3-tracking 
resonator system enables percussionists to 
raise or lower the resonators to adjust for 
differing climatic conditions. Both marimbas 
feature height-adjustable frames. 

'..__SAM ASH MUSIC STORES_._. 

COME UPSTAIRS TO 

at SAMASH 
160 W.48 S'E ,NYC 

Second Floor 
Our all new, expanded percuss ion 

department featuring all leading brands 
of drums, e lectronic  drums, cymbals ,  

iati n percuss ion ,  hardware and 
accessories  

• . . MORE CYMBALS, DRUM SETS, 
ELECTRONICS DRUMS, SNARE 
DRUMS, DRUM BOOKS, VIDEOS, 
HARDWARE AND ACCESSORI E S . . .  

A L L  ON DISPLAY! 

and great, friendly service 
Staff:Dave Forman. Marko Soecoli, Kevin 

Dedario • 

The 
GROVE SCHOOL 

of 
MUSIC 

Building Careers in Music 

JOIN US IN BOOTH 
1008/1010 

for 
Coffee and Pastries 

PETER DONALD 
DAVID GARIBALDI 

DAN GRECO 
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Chapter Activities 
Garwood Whaley, editor 

A Communication from the 
Second Vice-President 

I would like to begin my term as second 
vice-president of the Percussive Arts Society 
by thanking each d o u r  chapter presidents 
and their executive organizations for their 
outstanding contributions to the continued 
development of the percussive arts. In 
reviewing the records of each state and 
country chapter, I am overwhelmed by the 
dedication of, and by the many achievements 
gained by, our membership through partici- 
pation in chapter actMties. An obvious 
strength of our organization is the excellence 
of each indMdual chapter, for it is the 
indMdual chapter that forms the foundation 
of our International Society and is directly 
responsible for its unique development. My 
thanks are also extended to former vice-presi- 
dent John Beck, whose excellent job in 
overseeing chapter organization has provided 
me with a firm basis on which to proceed. 

I believe that one of my strongest contribu- 
tions can be in assisting each chapter in the 
communication of its many achievements to 
our membership. The sharing of each 
chapter's accomplishments and unique 
programs will help to insure the continued 
growth of our organization. Please send news 
of your chapter actMties, information about 
outstanding members, chapter history, etc. 
on a regular basis to me. You have my 
assurance that news of your chapter will be 
published. I encourage your active participa- 
tion in the Percussive Arts Society. As your 
representative to the National Office I invite 
your communication, and look forward to 
working on your behalf and to supporting 
your outstanding endeavors. 

- Garwood Whaley 

News from International 
Chapters 

Norway 
December 13-14, 1986 the Slagverk Sym- 
posium, consisting of concerts, clinics, master 
classes, and exhibits, was held in Oslo 
Concert Hall in Oslo, Norway. Classical 
marimbist Leigh Howard Stevens gave the 
Saturday night gala concert, performing 
among other pieces the European premiere 
of Christopher Stowens, Atamasco and the 
~tboden Shelter. Other participating foreign 
artists were Bent Lylloff, who lectured on 

Homero Ceron 

ensemble and orchestra playing, and Egil 
"bop" Johansen, with a drumset clinic. Two 
domestic artists, Per Erik Thorsen and 
Robert Waxing, did clinics on snare drum 
and vibraphone and the Norwegian com- 
poser Kjell Samkopf talked about his music 
for percussion ensembles. The percussion 
groups from the Conservatory in Oslo (R. 
Waring, director) and from the Norwegian 
School of Music (Alan Snttie, director) 
concluded the program with a concert. 

Eight of the main dealers of percussion 
instruments and music in Norway attended, 
offering fine displays and very good sym- 
posium prices. Considering that the popula- 
tion of Norway is only about four million, 
seventy people inside the door every day is a 
good number indeed. The symposium host 
was Per R. Melsaeter. 

News from U.S. Chapters 

Arizona 
The fourteenth annual Arizona Percussive 
Arts Society festival took place in Tucson, 
March 14-15, 1987 with good participation 
from throughout the state. The weekend 
started with individual solo and ensemble 
competitions (judges included Cloyd Duff, 
retired timpanist, Cleveland Orchestra; Gary 
Cook, Tucson Symphony; Steve Fitch and 
Fred Madurness, Phoenix Symphony; Kirk 
Sharp, Northern Arizona University; J.B. 
Smith, Arizona State University; and local 
drum set mists Dave Jeffrey and Doug 
Davis). Clinics by Gary Cook (timpani) and 
Homero Ceron (jazz vibes) were followed 
by the state chapter meeting. Saturday 
evening a marimba concert featured William 
Moersch performing six pieces, one the 
world premiere of the marimba version of 
Vermont Counterpoint by Steve Reich. 

Gary Cook 

i 

. 1 . ~  ", 

W i l l i a m  Moersch 

Moersch also gave an informal discussion 
clinic Sunday morning. 

Sponsors of the event were the University 
of Arizona, the U of A Rosewood Marimba 
Band, America West Airlines, the Drum 
Shop of Arizona, Beaver's Band Box, Sabian 
Cymbals, Kori Percussion, Gretch Drums, 
and the Chicago Store, to all of whom special 
thanks are extended. 

Dean Gronemeier was reelected presi- 
dent and Jeffrey H.  Viek was elected 
vice-president of the chapter. Plans are to 
hold the 1988 festival at Arizona State 
University, with J.B. Smith serving as host. 

Michigan 
December 13, 1986 the eighth annual 
Michigan PAS Percussion Festival was held 
at Wayne State University and hosted by 
Salvatore Rabblo. Master classes were 
conducted by Norm Fiekett, Salvatore 
Rabbio and Sam Tundo of the Detroit 
Symphony Orchestra, Robert Hohner of 
Central Michigan University, Michael 
Udow of the University of Michigan, and 
Bill Cairo, free-lance drummer. The featured 
clinician was Michael Udow whose presenta- 
tion was on improving basic musicianship 
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through logical development of percussion 
techniques. About forty people attended the 
festival. 

Michael Udow hosted the annual Michi- 
gan PAS membership meeting at the Univer- 
sity of Michigan School of Music in January 
1987. Approximately fifty people were in 
attendance. After the general meeting, 
percussion music was performed by the 
ensembles of the Universities of Michigan, 
Central Michigan, Western Michigan, 
Eastern Michigan, Wayne State, and by Mott 
Community College. 

Mississippi 
The fourth annual Mississippi Collegiate 
All-Star Percussion Ensemble was held at 
Madison-Ridgeland High School, as part of 
the first annual PAS Day of Percussion. Host 
was band director Jeff Cannon; Jeff Brown, 
percussion instructor and assistant band 
director of Jones County Junior College, 
organized and coordinated activities and 
clinics. Thanks to a grant from the national 
PAS office and support of George's Drum 
Shop and Selmer-Ludwig, George Frock 
(University of Texas at Austin and timpanist 
of the Austin Symphony) conducted the 
All-Star Ensemble and did two clinics: on 
general percussion and on timpani. In 
attendance were college and high school 
percussionists from around the state. 

All-Star ensemble members were: Ricky 
Micou and Mario Keys, Mississippi Valley 
State University; John Keys, Jones County 
Junior College; Ed Girling and JeffYates, 
Delta State University; Doran Bugg and 
Chris Glasgens, University of Mississippi; 
Brian Pinlac and Chris Brogdon, Northwest 
Junior College; Bruce Pulver and Phillip 
DuBose, University of Southern Mississippi. 
Other clinicians were Bud Berthold (snare 
drum), George Lawrence (drum set), and 
Robert Manning (Latin percussion). 
Adjudicators for the solo and ensemble 
contest were James CoekreU and Brian 
West. 

Winners of the ensemble contest in the 
high school catagory were: Eastside (Cleve- 
land) High School (Ricky Burkhead, 
conductor) and in the college catagory: 
Northwest Junior College (James Strain, 
conductor). Winners of the solo competition 
were: Gary Bums, Wingfield High School - 
first place; James Banks, Eastside (Cleveland) 
High School - second place; and Michael 
Rapp, and Latonio Brown, Eastside (Cleve- 
land) High School- tied for third place. Also 
featured during the day was a concert by the 
Mid-South D.R.U.M. Ensemble with 
members James Strain, James Baird, Larry 
Gooeh, and Alexandro Vazquez. 

Utah 
The Utah chapter of the Percussive Arts 
Society held its annual Utah Percussion 

Call us 
and we'll prove it to you. 

Drum/Keyboard Shop 
5626 Southwest Freeway 

Houston, TX 77057 
Phone Toll Free 1-800-624-2347 

or (713)524-1577 in Texas 

One of the largest drum shops 
in the world 

Festival on February 21, 1987, at the Univer- 
sity of Utah in Salt Lake City. Approximately 
150 percussion students from the state of 
Utah performed in a wide range of solo and 
ensemble competitions. Judges for the 
Festival included Steve Houghton, Ron 
Brough, Donald Keipp, Dennis Griffin, Bob 
Campbell, Alan Black, Ed Asmus, and Mike 
Cottam. Solo contestants were awarded a 
large variety of prizes donated by Yamaha, 
Lone Star, Remo, Grover, Calato/Regal Tip, 
Pro Mark, Vic Firth, Mike Baiter, and Steve 
Weiss. 

Winners of the PAS Percussion Ensemble 
Contest were Olympus High School (Reed 
Thomas, director) and the University of 
Utah (Douglas Wolf, director). Guest artist 
Steve Houghton was featured in a special 
afternoon clinic and performed in concert 
with the University of Utah Wind Symphony 
and Jazz Band. Chairman of the festival and 
president of the Utah Chapter of PAS is 
Douglas Wolf. 

Editor's Note: Please submit all Chapter News 
to: Garwood Whaley, 6003 Ridgeford Drive, 
Burke, VA 22015. 

Percussive Arts Society 
The World Organization 

for Percussionists 

*CONCERT SNARE* 
D R U M  

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

* Acoust ig lass  T M  shell (61/2 x14) 
* W o l f  ~ Cable Snares 
* "Gladstone"  style throw - off 
* Nylon bushings 
* Feathered bearing edge 
* Nodal  vent ing 

For a catalog write: 

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

~ '  ~ m 

PASIC '88 Convention (You wouldn't dare forget!) 
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PASIC '88 
Genaro Gonzalez 

Genaro Gonzalez 

Paseo Del Rio (photo: San Antonio Convention Hilton Palacio Del Rio 
&Visitors Bureau) 

PASIC '88 - San Antonio will be  Greafl 

With PASIC '87 only a couple of weeks awa% 
I'd like to take this opportunity to bring you 
up to date on PASIC '88, to be held at the 
Convention Center Complex in downtown 
San Antonio, Texas, on November 17-20, 
1988. This past summer members of the 
PAS Executive Board and I met in San 
Antonio to review details invoMng the 
convention. While staying at the beautiful 
Hilton Palacio Del Rio, the hotel headquar- 
ters for PASIC '88, we inspected all facilities. 
Besides the 484 guest rooms and suites 
(which will be available at special PAS rates 
to convention attendees), the Hilton Palaeio 
Del Rio features the Cantina Del Rio on the 
scenic Riverwalk, the relaxing Rincon Alegre 
Piano bar, a beautiful swimming pool and 
refreshing hot tub, and fine dining at reasona- 
ble prices in the Stetson Restaurant. The 
traditional Hall of Fame Banquet will take 
place in the hotel's impressive Salon Del Rey. 

We also visited one of the most original 
tourist spots in the world - the San Antonio 
Riverwalk. Located directly behind the 
Hilton Palacio Del Rio, this deep green 
waterway is twenty feet below street level 
and is a community in itsel£ While attending 
PASIC '88 you'll surely enjoy strolling along 
the cobblestone paths of the Riverwalk where 

you will find an army of European-style 
sidewalk caf4s, specialty boutiques, night- 
clubs, and restaurants catering to every taste. 
No visit to San Antonio would be complete 
without a trip to the Alamo, the most famous 
historical monument in Texas, located just 
three blocks from the Convention Center 
Complex and open daily to visitors. 

For several months the PASIC '88 Plan- 
ning Committee and I have been working to 
organize the schedule of clinicians and 
performers. Suggestions pertaining to PASIC 
'88 that you may wish to contribute should 
be forwarded to me or a member of the 
Planning Committee listed below: And if you 
will be attending PA8IC '87 in St. Louis this 
month, please feel free to give usyour ideas in 
person. In this way we can work to make the 
event enjoyable and rewarding for all mem- 
bers of PA8. As the arrangements are 
finalized, future issues of Percussive Notes will 
communicate the details. You may also write 
to me: 

Genaro Gonzalez, PASIC '88 Host, 
Department of Music, 
Southwest Texas State Universi~, 
San Marcos, TX 78666. 

PASIC '88 Planning 
Committee 

Harvey Biskin 
615 Patterson 
San Antonio, TX 78209 

Richard Brown 
4633 \Vild Indigo #538 
Houston, TX 77027 

George Frock 
Dept. of Music 
University of Texas 
Austin, TX 78712 

Fred Hoey 
Remo Southwest 
3929 IH East 
San Antonio, TX 78219 

Robert Houston 
Dept. of Music 
East Texas State lJniversity 
Commerce, "IX 75428 

Larry Vanlandingham 
Dept. of Music 
Baylor University 
Waco, TX 76798 

Linda McDavitt 
14023 Bell Dr. 
San Antonio, TX 78209 

Roland Muzquiz 
7801 Slater Trail 
Plano, TX 75023 

Marilyn Rife 
101 Arcadia Place #310 
San Antonio, TX 78209 

Gregg Rinehart 
505 Wells Fargo # 1701 
Houston, TX 77090 

Sherry D. Roller 
5419 Cerro Vista 
San Antonio, TX 78233 

Alan Shinn 
Dept. of Music 
Texas Tech University 
Lubbock, TX 79409 

Mike Vamer 
2602 Clayborn Court 
Arlington, TX 76014 

Lauren Vogel 
Lone Star Percussion 
10611 Control Place 
Dallas, TX 75238 
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ACTION REACTION U.S.A. 
Ed Thigpen on Jazz Drumming - Video: 
(VHS or Betamax) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  ,S 49 .95  
"Excellent for classroom or home study." 

The Sound of Brushes 
(book + 90 min. cassette) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  ,S 15.00 
"The #1 book on brushes." 

Rhythm Brought to life + Rhythm Analysis and Basic 
Co-ordination (two book set) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  S 
"An enlightning, open ended basic rhythmic study for  all 
instrumentalist." 

8.00 

4-WAY 
COORDINATION 

~ J~X'V'Bf P~eJ~l / 

WIIII 

Latin American Percussion - Rhythms and Rhythm instruments from Cuba and Brazil. - Birger SulsbrDck - 183 page 
book + three 60 min cassettes . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $ 39.95 
"The most thorough and clearly explained book and tape combination on this subject available." A must for every 
percussionist and general music educator alike! 

Drummers: Masters of Time- Steve Davis - Book& Cassette . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $ 8.95 
The knowledge of how a drummer swings is crucial to everyones performance" Recommended for all instrumentalist. 

The Art of Modern Jazz Drumming - Jack De Johnette & Charlie Perry - "An informative insight and applicable 
approach into modem Jazz drumming." . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $15.00 

4 Way Co-ordlnation - Mary. Dahlgren & Elliot Fine . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $ 8.00 
Exercises designed for gaining total independent co-ordination. 

Studio & Big Band Drumming - Steve Houghton . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $15.95 
"This book/cassette combination will definitely help you get your skills together for playing with a big band" 

Even In The Odds - Ralph Humphrey . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $10.00 
"Fantastic studies for grooves in odd meters." 

Essential Techniques for Drum Set- Ed Soph . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $ 8.00 
"A thoroughly explained text on Drum Set technique with creative exercises totally based upon the Jazz Triplet feel." 

Joe Pocaro's Drum Set Method . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $ 25.00 
"An excellent study for rudimental application to the drum set." 

Drum Control with Triplets - Dennis F. Venuti . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $ 5.85 
Drum Control with Sixteenth Notes - Dennis F. Venuti . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  $ 4.95 
"Excellent books for Fills and Solos also for developing cross over sticking patterns: "The Root System is a great help." 

Order from Donald Meade/Action Reaction U.S.A. 617 East 83rd Street, Chicago, IL 60619. Please send money 
order or check with your order. U.S.A. FUNDS ONLY. Ad $2.00 postage on I item orders. Free postage discount in 
U.S.A. on multiple bk/cassette or video orders. 

Fall 1987 / 25 



Sustaining Members 

T h e  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. 
Yamaha Music Corporation 

Distributors/Wholesalers  
Beyer Dynamics 
Carroll Sound, Inc. 
J. D?xddario & Co., 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/Bergerauh International 
Roland Corporation, U.S. 
Sonor Percussion, H.S.S., Inc. 

Product Specialists 
American Drum of Virginia, Roanoke, VA 
American Drum Manufacturing Co., Denver, CO 
M. S. Baker & Co., Elizabethtown, NY 
Berchtold Trommelbau, Liestal, 

Switzerland 

MPHONIC CASTANET 

Handmade  ebony or rosewood imports ,  
with exclusive handle design. Also  a 

superior new playing machine. Send for  
free brochure.  

F r a n k  Eps t e in  c / o  T h e  B o s t o n  
S y m p h o n y  Orches t r a ,  S y m p h o n y  Hal l ,  

Bos ton ,  M A  02115. 

THE HOWLAND ENSEMBLE (Howland Records 1) 
Bruce Swaim, reeds • Tom Reed, vibes • John Previti, bass • Harold Howland, drums 

Award-winning original Eurojazz from Washington, DC 

German Teldec Direct Metal Mastering and Audiophile Pressing 

" E l o q u e n t ,  m o d e r n  . . . f i r s t - c l a s s "  STEREO REVIEW 

"Tight. . .  beautiful.., inspired.., ranks with the best jazz recordings" PERCUSSIVE NOTES 

"Colorful, evocative.., strongly melodic.., lovely. . ,  swinging" WASHINGTON POST 

Send US $8.98 per LP (VA customers add 4~A% tax) to 
HAROLD HOWLAND MUSIC (BMI) • 406 Dove Circle • Vienna, VA 22180 

(703) 281-7591 

The Howland Ensemble is available for concerts and clinics worldwide 
¢ 

Braetea Instruments, San Francisco, CA 
Mike Baiter Mallets, Northbrook, IL 
Casino Percussion Products, Plainvie~ 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 Workship, Inc., Newbury Park, CA 
Drummer's Service, Broomall, PA 
Encore Mallets, Broken Arrow, OK 
Frank Epstein, Boston, MA 
Evans Products, Inc., Dodge City, KS 
Fall Creek Marimbas, NIiddlesex, 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 Sops of California, Inc. Los Angeles, CA 
Grover Enterprises, Arlington Heights, MA 
Humes & Berg Mfg. Co., East Chicago, IN 
KAT, Longmeado~; MA 
Marimba Produetions/Malleteeh, 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., Buc3-rus, OH 
Precan Music, Scarborough, Ont, Canada 
Pro-Mark Drum Sticks, Houston, TX 
John Rack, Haddon Heights, N"J 
Regal Tip/Calato, Niagra Falls, NY 
Repaircussions, Rochester, NY 
Rythrnes & Son, lllkirch-Graffenstaden, 

F ~ a n c e  

Steven Ross & Associates, New York, NY 
Shigeo Suzuki, Hamanatsu-City Japan 
Valje Drums and Percussion, San Francisco, CA 
XL Specialt 3, Percussion Proclucts, Inc., Ft. 

Wayne, IN 
Drum Shops, Teaching Studios, 
and Other Retai lers 
CliffAlexis, DeKaib, IL 
Sam Ash Music Stores, Hempstead, NY 
Asian Sound/Michael Ranta, Cologne, 

West Germany 
Atlanta Pro Percussion, Inc., Smyrna, GA 
Ayotte/Drnms Only, Vancouver, BC, Canada 
Coyle Music Centers, Inc., Columbus, OH 
Dallas Percussion, Wilmington, DE 
Dick DiCenso's Drum Shop, Quincy MA 
Drum Center/DLA Publications, Rochester, NY 
Drummers World, New York, NY 
The Drum Shop, Dearborn Heights, lvfl 
The Drum Shop, Las Vegas, NV 
The DrurnfKeyboard Shop, Houston, TX 
Drums Ltd./Franks Drum Shop, Chicago, IL 
Drum Specialist, Glenview, IL 
John Hartwig Musik, Copenhagen, Denmark 
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J(:~ Drum Shop, Baltimore, NIT) 
JAG Drums, Arlington, MD 
Lake (;harles Music, Lake Charles, LA 
I.xme Star Percussion, Dallas, TX 
Modern School of Drumming, Whitehall, PA 
Musical Moments, Newton, MA 
Paragon Percusston (;enter, Tampa, FL 
The Percussion Center, Ft. \Vayne, IN 
Percussion Plus Ltd., Montreal, Que, 

Canada 
Pr¢~cussion, Brooklyn, NY 
Protbssional Drum Center, Spokane, WA 
Protbssional Drum Shop, Hollywood, CA 
Pro Music, Denton, "IX 
Pustjen Percussion Products, Amsterdam, 

Netherlands 
Rick's Drum Shop, Toledo, OH 
Kirk Scott~ Drum City, San Antonio, TX 
Soitin-Laine Oy Turku, Finland 
The Sound Box/La Boite de Son, St-Laurent, 

Que, Canada 
"I~)mmy's Drum Shop, Austin, TX 
Veneman Music Co., Inc./The Drum Center, 

Rockville, MO 
Joe Voda~ Drum City., Inc., Omaha, NE 
Steve Weiss Music, Philadelphia, PA 
The Woodwind & Brasswlnd, South Bend, IN 

Publishers 
Alfred Publishing CO., Ine. 
A~M. Percussion Publications 
Avita Ro.xxds 
C. L. Barnhouse Co. 
Mel Bay Publications 
Belwin-Mills/Cimne Publications 
Boosey & Hawkes 
CMP Records 
M. M~ Cole Publishing CO. 
Columbia Pictures Publications 
I "~ontemporary Music Project 
Cortelu Publishing Company 
Mary Dahlgren 
Drum Tracks 
Drums & Percussion 
Elanel Publications 
European American Music 
Graphics by Jeff Gold 
HaMar Percussion Pubs., Inc. 
Harold Howland Music 
The Instrumentalist Co. 
J~ R. Publications 
Kemper-Peters Publications 
Kendor Music 
Keyboard Percussion Publications/ 

Marimba Products 
Alphonse Leduc & Cie 
Hal Leonard Publishing Corp. 
Stanley Leonard Percussion Music 
Les Editions Concept Ncuf-  New Concept 

Publishing 
Ludwig Publishing Co. 
Magnamusic - Baton, Inc. 
Malcom Publishing 
Manhattan Marimba Quartet 
Marim Percussion 
Meredith Music Publications 
Meriden Music 
M & K Productions 
Modern Drummer Publications 
Music tbr Percussion 
Musikverlag Zimmermann 
National Association of Jazz Educators 
New Music Marimba 
New Music \\l, st 

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 
Pulsar Music Publications 
Repercussion 
Smith Publications 
Ed Saindon Enterprises 
Seesaw Music Corp. 
Somers Music Publications 
Soundarts Press 
Southern Music Co. 
Stage One 
Talamala 
Ed ThigperdAction Reaction 
Video Conservatory 
Windsor Music Publications 

Academic  Institutions 
Akrona, Clermont-Ferrand, France 
Allegheny College, Meadville, PA 
Aspen Music Festival, New York, NY 
Berklee College of Music, Boston, MA 
Birch Creek Music Center, Door County, WI 
Boston University, Boston, MA 
Brooklyn College Conservatory of Music, 

Brooklyn, NY 
California Institute of the Arts, Valencia, CA 
Cameron Universi~, 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 
The Grove School of Music, Studio City, CA 
Indiana University, Bloomington, IN 
Indiana University of Permsylvania, Indiana, PA 
Interlochen Arts Academ3~ Interlochen, MI 
Wilfrid Laurier University, Waterloo, Ont, 

Canada 
Musicians Institute (PIT), Hollywood, CA 
Naropa Institute, Boulder, CO 
New England Conservatory, Boston MA 
New Jersey School of Percussion, West Orange, 

NJ 
The New School of Music, Philadelphia, PA 
Oberlin Conservatory, Oberlin, OH 
University of Oklahoma, School of Music, 

Norman, OK 
University of Oregon, Eugene, OR 
Peabody Institute, Baltimore, MD 
Portland State University, Portland, OR 
Rutgers University, New Brunswick, NJ 
San Francisco Conservatory of Music, San 

Francisco, CA 
The Shepherd School of Music, Houston, TX 
Temple University, School of Music, 

Philadelphia, PA 
Virginia Polytechnic Institute & State University, 

Blacksburg, VA 
University of Western Ontario, London, 

Ont., Canada 
University of Wisconsin, Madison, WI 
Yale School of Music, New Haven, CT 
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Directory of Advertisers 

Action/Reaction 16,75 
Bagerstraede 3, 2nd, T. H. 
1617 Kobenhavn V 
Denmark 
Assortment of outstanding methods and techniques 
books, cassettes, and videos by leading authorities 
within each field. Products may be ordered directly 
from Action/Reaction U. S. A. Please see ads for 
complete address. 

American Drum of Virginia 54 
8440 Barrens Road, N. W. 
Roanoke,VA 24019 
Makers of various mallets for marching and concert 
USe. 

Sam Ash Music 70 
160 W. 48th Street 
New York, NY 10020 
New expanded percussion department featuring all 
leading brands of drums and percussion instruments. 
At Sam Ash the second floor is "Drummer~ Heaven: 

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. 4 
P. O. Box 531 
Northbrook, IL 60065 
Custom mallets for percussion keyboard instruments, 
along with a quality line of timpani mallets and 
drumsticks. 

Earl Blaekburu & Associates Artist Management 23 
56-C East Market Street 
Bethlehem, PA 18018 
Artist management for some of today's foremost 
percussionists. For bookings and a list of available 
artists contact us directly. 

Boston University School of Muslc 62 
855 Commonwealth Avenue 
Boston, MA 02215 
Offering Bachelor of Music, Master of Music, and 
Doctor of Musical Arts Degrees. Percussion faculty 
include Thomas Gauger and Charles Smith of the 
Boston Symphony Orchestra. Scholarships available. 

J. D. Calato Mfg. Co., Inc. 30 
4501 Hyde Park Blvd. 
Niagara Falls, NY 14305 
Manufacturer of Regal Tip drum sticks, mallets, 
practice sets, brushes, and marching mallets. Manufac- 
ture Saul Goodman Timpani Mallets and Calato Bass 
Drum Pedals. 

Columbia Publishing Co./Belwin Mills 36 
P. O. Box 4340 
Miami, FL 33014 
Music Publisher as well as major educational publisher. 

J. D'Addario & Co., Inc. 60,61 
210 Route 109 
East Farmingdale, NY 11735 
Exclusive U.S. distributor of the West German 
manufactured Meinl cymbals. For the nearest dealer 
call (516) 454-9450. 

Dallas Percussion 59 
1613 Temple Terrace 
Wilmington, DE 19805 
Solos and texts available from over 50 publishers. 
Discounts available. Write for a free catalogue. 

The Drum/Keyboard Shop 72 
5626 Southwest Freeway 
Houston, "IX 77057 
The second largest drum shop in the U.S.A. Handle 
drums, percussion, keyboards, and P.A.'s. 

Drums Ltd. 54 
2218 S. Wabash 
Chicago, IL 60604 
Large drum shop in the heart of Chicago. Large 
selection of instruments, brands, and accessories. 

Encore Mallets 66 
428 South Gum Street 
Broken Arrow, OK 74012 
Custom made marimba and vibraphone mallets. 

Frank Epstein 76 
Symphony Hall 
Boston, MA 02115 
The finest castanets. Available on new handle 
innovation. Perfect for symphonic, stage, theatre, and 
pit work. 

Evans "All Weather" Drum Heads 32 
RO.Box 58 
Dodge City, KS 67801 
Manufacturer of the famous Evans drum heads. 

Fall Creek Marimbas 59 
Route 245 
Middlesex, NY 14507 
Mallet instrument service for tuning, refinishing, 
replating, replacement bars, repairs, extensions, and 
instrument building. 

Vie Firth, Inc. 39 
323 Whiting Avenue 
Unit B 
Dedham, MA 02030 
Custom manufacturer of drum sticks, timpani sticks, 
keyboard mallets, Steve Gadd and Harvey Mason 
Signature Sticks, and Rooster Stick Bags. 

Tom Gauger Products 31 
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 8 
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 72 
274 Round Swamp Road 
Melville, NY 11747 
Manufacturer of Projection Plus tambourines, 
Super-Overtone triangles, mallets, Wolf eable snares, 
hickory drum sticks, and Grover concert snare drums. 

Grove School of Music 70 
12754 Ventura Boulevard 
Studio City, CA 91604 
Located in the heart of the Southern California music 
scene, the Grove School of Muslc provides top 
instruction in music. Percussion instructors include: 
Peter Donald, David Garibaldi, and Dan Greco. 

Harold Howland 76 
406 Dove Circle 
Vienna, VA 22180 
The Howland Ensemble is available tbr live engage- 
ments. This Washington, DC jazz quartet has recently 
recorded thek first album, "The Howland Ensembles" 

The Instrumentalist 62 
200 Northfield Road 
Northfidd, IL 60093 
The leading instrumental journal, concerning topics as 
they relate to today's educator, performer, and student~ 
Includes historical articles. 

Jazziz 8 
P.O. Box 8309 
Gainesville, FL 32605 
Jazziz keeps today's jazzers in touch on the latest 
happenings in all aspects of jazz, 

KAT 58 
43 Meadows Road 
Longfellow, MA 01106 
Manufacturer of the KAT M1DI keyboard instrument~ 
The latest in elecuonic percussion. 

Kori Percussion USA 14 
1414 S. Main Street 
Royal Oak, MI 48067 
Suppliers of fine rosewood marimbas and xylophones~ 
Distributed at student, intermediate, and professional 
levels. 

Ludwig Industries/Musser Industries Cover 
R O. Box 310 
Elkhart, IN 46515 
Manufacturer of all Ludwig drams, timpani, 
drumheads, Musser mallet instruments, Ringer 
timpani, and Modular II and Rocker stands. 

Ludwig Music Publishing Co. 10 
557-67 East 140th Street 
Cleveland, OH 44110 
Extensive listing of percussion method books, solos, 
duets, and ensemble literature ranging ti'om beginner 
to advanced difficulties. 

The Mannes College of Music 29 
150 West 85th Street 
New York,/flY 10024 
Offering Master of Music, Post-Graduate Diploma, 
Bachelor of Music, and Bachelor of Sclence degrees. 
Faculty includes: Norman Grossman, Howard Van 
Hyning, Chris Lamb, and Walter Rosenberger. 
Scholarships a~ilable. 

Meredith Music Publications 58 
170 N.E. 33rd Street 
Ft. Lauderdale, FL 33334 
Publisher of artlstie and educationally creative method 
books, solo and ensemble works, and band arrange- 
ments that feature percussion. 
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Merlden Music 67 
Chapel House 
13 Market Place 
Ingatestone 
Essex CM40BY 
England 
(2077) 354853 
Percusqion literature available by composer Graham 
Whettman For a complete listing contact Meriden 
Music 

Modern Drummer Publications 6 
870 Pompton Avenue 
Cedar Grove, NJ 07009 
Publishers ,ffModem Drummer, Modern Drummer 
Equipment Annual, and various sound supplements. 
Contests are also coordinated by ME). Contact us for 
complete inlormation 

Musikverlag Zimmermann 77 
Gaugrafenstrasse 19-23 
D-6000 Frankfurt/Main 90 
West Germany 
l.x, ading European publisher. Percussion series 
indude.s solo, ensemble, pop arrangements, classics, 
workshops, and chamber music tbr percussion. 

New England Conservatory of Music 34 
Office of Admissions 
290 Huntington Avenue 
Boston, MA 02115 
Four-year colk, ge plus graduate school. Degrees 
include BM. and many diverse M.M. curricula. 

Noble & Cooley 18,19 
Water Street 
Granville,/viA 01034 
Snare drums, tom toms, and bass drums made fi'om 
the finest quality New England rock maple. Sold singly 
or in sets. 

Oberlin College Conservatory 50 
Michael Manderen, Rm. 2 
Oberlin, OH 44074 
t.)tt;.,rs a wide variety of courses, programs, and 
ensemble opportunities in jazz, chamber, orchestral, 
eleetronic, and contemporary music~ 

Percussive Arts Society 67 
E O. Box 697 
Orbana, IL 61801 
The World Org+aniT.ation tbr Percussionists Over 
5,000 members worldwide. PAS is more than just a 
magazine subscription~ Write us tbr details, 

Muslclans Institute 52 
6757 Hollywood Boulevard 
Hollywood, CA 90028 
The Musicians Institu~ offers hands-on instruction by 
today~ finest musMans. Schools include the Bass 
Institute ofTechnolo~, (B. I. T,), Guitar Institute of 
Technolog 3' (G, I.T.), Percussion Institute of T~hnol- 
ogs" (P I, T,), and the World Institute of Percussion (\V 
I, P), There arc also courses of study within the 
Profe~.sional Singers School and the Writers School for 
Arranging, Composing and Son civriting, 

Pro-eussion 13 
RO. Box 350 
Bronx, NY 10471 
l"ro-cussk, n products, including the Octopuss, are 
available at ~elected dealers. For the dealer nearest you 
contact Pro-eussion 

Pro-Mark Corp. 53 
10706 Craighead Drive 
Houston,TX 77025 
Manut?cturer and importer of drumsticks, beaters, and 
quali~' percussion accessories 

Remo, Inc. Cover 
12804 Raymer 
N. Hollywood, CA 91605 
Manufacturers ofpre-tuned and tunable drums, 
WeatherKing, FiberSkyn, CS, PinStripe, Ebony; 
StarFire, SounckMaster drum heads, marching 
percussion, roto toms, practice sets, and speciality 
percussion. 

Repaircussions 11 
22 Jemison Road 
Rochester, NY 14623 
Leading percussion instrument repair and fabrication 
specialist. Serviced over 600 instruments during first 
five years. 

Roland Corp. U.S. 41,43,45 
7200 Dominion Circle 
Los Angeles, CA 90040 
U. S. Distributor of Japanese Roland products. Total 
midi percussion. 

Ross Mallet Instruments, Inc. 3 
1304 First Avenue 
Chippewa Falls, WI 54729 
Excellent mallet instrument design, manufacture and 
tuning at affordable prices. 

Sabian Ltd. 48 
4800 Sbeppard 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 47 
23917 Craftsman Road 
Calabasas, CA 91302 
Simmons Electronic Drums' exclusive U.S. and South 
American distributor. Suppliers of the SDS5, SDS6, 
SDS7, SDSS, SDSS00, SDS9, Electronic Drums. Also 
handle electronic hardware and accessories. 

Jerry Taehoir 56 
Riohcat Music 
145 Township Dr. 
Hendersonville, TN 37075 
"Forces", "Kansas', and "Jerry Tachoir & Friends; and 
Jerry's latest instructional video on vibraphone 

technique and playing are all available. Concerning 
concerts and clinics featuring Jerry contact Ludwig 
Industries for details. 

Tama (Hoshino, Inc. USA) 28 
1726 Winchester Road 
Bensalem, PA 19020 
Manufacturer and distributor of Tama percussion 
equipment, including Artstar, Superstar, Impefialstar 
and Swingstar acoustic drums, and Tachstar electronic 
drums. 

United States Military Band 62 
United States Military Academy 
West Point, NY 10996 
Musical careers are available while serving in the 
United States Military. Contact the Military Academy 
for complete information. 

Steve Weiss Music 66 
P. O. Box 20885 
Philadelphia, PA 19141 
Percussion store selling instruments from all over the 
world. Also handles top line domestic instruments, 
such as mallets, sticks, and accessories. 

Wilfrid Laurier University 79 
75 University Avenue West 
Waterloo, Ontario 
Canada N2L 3C5 
Offering a Bachelor of Music degree or a Bachelor of 
Arts with an emphasis on orchestral percussion 
technique. Carol Bauman instructor. 

The Woodwind and the Brasswind 16 
50741 U.S. 33 North 
South Bend, IN 46637 
A large selection of concert percussion, including 
drum sets, plus percussion accessories, including 
marching percussion. 

Yamaha International Corp. 25,64 
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. 

Percussion Study 
at Laurier 

B a c h e l o r  of  Mus ic  
Indioidual Lessons 

Master Classes 
Workshops 

Percussion Ensemble 
Symphony Orchestra 

Wind Ensemble 
New Music Ensemble 

Jazz Ensemble 
Recital and 

Performance Coaching 

B a c h e l o r  of  Ar ts  (Music  Major)  
with e m p h a s i s  on  

O r c h e s t r a l  p e r c u s s i o n  t e c h n i q u e  

A s t rong  c o m m i t t m e n t  
to  e x c e l l e n c e  

Inst ructor :  
Carol  B a u m a n ,  B.Mus.,  M.Mus. 

F a c u l t y  of  Mus ic ,  Wilfrid Laur ie r  Univers i ty  
7 5  Univers i ty  A v e n u e  W e s t ,  W a t e r l o o ,  O n t a r i o  N 2 L  3 C 5  

( 5 1 9 )  8 8 4 - 1 9 7 0 ,  ex t .  2 4 3 2  
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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 one or two 
letters.) Send to: Percussive Notes Classified, 
Box 697, Urbana, IL 61801. 

In Person - A L A N  ABEL 
Alan Abel, composer/percussionist/ 
humorist, is available for university percus- 
sion ensemble concert performances. For 
details contact: Spencer Productions 234 5th 
Ave., New York, NY 10001. 

SOUNDARTS PRESS Editions-Publisher 
of Modem American Music and Performance 
Textworks. NOCTURNE, Percussion Sextet 
by Robert Godin: $8.50; MUSIC FOR SIX 
SOLO PLAYERS by John Holland: $8.00; 
UNTITLED, Solo Percussion by Jonathan 
Northrop: $6.00. Catalog P.O. Box 2463 
Springfield, MA 01101 Tel: (413) 783-7548 

THE BEST BALLS AVAILABLE 
mallet balls price per each 
1V2" round-  Bell $1.50, polyball $.50 
1" oval - Hard, Medium, Soft $.50 
Rattan if available - $1.50/stick 
Kevin Lepper 7163 Longmeadow Lane, 
Hanover Park, IL 60103, (312) 830-8436 
Prepaid orders only add $.20/ball in ship- 
ping. YOU CAN FINALLY HAVE THE 
SOUNDS YOU WANT 

DRUM SET MUSIC 
Four works by Michael LaRosa: 
Drum Set Etude No. 1 (E-M) 
In rock style, stressing independence, fdls 
written and improvised. $2.50 
Drum Set Etude No. 2 (M) 
Jazz and rock elements are combined in this 
musical solo. $2.50 
One For Two (M) 
Drum set duet guaranteed to turn students 
on to ensemble playing. Great recital piece. 
$4.50 
Rhapsody For Solo Drum Set (D) 
Ideal sutdy and recital piece for the college 
level. $3.50 "This would be a great jury 
piece." Percussive Notes 
Postage add $1.00 
SOMERS MUSIC PUBLICATIONS 
45 Irdbbe Drive 
Somers, CT 06071 

BEGINNING DRUM CHART READING 
"Figures are extensively covered in swing, 
Latin, and funk with a great deal of explana- 
tion" (Percuss/ve Notes). "Excellent addition to 
the drum set literature, thorough, easily 
understood, covers all details" (John Beck). 
Send $12.00 to: Gil Graham, 13 Winthrop, 
Winchester, MA 01890. 

MARIMBA- Musser model 31 (four 
octave), Kelon- excellent condition: 
$750.00. (412) 228-5239 

A professional discount pro shop: 
CHUCK'S 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 EIN~'f '. 
Weinberg Arcade RM 17 
Galesburg, IL 61401 
(309) 342-9233 
Write for free catalog. 

SOMEBODY HAD TO DO IT! Del Roper 
and Howard Peterson apologize to Chopin, 
Bach, and Tchaikovsky for what they've done 
to these composers, but somebody had to do 
it! Some sublime, some ridiculous, but you 
will enjoy the full orchestral sounds, and 
some surprises that you might not expect 
from these instruments. A 5 V-, octave 
marimba and a 41/~ octave vibe, supple- 
mented by free-standing gongs provide a 
musical range of 6 octaves. The 60 minute 
tape contains the Fourth Symphony and 
eight other selections. One cassette is $8.00 
including mailing; two cassettes are $13.50 
including postage. California residents add 
6% sales tax. Please do not copy this tape for 
your friends. To do so violates copyright laws 
and tends to render the performers peren- 
nially penniless, thereby contributing to their 
ultimate extinction, alter which it's doubtful 
there would be subsequent recordings by 
these artists. Make checks payable to: Golden 
Bells, P.O. Box 964, Duarte, CA 91010. 

The premiere music catalog of G AND L 
PUBLISHING is now available: contains 22 
compositions by Geary Larrick, including 11 
percussion solo and chamber works. Send for 
free catalog to: G and L Publishing, 2337 
Jersey Street, Stevens Point, W154481. 

FREE CATALOG! Everything in percus- 
sion: Alan Abel Triangles to Zildjian Cym- 
bals, Berimbaus to Xylophones. \Ve beat any 
advertised price! Call or write for catalog 
#PAS 5. Atlanta Pro Percussion, Dept. PN5, 
2526 Spring Road, Smyrna, GA 30080. 
(404) 436-DRUM; 1-800-USA-DRUM 
(outside Georgia). 

The University of South Alabama, Dept. of 
Music, Mobile, AL 36688, has a limited 
number of PERCUSSION SCHOLAR- 
SHIPS available. Excellent opportunities for 
good musicians. Contact Dr. John Papastefan. 

Guidelines 
to Contributing 
Authors 
1. Percussive Notes, the joumal of the 

International Percussive Arts Societ); 
welcomes ibr consideration contributions 
of interest to percussionists addressing 
any aspect of pedagogy., pertbrmance, 
new or existing repertory., hlstor3; and 
instrument construction or manuihcture. 
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-sparing 
throughout (including quotations), on 
high-quality 8½" x 11" non-erasable 
paper, with margins of at least one inch, 
Footnotes, tables, and captions tbr 
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. 

Musical examples should be short and 
limited in number. Each musical example 
must be on a 8VY' x Ii" sheet and 
numbered ("Example 1" etc.), with its 
approximate location indicated in the 
margin of the tTpescript. Generally 
speaking, examples cannot be reproduced 
as part of a sentence. Authors should be 
prepared to supply" all musical examples 
in camera-ready cop2,: 

4. All diagrams, drawings, charts and 
special figures must also be on separate 
81/a " x 11" sheets and numbered ("Figuw 
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). 

3. 

80 / Percussive Notes 






