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Perhaps no other percussion instrument
in history carries with it as much mystique as the
K Zildjian. The dry, trashy, hand-hammered
cymbal born in Turkey, and re-created today
b y,  inthe USA—with far greater consistency...
8

. and the same dark magic.
N Who plays K's?
Tony Williams, Steve Gadd, Peter
| Erskine, Vinnie Colaiuta, Dave Weckl,
Steve Smith, Alex Acuna, and Dennis
Chambers, among others.
For all of them, K's are their fav-
orite cymbal. And for most of them,
it's just about every piece of metal in
their kit.
Thelegendary K's. Just one
more reason that more of the world’s
eatdrummers play ¢ Zildjians than all
other cymbals
combined.

The Only Serious Choice.
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President's Message

Often throughout my career I have been asked why I
became a musician and more specifically a drummer/
percussionist. “Because that's what I wanted tobe,” or “1
didn’t want to do anything else,” seems to be the best
answers I can give.

Music opportunities in my youth were similar to those
available today, however, today’s market is more var-
fed. Orchestras, concert bands, dance bands and jazz
groups were among the options then as they are cur-
rently, therefore my reason for becoming a muscian
should not differ from someone making that decision in
the 1980’s.

What was it that made me decide, at an early age, that
this is what I wanted to do? I was inspired by music and
musicians, particularly drumming and drummers.
Music was fun and exciting, and when playing it, others
enjoyed themselves. Fortunately, I had some talent, a
great desire and the discipline to practice and perfect my
skills as a percussionist. Without this sincere commit-
ment, my career would have been short-lived.

1 approached the Presidency of the Percussive Arts Soci-
ety in much the same way as I approached my career.

The educational and professional philosophy which 1
found to be at the core of society, inspired me to become
involved. The magazines, the membership and the con-
ventions were exhilarating. Iapplied the samediscipline,
desire and commitments in my tenure as President.

You aspiring percussionist/drummers can reach your
goals by applying these qualities in your daily lives. The
successful professionals among you certainly will attest
to this theory.

Finally, I would ask that you make this same commit-
ment to PAS so that there will continue to be a quality
forum for learning, sharing and enjoying your chosen
profession.

John Beck

Remarks from the Administrative Manager

The PAS Executive Committee has recently appointed a
special committee in charge of developing new ap-
proaches in the areas of membership recruitment and re-
tention. This new committee consists of: Johnny Lane,
Mike Balter, James Lambert, Rick Mattingly, Ian Turnbull
and myself (Steve Beck). The purpose of this Committee
will be to gather information, set goals, and make recom-
mendations to the PAS Executive Committee, who will
then have the final approval before any such plansare im-
plemented.

Current programs aimed at recruiting and retaining PAS
members include the "100% Club", "tear-out membership
applications in Percussive Notes " (see between pages 8-9),
as well as traditional membership benefits such as
PASIC, Percussive Notes, PAS Contests, and local chap-
ter functions.

Once decisions are made and new programs are imple-
mented, you (the membership) will be informed and in-
vited to participate. In fact, the success of any member-
ship drive effort will depend upon the level of participa-
tion from each and every PAS member.

Iam very pleased to report that the tear-out applications
have been effectively used by many PAS members as a
method of introducing percussion students to the Percus-
sive Arts Society. If you have been promoting PAS
among your students and fellow percussionists—thanks
and keep up the good work! If you have not yet contrib-
uted to the PAS membership drive, now isa great time to
begin. Any suggestions you may have related to the PAS
membership drive should be mailed to: PAS, P.O. Box
697, Urbana, IL 61801.

Steve Beck, PAS Administrative Manager
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Feature: Marching Percussion

Introduction by Rich Holly

Astherehasbeen a wealthof material
in print the past few years about
marching percussion stylesand tech-
niques, this issue’s Feature will be
devoid of any such articles. Rather,
we will concentrate on what it takes
to instruct and direct the performing
medium in which virtually all per-
cussionists first gain marching expe-
rience: the school marching band.

Many readers may already be inter-
ested in working with such groups
while others may have passed it over
in lieu of other career goals. What-
ever your situation, the fact remains
that due to the immense popularity
and competition with these bands,
there is much work to be found in this
area.

While performing in such a group

willindeed provide much of thebasic
experience you might need to later
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assist with or instruct a school
marching drum line, there are many
other pertinent qualifications, hab-
its and traits that all successful
marching percussion instructors
exhibit. Mature musicality is cer-
tainly high on that list. However,
musicality alone many not be
enough for you to land (or for that
matter keep) a position as a march-
ing band/drum line instructor.

The first two articles you are about
to read deal specifically with this
issue. Ward Durretthasattained the
highest possible level of success for
working with high school drum
lines, and consequently is one of the
most respected and requested
marching clinicians in the United
States. Will Rapp has enjoyed much
success in the fields of directing col-
lege marching bands and marching
percussion scoring. Among other

things, Will discusses organizational
necessity in his article about percus-
sionists becoming marching band
directors. Will knows quite a lot
about organization. One look at the
breadth of his current activities and
you know he must be organized to
accomplish all that he is.

For our younger student readers, we
present an article by Carl Majors, a
member of the most recent
McDonald’s All-American Marching
Band. This band is certainly the most
highly promoted band and arguably
the best high school marching band
anywhere. Carl’s story is sure to fur-
ther whet the appetite of any students
who may be even remotely interested
in auditioning for the McDonald’s
Band.




Feature: Marching Percussion
The Successful High School Drum Line by Ward Durrett

There are numerous directions one
can take in addressing the topic of
putting together a successful high
school marching percussion pro-
gram. Just defining what a “success-
ful” high school drum line is can be
intercsting enough. The perform-
ance standard defined by the Drum
and Bugle Corps activity has always
been the goal, but there are inherent
differences in the two activities that
force a renewed look at the priorities
in preparing the high school section.

To obtain a more objective viewpoint
on this topic, the views and ideas
voiced here are both mine and those
of Mike Chiodo, percussion instruc-
tor for the Lake Park High School
Band in Roselle, Illinois. The band I
have worked with since 1983, Marian
Catholic High School, and Lake Park
High School have a long tradition of
success in the competitive band
arena, and placed 1stand 2nd respec-
tively at the 1988 MBA Grand Na-
tional Championships in Pontiac,
Michigan.

Our discussions were far more philo-
sophical than mechanical, meaning
we both felt our “intent” of approach
deserved moreattention than the me-
chanics. Although the respective
band programs differ in many areas,
we wereinagreementonmostissues,
or at least the issues we felt impor-
tant. The topics discussed are in no
particular order, but all deserve due
attention to effectively produce a
mature percussion program at the
secondary school level.

Personnel:

We both march everyone, regardless
of background, age, or talent level.
This includes any younger, or less-
than-talented wind section overages.
Educationally this is necessary, and
in the long run develops stronger
musicians throughout the band.

Leadership:

A crucial part of a successful pro-
gram. We approach this identically,
with individual segment (snare,
quads, etc...) leaders answering to
one section leader.

WARD: “In my experience, I think
it’s safe to say that most high school
bands fortunate enough to have a
percussion staff only see them part
time. This createsa need for effective
delegation of both authority and re-
sponsibility. Ican only attend about
50 percent of a given rehearsal week,
so much of thejobmustbedoneinmy
absence. A bad leadership year can
negate the potential of an otherwise
talented percussion section.”

Rehearsal Procedures and Priori-
ties:

Rule #1: GET THE BOOK ON THE
FIELD! Asmuchas we’d liketo, there
is seldom sufficient time to spend on
making sure each individual is tech-
nically perfect, or often even ade-
quate.

WARD: " At Marion the winds have
had their music for two weeks before
the percussion program is written."

MIKE: “At Lake Park, I start with
about a one week deficit. When you
have nine weeks from the first day of
rehearsal till the season ends, this
doesn’t prove to be an advantage.”
The problem obviously is remedied if
you purchase published tunes, but
you then lose the advantage of re-
hearsing a much more familiar score.

MIKE: “Usually, 1/4 to 1/3 of our
rehearsal is set aside for sectional
time, so some basics can be rein-
forced, but mostof thistimeis used to
address ensemble problems before
the section goes back with the full
band. Some technical development
can be accomplished in a full band

setting, but most of this time is spent
double checking for inconsistencies
between wind and percussion scor-
ing. Individuals are responsible for
learning their own part on their own
time, then technique training can be
integrated into the process.” Focus-
ing on the opening statement above,
the sooner the book is performed on
the field with the winds, the sooner
attention can be paid to solidifying
the full music program.

We both agree rhythms should be
taught first, adding dynamics and
phrasing later. It is our experience
that the music is learned faster this
way.

MIKE: “Ispend a good deal of time
developing the look of the section.
They need to have that aura of ag-
gressiveness and confidence. Al-
though technical development never
stops, we work on the musicality and
stage presence first. We always pre-
pare emphasizing the growth and
development of the percussion sec-
tion as it relates to the wind pro-
gram.”

WARD: “For the most part, the qual-
ity of amarching band isevaluated as
a whole; a complete program, not for
its component parts. This requires
that we emphasize consistent phras-
ing and interpretation first, then at-
tempt to clean it up. Obviously scc-
tion precision is a natural extension
of rhythmic training, but there is a
point where we have to steer away
from this emphasis and start intro-
ducing the expressive requirements
of the program. A good director will
demand this anyway, and I fecl it's
the correct priority in a formal music
education setting. When wedo geta
chancetoclean,I'll usuallydoitinthe
drill rather than standing still or at
mark time. Actually, we spend so
much time in full band, I don't really
have a choice.”

MIKE: “I'll clean standing still in
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sectional, then reinforce it during
drill rehearsal.”

Another major factor is the rehearsal
and communication procedures of
the band director.

MIKE: “...each staff member has a
mailbox where they can find the
schedule and goals for that evening’s
rehearsal. Because Ken (director Ken
Snoeck) writes the wind and percus-
sion book, as well as the drill, he’s
really close to the program, so he can
communicate the program changes
more effectively to all the staff.”

WARD: “...or I'll walk into the office
before practice and discover that
eight counts have been added to fa-
cilitate a drill change, and Greg (di-
rector Greg Bimm) needs those
countsfilled with percussion. But the
change was put in during class time
this afternoon, so the drums were
told to play unison 16th notes in that
spot until I can make the revisions.”
Obviously two different approaches,
but both successful! The band direc-
tor should always have the last word.
For the collective good, alwaysadapt
to his/her direction.

Performance Preparation:

WARD: “Even at the end of the sea-
son, the players haven’t known the
program long enough to be able to
performit by habit. If they gointo the
performance hyped too much, they
could easily lose it completely, caus-
ing the band and guard to fall apart
around them. We work very hard at
establishing a relaxed, low key kind
of confidence. Being a parochial
school, we also emphasize prayer
which helps immensely. But even
then they’restill young people, soitis
a very fragile mindset. Sometimes
we get it, sometimes we don’t.”

MIKE: “I feel the same way. The
show justisn’t old enough to bereflex
yet. We try to develop a mental con-
trol over the performance. Of course,
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the competitive aspect is an impor-
tant motivator, but we concentrate
on factors we have control over, not
on how we might place.

General Guidelines

1) Train your percussionists to
understand fully their role within the
ensemble and how it relates to the
entire band and its program. Priority
one is to support the winds, not at-
tempt to stand alone. If one section is
over emphasized, another must lose
emphasis, deterring from the success
of the collective effort.

2) Learn to work as effectively as
possible within the existing rehearsal
schedule. It will improve your teach-
ing skills, and create less friction be-
tween you and anyone else who
doesn’t want to contend with extra
rehearsals. This approach will
ALWAYSresultinincreased support
from everyone, especially the direc-
tor, who has to answer for what you
do!

3) When assigning personnel to sec-
tions, keep next year in mind. Put-
ting all your seniors in one segment
may gain you success one season, but
may sabotage any chance of success
the next. What you compromise by
placing a sophomore on snare this
year, may well pay off the next two
years. Inaddition, strive for balanced
instrumentation. For example, even
with just six players, don’t use two
bass drums and four snares. Try two
snares, a quad (or trio) and three bass
drums. The sound will be balanced,
and more characteristic of the band.

4) For any young instructors; go into
this with the clear understanding
that the satisfactions to be gained in
this activity (marching band) will be
far more people oriented than they
will be artistic. The structure within
our school systems today does not
support or provide for all the tools
needed to allow students to create
and benefit from excellence in their

music programs. If you focus your
energies on your players, the joys
will come from watching them over-
come these odds themselves.

Currently Director of Admissions at the
VanderCook College of Music in Chi-
cago, Ward has specialized in the instruc-
tion of percussion in the Secondary
Schools since 1976.

Ward is an active clinician for the Sabian
Cymbal Company and Yamaha Music
Corp. USA. A graduate of Millikin
University and the U.S. Navy School of
Music, Ward is also a member of the
Bands of America, Drum Corps Interna-
tional, and Drum Corps Midwest Judges
Association.

Mike Chiodo’s involvement in the
marching activity has been varied and
respected. He has instructed and ar-
ranged for the Memphis Blues Drum and
Bugle Corps, the Memphis State Univer-
sity “Mighty Sound of the South”
marching band, and is currently on the
staff of the 1988 MBA Mid East Regional
and national Class Champion Lake Park
High School Band of Roselle, Illinois, as
well as the Cavaliers Drum and Bugle
Corps of Rosemont, 1llinois.

Mike is presently a representative for
Lyons Music in Itasca, Illinois, and is an
active teacher and performer in the
greater Chicago area. A graduate of
Memphis State University, Mike has
been the recipient of the Gamma Beta Phi
Society Award for Scholastic Achieve-
ment and the Lake Park High School
Auward of Excellence for Distinguished
Achievement in Teaching.



Feature: Marching Percussion

The Percussionist as High School Band
Director by Will Rapp

The Marching Band is perhaps the
greatest laboratory course on the
subject of “Human Engineering”
ever offered at the High School or
College level. The justification for
existence extends far beyond the
obvious social function of serving as
a vehicle for entertainment at ath-
letic events. While many feel that
being a good musician is the main
quality needed to develop a suc-
cessful marching band program,
attributes such as organizational
skills, time management, rehearsal
technique, communication and
motivational skills cannot be over-
looked.

This article should not be consid-
ered as a forum for promoting the
percussionist as a superior band
director; rather an attempt to show
how the many acquired skills as a
percussionist may be transferred to
assist in the development of a suc-
cessful band directing career. As
the information is aimed at the Per-
cussionist/Marching Band Direc-
tor at either the High School or Col-
lege/University level, the article
will make references to both types
of situations.

When I first considered a career of
teaching percussion and directing a
marching band, I was struck by the
few percussionists who were band
directors, both in my geographical
area and on the National scene.
While it is true that the percussion
major may have been the last pro-
gram to develop within the Music
Education Major, there seemed to
be a period of time during which
many of the percussion majors in
college were preparing for careers
other than band directing.

Although positions exist at the col-
lege and university level that are
strictly percussion (applied, meth-
ods classes and ensembles), an in-
creasing number of job vacancies
are advertised for a percussionist

that has experience in other areas such
as composition/arranging and the-
ory, music history and literature, or
band directing. The increasing ten-
dency of Music Department Search
Committees to look for candidates
that are multi-faceted has led to a
marriage of Marching Band and Per-
cussion into a full-ime instructional
position.

PERCEPTION OF THE PERCUS-

. SION MAJOR

There traditionally has been a stigma
attached to entering percussion ma-
jors regarding their success rate in
college music courses such as theory
oreartraining. Whileitis true thatone
who has only studied the drums may
be at a disadvantage, we are seeing
more and more student percussionists
arrive in college with some back-
ground and training in timpani, key-
board percussion, theory and piano.
(I'll never be able to thank my parents
enough for starting me on violin in
grade three, or my high school percus-
sion teacher who had me playing tim-
pani and keyboard percussion within
the first year of entering his studio.)

THE KNOWLEDGE BASE

It is interesting to note in the music
education setting just how many times
you will hear a brass or woodwind
specialist declare (sometimes in pub-
lic) their absolute lack of knowledge
about the percussion section. They
will freely admit that they either do
not know where to begin, or they are
tired of trying to keep up with new
information. Often times, they at-
tempt to lay blame with their under-
graduate percussion methods course
(as if there has never been a single
opportunity to attend clinics, conven-
tions, summer workshops, or pur-
chase instructional texts, films or
video tapes)!

In many cases, this personal access-
ment has led to the employment of a

MEREDITH
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percussion specialist to work with
the drumline in the marching band
program. I have also know guest
conductors to bring a percussion
specialist with them to take care of
sectional rehearsals during an honor
band festival. The prevailing atti-
tude among percussion specialists
involved with broader responsibili-
ties in music education seems to be a
willingness to continue to study and
learn and a dedication to constantly
increase the knowledge base in per-
cussion as well as non-percussion
subjects. Quite often it is the percus-
sionist who is pursuing additional
study in wind or brass methods,
band techniques courses, jazz educa-
tion or conducting to better fulfill job
responsibilities.

THE ORGANIZATIONAL AD-
VANTAGE

As a percussionist, the process of
organization must be understood
and carried out with some degree of
success in order to survive in our
field. For the student, the organiza-
tion of practice time is essential to
effectively study and learn a wide
variety of percussion instruments
and literature. For the free-lance,
studio or performing percussionist,
the organization of necessary equip-
ment, travel requirements, set-ups,
and personnel assignments all re-
quire a certain acquired skill. Many
of these organizational skills transfer
directly to the administration of a
marching band program. Thisability
to organize, develop successful re-
hearsal strategies, deal with time
management, and provide a model
for excellence all must work hand in
hand with good musicianship in
order to develop a successful pro-

gram.

THE STUDENT MORALE AD-
VANTAGE

Anyone who has worked with a
marching band knows how vitally
important the drumline is to the suc-
cess of the overall product. Drum-
lines that play well together with a
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good sense of tempo and timing al-
low the winds and brass to “lock”
together almost immediately, thus
reducing both rehearsal time and
performance frustrations for the
entire group. The introduction of
the “pit” percussion ensemble on
the front sideline has increased the
risk of performance problems due to
phasing that is a result of a time lag
from sounds thatare produced from
different locations on the field.

Often times, the attitude of a drum-
line toward a new director that is a
non-percussionist can be one of
“show me”; meaning that thereis a
perceived skepticism regarding the
knowledge base in percussion. A
new director that is a percussionist,
on the other hand, is almost always
immediately embraced by the
drumline with the feeling of “now
we have someone who understands
and will give us some attention.”

Once of the concerns of the percus-
sionist/marching band director is
creating a balance between nurtur-
ing this good feeling among the fel-
low percussionists without making
winds, brass and color guard feel as
if they are being neglected. The
important point to remember is that
you are not the drumline instructor,
but rather the marching band direc-
tor, and your priority is to direct the
entire marching band when they
rehearse. One canmaintainaniden-
tity with the group by conducting
separate sectional rehearsals and
providing the percussion scoring
and arrangements.

THE NUCLEUS APPROACH

A percussion teacher who isalso the
marching band director in a college
or university situation can benefit
from having several of the same
studentsin the applied studio, in the
percussion ensemble, and in the
drumline of the marching band.
This creates a “nucleus” of loyal
students who spend considerably
more time with you asa teacher than
the average band student in your

program. Since some of the strongest
teaching is through example, these
students are the prime beneficiaries of
your talent and expertise, and are of-
ten the ones who really help their
peers to fully understand why youdo
things in a certain way.

DEVELOPING WIND AND BRASS
ENSEMBLE TECHNIQUES

The same “ears” you use to clean the
drumline can go right to work for you
with thewindsand brassin themarch-
ing band program. Marching percus-
sionists often deal with scores thatare
quite “note dense” when compared to
scores for concert percussion, and
most develop the ability to “clean”
parts right down to the thirty-second
note roll figures; and yet may be hesi-
tant about rehearsing the winds and
brass for similarresults. By having the
wind and brass sections rehearse their
parts by playing only at the point of
attack and with no duration of sound,
one can check the timing and pulse
control of passages using a more per-
cussive approach. This “bopping”
technique has been used successfully
by many of the leading brass special-
ists and is a natural rehearsal tech-
nique for a percussionist to employ.

RELATING TO THE MUSIC DE-
PARTMENT

Many have observed or been exposed
to the negative effects of a marching
band program that has ostracized it-
self from the Music Department. The
reasons can range from Athletic De-
partment funding, to separate physi-
cal facilities, to a history or sequence of
events that have led to this status, or to
just a general feeling among applied
music faculty regarding the “net
worth” of marching band. For what-
ever the reason, these programs often
put good musicians who enjoy march-
ing band in the middle of having to
make a choice. While the larger uni-
versities may not be concerned with
this issue (there always seem to be a
vast number of undergraduates who
want to play in marching band), it can



affect Graduate programs where a
student wishes to benefit from both
applied faculty as well as gain
administrative experience in
marching band.

If you are new to a college or univer-
sity position that involves both
marching band directing and ap-
plied percussion teaching, you are
in a natural position to either con-
tinue the feeling of good will and
collegiality between Music Depart-
ment and Marching Band or you
may need to “mend fences.” If you
are a marching band director in a
larger situation where another indi-
vidual teaches applied percussion,
it is to your benefit to have a good
working relationship with the ap-
plied percussion teacher for the sake
of student percussionist who will
work in both areas.

THE CHALLENGE

I have had the opportunity to direct
marching bands in three distinctly
different regions of the country, and
these opportunities have putmeina
direct working relationship with
some of the finest marching band
directors in the business. Through
the football seasons, the road trips,
and the bands I've hosted, I have
noticed thatat the coreof everything
these directors do, is the desire to
make a positive difference in the
livesof the young people they teach.
While this sounds like an obvious
goal for any educator, each individ-
ual must decide “how” the making
of this positive difference will be
accomplished.

The following is not an all-inclusive
list; they are merely the ideas that
have worked well for myself and
others I have known in our field, as
we have attempted to establish ca-
reers as percussionists/marching
band directors:

1. If youare comfortable doing your
own scoring for marching percus-
sion, provide custom parts for
marching band arrangements and

write your own features and cadences
for the drumline. The drumline will
appreciate the individual attention
and you can enhance your percussion
program by writing around the
strengths and weaknesses of your
ensemble.

2. Be creative with the instrumenta-
tion and division of labor within the
Drumline. This past season, I set up
the instrumentation of my University
Drumline with the strongest battery
playersin the Bass Drum segment, and
the strongest keyboard percussionists
in the “pit.” The result was imply an
average Snare line and Multi-Tom
segment, but no one seemed to notice
because of the “hot” Bass Drum line
and keyboard players. This concept
worked for two reasons; the scoring
reflected strong Bass Drum and “pit,”
and the members of the ensemble re-
ally supported the idea, which al-
lowed mostly freshmen in the Snare
and Multi-Tom segments.

3. If possible, create time in your
schedule for a percussion sectional
rehearsal. It is during this time that
you can devote your full attention to
the drumline and realize the quality
percussion teaching time that proba-
bly does not exist during the full band
rehearsal. Encourage all segments of
the ensemble to meet on their own
time to further refine the stylistic con-
cepts you present during the sectional
rehearsal.

Call:

{(518)634-2559
or write:

by direct air mai! for $ 15.00
including postage & handling.
{Please money-order).
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4. If you have the skills as an ar-
ranger, create a chart every now and
then for your marching band. Like

_the percussion arrangements, the
entire band will appreciate the gift of
your creativity on their behalf.

5. If atall possible, do your own drill
design for the marching band. I
probably have had more compli-
ments from students over the years
regarding the fact that I write my
own drill instead of hiring a drill
designer to do the work. Although it
is the most time consuming task of
marching band work, no one knows
better than the director how theband
plays and how to best present the
different elements of the band pro-
gram when coordinating drill with
music.

6. If you have good communicative
skills, take the time to walk around

campus (or drive if needed) and
develop the necessary rapport with
colleagues, rather than always using
the telephone. My weekly schedule
has always included a visit with the
football coach, the athletic director,
and the sports information director
just to “touch base.”

7. Prepare and distribute rehearsal
and performance schedules well in
advance so everyone involved in the
program understands what is ex-
pected. Most of the problems in
scheduling arise as a result of stu-
dents not knowing or not having
sufficient time to work out conflicts.
Encourage your students who per-
form in several organizations to keep
an appointment book, and don’t
hesitate to introduce them to the time
management techniques that work
well for you, as many of these stu-
dents will someday be music educa-
tors themselves.

It is hoped that the information con-
tained in this article will interest
those percussionists who may be
thinking about expanding their ca-
reer to include band directing. For
my colleagues who have spent any
time in this dual position or have
made a full-time career change from
one discipline to the other, 'm sure
this article just sums up the way you
have worked or are presently work-
ing. Percussionists are a most crea-
tive group of individuals, and the
administration of a marching band
program can draw upon this creativ-
ity in such a way to really make a
difference in the lives of band stu-
dents.




Will Rapp began his career in 1977 as the
Marching Band Director/Percussion
Teacher at Millersville (PA) State Col-
lege. He then accepted the position of
Marching Band Director/Director of
Percussion Studies/Music Admissions
Counselor at Southeastern Louisiana
University. During his tenure at SLU,
the Drumline appeared the the PASIC
1982 in Dallas and PASIC 1983 in
Knoxville. For the next two years, Mr.
Rapp taught on the faculty at Iowa State
University, directing the 280 member
“Cyclone” Marching Band, the concert
band, two jazz ensembles, and theapplied
percussion studio. He is currently the
Chairman of the Music Department and
Director of Bands at Kutztown Univer-
sity of Pennsylvania, where he also
teaches percussion. Mr. Rapp is a pub-
lished author with Jenson Publications,
and a clinicign/consultant for Yamaha
Music Corporation, USA.
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Feature: Marching Percussion
McDonald's All-American by Carl Major

Being selected as a member of the
1989 McDonald’s All-American
High School Band was, by far, the
highlight of my music career up to
this point. From the Macy’s Paradein
New York City to the Tournament of
Roses Parade in California, being a
McDonald’s All-American was bet-
ter than I could have ever imagined.

Like everyone else, I didn’t think I'd
ever have a chance to be selected for
the country’s best high school band.
It was a dream come true when I re-
ceived the letter from McDonald’s
congratulating me on being selected
to the All-American Band. I was es-
pecially honored to be selected as
section leader for the percussion sec-
tion. It was an incredible experience
to work with such a talented group of
percussionists from all over the
United States; including Alaska,
Georgia, Alabama, Iowa and my
home state, Mississippi.

Mr. Jay Wanamaker was the percus-
sion instructor for the McDonald’s
Band, along with his assistant, Jim
Campbell. I feel as though we got a
year’s worth of experience during
our two weeks together. From learn-
ing the many visual drills for each
song, to playing cadences while we
stood onour heads, our time together
was definitely a lot of fun and a great
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learning experience.

Our first full band rehearsal was
indescribable. After the band played
the first warmup , everyone just
stared at each other for a second and
then started cheering. Nobody could
believe how incredible it sounded,
and without a single rehearsal! It
really showed that the McDonald'’s
Band is truly the best of the best.

I was surprised by how hard we had
to work to prepare for our parade
performances. Most of us thought
that making the band was the hard
part, but Dr. Foster and his music
staff from Florida A & M really
pushed us to be the best band we
could be. The practice was long and
the nights were short. . .and then
there were those marching drills.

But, we forgot all of that once the
performance started. First, we
played four times on the "Today
Show" the day before Thanksgiving.
We had to get up at 3:30 a.m. to be
ready to play at Rockefeller Plaza.
They had us set up on the skating
rink, so McDonald’s gave us all
footwarmers to putin our shoes. As
soon as we left there, we went to
Central Park for a dress rehearsal
where television reporters filmed us
practicing the drill for the Macy’s

Parade.

Being in new York on Thanksgiving
wasanew experience. Very few of us
had been to New York before, and
none of us had been away from home
foraholiday. But, McDonald’s made
us feel like one big family with a great
turkey dinner and banquet on
Thanksgiving eve.

Thanksgiving morning started very
early. The chaperones were knock-
ing on our doors at 2:30 a.m. because
we had to get ready for a 4:00a.m.
dress rehearsal for the television
cameras. We lined up on Broadway
and marched into the camera zone,
just like we would do during the
parade. It was exciting seeing all of
our hard work come together, and
knowing that we would be perform-
ing for more than eight million
people in just a few hours.

The Macy’s Thanksgiving Day Pa-
rade was spectacular. There were
enormous balloons, celebrities eve-
rywhere, and thousands upon thou-
sands of people jammed along
Broadway for the entire route. I'll
never forget how proud we were to
be marching in the McDonald’s All-
American Band in America’s greatest
parade!

It was hard to go home after the pa-
rade. Thad justmade 103 best friends,
and now we all had to say ‘goodbye.’
Itmadeitalot easier knowing that we
would see each other again in a
month for the Fiesta Bowl and Tour-
nament of Roses Parades.

Duringourstay inNew York, wealso
performed for a taping of the
McDonald’s World’s Largest Con-
cert, which PBS broadcast in March.
It was fun playing for an audience of
school kids while they sang along,
but it was even better watching it on
TV later and hearing about the mil-
lions of kids across the country that
sang along with the McDonald’s
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Band.

The band came together in Phoenix,
Arizona. Of course, the practices
were long and challenging, but we
had seen how far we’d come in New
York and were eager to continue
improving.

While we were in Phoenix,
McDonald’s treated us to an after-
noon at a duderanch, where werode
horses, went on hay rides and
“pigged out” at the barbecue. It was
a lot of fun, even though my horse
kept taking me through cactus.

After marching four miles under the
Arizona sun in the Fiesta Bowl Pa-
rade, we flew to Los Angeles for the
100th Anniversary Tournament of
Roses Parade. This was the one we
had all been waiting for and all of us
were really looking forward to it.

It'’s hard to describe the feeling of
marching with America’s best high
school band in the “Grandaddy of
themall.” IThad to keep telling myself
that it was all really happening, even
though it all seemed too good to be
true. Allalong thefiveand ahalf mile
parade route, people were cheering
and clapping along with the band.

It was exciting to meet other musi-
cians from all across the United
States. Of course, there were a lot of
varied backgrounds, but all of us had
one thing in common; we worked
hard to get where we were.

Making the McDonald’s Band wasn’t
easy. It requires hours of practice,
learning and rehearsing the funda-
mentals and rudiments every day.
Dr. Foster, Mr. Wanamaker and the
rest of the music staff always kept
stressing how important the basics
are. We learned that no matter how
good you become, there is also a lot
more to learn and improve on.

I'll always remember my wonderful
experiences as a McDonald’s All-
American Band member. The shop-
ping trip to Macy’s, visiting the Hard
Rock Cafe in New York, going to a
Broadway play, and of course the
honor of being a McDonald’s All-
American. I even earned a special
honor of receiving the Yamaha Music
Award, which is given to the one
outstanding musician in each
McDonald’s Band.

There were so many exciting things
thathappened tomeasaMcDonald’s
All-American Band member that I
could go on forever. Everyone who
really enjoys music should try-out
for the McDonald’s Band. It's an
experience you'll never forget!

Karl Major is a graduating senior of Bay
St. Louis High School in Bay St. Louis,
Mississippi. Karl plans to attend the
University of Southern Mississippi as a
percussion major. His band director at
Bay St. Louis High School is Mrs.
Carolyn Hamilton and his percussion
teacher for the past seven years has been
Dr. Jim Hamilton.

Rich Holly, Associate Editor for Features



PASIC '89--Nashville, Tennessee--
November 8-11 - Bill Wiggins, Host

Of the many reasons which make
Nashville an attractive site for
PASIC '89, surely one of the most
important is the lively musical com-
munity found there. The PASIC '89
Planning Committee and Host are
putting together a program which
displays not only the diversity of the
world's percussion, butalso the vari-
ety of percussive talent found in the
Host City.

Naturally, several of the major
“name" Nashville players will be fea-
tured, however we think that you
may be surprised by the breadth and
diversity of their talents and inter-
ests. Also, several emerging talents
from the Nashville scene will be

showing their stuff to PASIC audi-
ences.

Nashville is probably best known
among musicians for the recording
activity found there. At PASIC '89
you will have the opportunity to
meet and hear several of the most
active drummers and percussionists
in the area as they demonstrate their
personal approach to a recording
situation. Thiseventistobeheldina
studio located on Nashville's "Music
Row", and easily accesible from the
Stouffer Nashville Hotel via the
Nashville Trolley Company. An-
other important facet of musical life
in Nashville is the Business of Music.

As much as a Music Center, Nash-
ville is the Business of Music The
PASIC '89 Program will feature ses-
sions on the "Business of the Music
Business™ led by Dr. Jay Collins, Pro-
fessor of Music Business at Belmont
College and President of Local 257,
American Federation of Musicians

Details of these and other PASIC '89
programs will be published 1n the
PASIC Preview Issue of Percussive
Notes.

Make your plans now to join us for
PASIC '89, November 8-11, 1989, at
the Stouffer Nashville Hotel and
Nashville Convention Center in-
Nashville, Tennessee.

PASIC '89

PRE-REGISTRATION FORM

Pre-register and save $10
Use this form to pre-register for
PASIC '89 (photocopy if you wish).
Please type or print clearly to insure
proper processing and delivery of all
PAS correspondence.

Deadline: October 14, 1989

All pre-registration forms must be
postmarked by October 31, 1989 - All
forms postmarked after this date will be
returned or held for on-site registration.

Return this completed form to:
PAS

123 W. Main
Urbana, IL 61801

Name

Address

City/State/Country/Zip Code

Every PASIC attendee must be a PAS member.

[0 Current PAS Member - index number

O Not currently a PAS Member (include dues as stated on next line) $
Non-Student $40 / Student $20 / Senior (65 and older) $20 / Airmail add $35

O Pre-registration e e $ 40.00
[0 Spouse or family member(s) - $20.00€ach...........cccovrviririniicnnes $
Name(s) of family member(s) attending
O Hall of Fame Banquet tickets$25.00each........ccocvvrivvns +veivicvinnans $_
O Check for vegetarian meal

TOTAL $

PASIC '89
HALL of FAME BANQUET

The PASIC '89 Hall of Fame Banquet will be held in the Ball Room of the
Stouffer Nashville Hotel at 7:00 p.m. Saturday, November 11th.

The Saturday evening concert featuring an internationally famous percus-
sionist will follow the banquet in the same room.

Please indicate the number of tickets you wish to reserve on the form above.
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Photocopy if you wish. P ASIC 1 89
Hotel Reservation Form

The Percussive Arts Society has negotiated reduced convention rates with the Stouffer Nashville Hotel which will also serve as
the PASIC '89 Headquarters Hotel, hosting the daily clinics, meetings, and the Hall of Fame Banquet. Special attractions of the
Stouffer include Airport Express transportation, Valet and self parking, Spa with massage therapy, indoor pool, suana, whirlpool,
exercise room, sundeck, 24 hour room service, Church Street Centre with shopping and restaurants connected to the hotel, close
to all "Music City" attractions, and only 20 minutes from Opryland.

Stouffer Nashville Hotel Rates

Club Level $20.00 additional (subject to availability)

TO RECEIVE THESE RATES YOU MUST COMPLETE AND RETURN THIS FORM TO THE HOTEL NO LATER THAN

OCTOBER 14,1989
NAME
ADDRESS
eIy STATE/COUNTRY ZIPCOBE
PHONE ARRIVAL DATE / DEPARTURE DATE ARRIVE BY AUTO OR ATRG

*ALL ROOMS ARE SUBJECT TO STATE AND LOCAL TAXES.

*ALL RESERVATIONS MUST BE ACCOMPANIED BY ONE NIGHT'S DEPOSIT (REFUND WILL ONLY BE MADE
WHEN CANCELATION IS RECEIVED AT LEAST 48 PRIOR TO ARRIVAL TIME).

If guaranteed to a major credit card please give the following information:

AMEX VISA MC Carte Blanche —__________Discover

Card No. Exp. Date Signature

Return Completed form to:
Stouffer Nashville Hotel, Reservations Manager, 611 Commerce St., Nashville, TN 37203-3707

Get the Lowest Air Fair to PASIC '89

VEESON INTERNATIONAL TRAVEL AGENCY

AND

AMERICAN AIRLINES
45% Off coach rare D% OFf any pusLisHED FaRe*

JUST DIAL THE TOLL-FREE NUMBER BELOW AND IDENTIFY YOURSELF AS A PAS MEM-
BER. IF AMERICAN AIRLINES DOES NOT SERVICE YOUR AREA VEESON WILL OFFER
DISCOUNT RATES ON ANOTHER AIRLINE. PLUS: EACH TICKET PURCHASED
THROUGH THIS PROGRAM WILL BE ENTERED INTO A DRAWING FOR TWO FREE
AMERICAN AIRLINE TICKETS TO BE ANNOUNCED AT THE CONVENTION.

CALL: 1-800-426-5117

*ALL TARIFF RULES MUST BE MET
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If you are interested in
proposing sites for future
conventions
(PASIC '92 and beyond)
please make initial contact
with:

Dr. Robert Schietroma
School of Music
University of North Texas
Denton, TX 76203

OR

PAS
Steve Beck
Box 697
Urbana, IL 61801

PASIC '90
will be held at the
Adam's Mark Hotel
in Philadelphia, PA
November 7-10, 1990

PASIC '91
will be held at the
Disneyland Hotel
in Anaheim, CA
November 20-23, 1991

PERCUSSION

AT MANHAT'TAN

CLAIRE HELDRICH
Instructor of Ensembles
Director, Manhattan Contemporary
Ensemble
Director/Percussionist,
New Music Consort
Percussionist, Speculum Musicae

CHRISTOPHER LAMB*
Instructor of Percussion

Chair, Percussion Department
Principal, New York Philharmonic

DUNCAN PATTON*

Instructor of Percussion

Timpanist, Metropolitan Opera
Orchestra

JAMES PREISS

Instructor of Percussion
Percussionist, Steve Reich & Musicians
Opera Orchestra of New York
Parnassus, 20th Century Ensemble

*new faculty member

for more information and application, contact:

James Gandre, Director of Admissions
212/749-3025

MANHATTAN
SCHOOL OF MUSIC

120 CLAREMONT AVENUE
NEW YORK, NEW YORK 10027
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FOCUS ON EDUCATION/
STUDENT PERFORMANCE

The PAS-MENC Affiliation by Mark Ford

The Music Educators National Con-
ferenceis particularlypleased tojoin
in an associated arrangement with
the Percussive Arts Society whichwe
hope will highlight our mutual inter-
ests and goals in music education
and will encourage and foster coop-
eration, joint ventures, and profes-
sional exchange and dialogue as we
strive to reach those goals. Music
Educators National Conferenceis es-
pecially happy to join forces with
such a recognized, active and effec-
tive association as the Percussive
Arts Society.

-Charles R. Hoffer

President, MENC

(This quote has been reprinted from PN
Fall, 1988)

The PAS-MENC affiliation is the
beginning of an association of two
highly respected organizations dedi-
cated to music education and per-
formance. This collaboration was es-
tablished in 1988 through the hard
work and vision of such individuals
as John Beck, PAS President; Charles
Hoffer, MENC President; Garwood
Whaley, PAS Education Committee
Chairman and John ]. Mahlman,
MENC Executive Director. On Janu-
ary 19, 1989 | visited the MENC Na-
tional Headquarters in Reston, Vir-
ginia, outside of Washington, D.C.
There 1 met John Mahlman, Mal
Cameron, Director of MENC Com-
munications and other associates to
discuss the potential of the PAS-
MENC affiliation.

PAS and MENC have a great deal of
similarities in musical goals and or-
ganization. Like PAS, MENC was
formed from a small group of music
educators concerned with the future
of music education. In 1907, 104
music educators from across the
couniry came to Keokuk, Iowa, to
discuss music education and from
that gathering 69 agreed to become
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members of a permanent organiza-
tion. Thisorganization was officially
named in 1910 as the “Music Super-
visors National Conference.” Later,
in 1934 the word “Educators” re-
placed “Supervisors” but the organi-
zation has from its beginning been a
conference - a “voluntary associa-
tion fro the interchange of views.”
From these 69 members MENC has
grown to over 57,000 members and
continues to expand, develop and
improve.

MENC helps its members attain
goals for their music programs and
professional development in a vari-
ety of ways. Staying true to the or-
ganization’s origin, MENC alter-
nates national and regional confer-
ences every year which offer clinics,
concerts, exhibits and lectures de-
signed to introduce members to new
educational methods as well as in-
spire music educators to strive for
higher goals. There are also MENC
chapters in each of the 50 states that
annualily host state conferences for
the same purpose. These confer-
ences result in increased communi-
cation and coordination in music
programs across the country.

Professional resources and periodi-
cals are also a large part of MENC's
service to its members. The “Music
Educator’s Journal,” edited by
Peggy Senko, isa monthly periodical
published by MENC and serves as
its main source of communication to
MENC members. Much like “Per-
cussive Notes,” ME] offers an assort-
ment of articles, reviews and adver-
tisements geared to music education
and performance. Another publica-
tion available to MENC members is
“Soundpost” which serves as an
extensive newsletter. “Soundpost”
will feature an article by Greg Ed-
mondson this summer outlining

MENC’s affiliation with PAS as well

as other organizations.

On top of this, MENC implements
“Music in Our Schools Month” across
the country as well as a host of other
programs and activities. They also
publish educational materials on
diverse themes that are supplied to
members at a small charge. These
materials come in the form of books
(over 30 in publication), booklets,
videotapes, public service announce-
ments, audiocassettes and other serv-
ice items.

PAS is one of several organizations
that has recently become affiliated
with MENC. The amount of coordi-
nation between these organizations
and MENC varies and several are still
organizing potential activities and
programs. Through these affiliations
MENC is hoping to broaden its edu-
cational resource base and benefit all
memberships.

MENC Affiliations

National School Orchestra Association
American Choral Directors Association
College Band Directors National Assodation
National Association of Pastoral Musicians,
Inc.

Sweet Adelines, Inc.

Sodiety for the Preservation and Encourage-
ment of Barber Shop Singing in Amernica
National Piano Foundation
National Band Assodiation
Organization of American Kodaly Educators
American String Teachers Association
Percussive Arts Society
American Guild of Enghsh Handbell
Ringers, Inc.

National Association of Jazz Educators
National Assodiation of College Wind
and Percussion Instructors

The attitude onboth sides of the PAS-
MENC affiliation is very positive and
everyone | have talked with has been
concerned that we take the correct
first steps to help this relationship
grow. Asaresult of my conference in
Virginia and communications with



John Beck, the following proposals
have been initiated to begin the PAS-
MENC affiliation:

1. Important PAS activities such as
PASIC will be listed in the calendar
section of “Soundpost.” MENC con-
terence dates will be listed in the PAS
newsletter “Percussion News.” Steve
Beck, PAS Administrative Manager
will coordinate this information.

2. John Beck has invited MENC to
sponsor a clinic at the 1989 PASIC in
Nashville, Tennessee. He has also
offered a free exhibit booth space for
MENC. PAS will in turn participate
in an upcoming MENC Conference.
Details have not yet been worked
out.

3. Themainjournalsof our organiza-
tions, PN and ME]J, will work to-
gether in regard to the transfer of
articles that would be appropriate for
special issues. Peggy Senko, ME]
editor, has also indicated that oftena
percussion related article submitted

to ME] is too specific for their broad
base of readers. When this occurs,
she will send it to me for possible use
in PN.

4. The PAS Education Committee
chaired by Garwood Whaley is cur-
rently putting together a booklet of
informative percussion related ar-
ticles. Thisbooklet would provetobe
valuable to percussionists as well as
non-percussionists. PAS members
and MENC members will be able to
obtain this booklet for a small charge.
This publication is scheduled to be
available by the 1989 PASIC in Nash-
ville, Tennessee.

5. Steve Beck will be in contact with
Larry Mullins, MENC Director of
Membership, to discuss possible
ideas for promoting PAS member-
ship in ME].

6. A three-fold flyer describing the
various functions of MENC will ac-
company the May issue of “Percus-
sion News.” Similar information on

PAS will be available 1in a future
MENC publication.

These are the first steps in an affili-
ation that will prove to be a natural
extension for both organizations.
PAS has a lot to offer in terms of
percussion education and, through
MENC, we will be able to rcach a
larger audience of music educators
In turn PAS members will find that
MENC sponsored articles and clinics
will help diversify our educational
approach. Communication alone
between these two organizations
with similar musical goals will prove
beneficial to both memberships.

Mark Ford is the coordinator of percus-
sion activities at East Carolina Univer-
sity in Greenville, North Carolina Heis
active as a performer and composer and
edits PN’s “Focus on Education/Student
Performance.”

Introducing the

HADGINI.

Grab
a stick

_quick!

% The “Stick Depot” holds
drumsticks in perfect
position .. out of the
way, yet ready when you
need them

Many of the Greatest Percussionists from around the world have put in P
their orders for the Hadgini Drum. Most of them think it was inspired by
their own culture and they are right! Any hand or finger technique from
Afro-Cuban o Indian will easily bring out a world of sounds from the clay AN
Hadgiri Drum. A variety of musical functions give the Hadgini Drum an
unprecedented role in today's music. Low haunting bass notes and
high-pitched percussive attacks give the Hadgini over an octave of
pitches, not to mentien the Hadgini's internal microphone system which
mahes each side (sphere) midi-compatible.

Clamps easily to a hi-hat
stand, floor tom, cymbal
stand, etc. Right where
you need it

Chrome tubes are easily
adjustable to desired
angle.

Stick
Depot

Keep sticks
out of the way .*

and right f
HADGINI DRUM within reach. !

¢Jo Claylone Percussion }
RD #3 Box 3568

Saylorsburg, PA 18353
(215)381-3705 (212)307-1588 NYC

Another mnovaton from

®
ORO-3
Our utation is 1n your hands
DIMO TAPES rep "
40 min auwdur cass $10
1 kr mdea \'TIS|RLTA $25
Demas performed by Jamey Haddad

See your local dealer or you may order direct. Send $8.00 each
(includes shipping, handling & sales tax) to: Pro-Mark Stick Depot,

*patent pending
10707 Craighead Dr., Houston, TX 77025, (713) 666-2525.

The Hadgini Drism was designed by Frank Grorgini and Jamey Haddad
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FOCUS ON EDUCATION/
STUDENT PERFORMANCE :
Education Clinic - Audio and Video

Percussion Resources by Robert C. Snider

Editors Note: Supplemental education
materials are available to enhance all
levels of percussion education. One of
the most attractive aids for students is
the source of audio and video tapes fea-
turing prominent drummers and percus-
sionists. To help instructors and stu-
dents become aware of the variety of
tapes on the market, Robert Snider has
compiled a list of audio and video tapes
with publication sources and a brief de-
scription of each tape. This list does not
represent all of the percussion tapes on
the market, but it is an excellent cross-
section to the ever-growing number of
educational percussion audio and video
resources.

Also, thanks to Neil Rutland for contrib-
uting the interview on page 27 with Paul
Siegel of DCI Videos. This discussion
will help PN readers to understand the
process of filming a percussion educa-
tional video and the types of informna-
tion found on these tapes. Mark Ford

AUDIO
General Percussion Instruction

Saul Goodman: Bell, Drum & Cymbal
(Angel Records #35269). A demon-
stration of all the percussion instru-
ments plus two ensemble pieces
(Theme and Variations on “My
Country 'Tis of Thee” and Danse
Macabre performed via multi-track
by Mr. Goodman.

Arthur Press: Classical Percussion
(MMO #35269). A three record set
with illustrated book offering in-
struction on snare drum, bass drum,
cymbals, castanets, tambourine and
triangle. Many performance ex-
amples from the orchestral reper-
toire.

Rudimental Snare Drum

Frank Arsenault: The 26 Standard
American Drum Rudiments (Ludwig
Drum Co. #302). A performance of
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the 26 rudiments played “contest
style” (open-close-open) and seven
selected rudimental snare drum so-
los including Connecticut Halftime,
Downfall of Paris and The Three
Camps.

H.J.P. Musical Enterprises: Snare
Drum Solos (P.O. Box 265, Lake
Jackson, TX 77566). Fifteenindividu-
ally recorded contest solos per-
formed by Ray Dillard including Tor-
nado, Stamina, Three Dances, Glad-
stone Cadets and My Friend Nor-
man. Request catalog for complete
listing of titles.

Wanamaker & Carson: International
Drum Rudiments (Alfred #7214). The
Percussive Arts Society’s official
International Drum Rudiments list-
ing with book and cassette of rudi-
ments performed by Rob Carson.

Solo/Chamber Percussion

Donald Erb: Symphony of Overtures,
The Seventh Trumpet, Concerto for Solo
Percussionist (Turnabout Vox: #TV-
S 34433). Marvin Dahlgren is fea-
tured soloist on Erb’s Concerto for
Solo Percussionist (1966).

Karen Ervin: Karen Ervin -
Percussionist (WIM #WIMR-5). Four
works for percussion soloist includ-
ing the Marimba Suite by Sifler.
Other works by Kraft, Schmidt, and
Phillin.

H.]J.P. Musical Enterprises: Multiple
Percussion Solos (P.O. Box 265, Lake
Jackson, TX 77566). Six individually
recorded contest solos including
Morris Dance, Spanish Dance, 2-4-1,
and Sounds of the Kubuki. Per-
formed by Ray Dillard. Request cata-
log for complete listing.

Percussion (Capitol #P8299). Three
major works for percussion - Mil-
haud: Concerto for Percussion and
Small Orchestra, Chavez: Toccata for
Percussion, Bartok: music for String
Instruments, Percussion and Celeste.

Stravinsky: L’Histoire du Soldat
(MMO 77). Complete performance
onside A and complete performance
minus percussion part on side B.
Percussion part is included.

Timpani

Elliot Carter: Brass Quinte/Eight
Pieces for Four Timpani (Columbia-
Odyssey #Y34137). Morris Lang
performs the Eight Pieces for Four
Timpani.

H.J.P. Musical Enterprises: Timpani
Solos (P.O.Box 265, Lake Jackson, TX
77566). Eight individually recorded
contest solos including Air and
Dance, Solo Impression for Two
Timpani, Statement for Timpani and
Triton. Performed by Ray Dillard.
Request catalog for complete listing.

Vibraphone

Tom Brown: Vibe Clinic (Golden
Crest CR #1012). Tom Brown pres-
ents a clinic covering fundamentals
of vibraphone performance.

Double Image: Dialogues (Marimba
Productions, PO Box 467, Asbury
Park, NJ 07712). David Friedman
and Dave Samuels perform three
duets for vibraphone and marimba.
Complete parts are included and the
recording is such that one can adjust
the balance of the stereo and play
along with either part.

Shelly Elias: For Vibists Only & Good
Vibe-Rations (MMO 4076 & MMO



4077). Firstrecordingincludesa 24-
page instruction book and covers
basicjazz vibes including accompa-
niment and soloing. Second vol-
ume also includes a 33-page book
and takes material from volume
one and applies it to songs you can
play along.

Bill Molenhof: Beach Street Years
(CMP, P.O. Box 39018, Chicago IL
60639). Seven original songs for
vibes, four of which are also pub-
lished by CMP and adaptable to a
combo format.

Marimba/Xylophone

Harry Breuer: Mallets in
Wonderland (Tabby Tone Records -
Weliman Productions, 19 West 34th
St., Suite 1025, New York, NY
10001). A collection of 12 “vaude-
ville style” tunes featuring Harry
Breuer on xylophone.

Harry Breuer & Larry Spivak: Five
New Ragtime Solos & Four Pieces for
Vibraphone (Lang Percussion Co.
633 Broadway, New York, NY).
Side A contains five newer Breuer
xylophone “rags,” performed by
Mr. Breuer and side B features Mr.
Spivak performing his Soliloquy
for Vibraphone. All music is avail-
able from the publisher.

William Cahn: The Xylophone in
Acoustic Recordings (1877-1929),
(William Cahn, 107 Council Rock
Ave., Rochester, NY, 14610). Cas-
sette tape that accompanies Cahn’s
book of the same name. Features
many historical performances of
early xylophone solos including
Dill Pickles, The Mocking Bird,
Fantasia, Frivolity and Fluffy
Ruffles.

Vida Chenoweth: Classic Marimbist
{CMP, P.O. Box 1070, Oak Park, IL
60304). Reissue of the famous Che-
noweth recording. Selections in-
clude: Bach: Sonata in G Minor,

Fissinger: Suite for Marimba,
Goodrich:  octave Etude and 4
Musser Etudes.

Eastman Marimba Band: Nola (Mer-
cury Golden Imports SRI 75108). A col-
lection of 13 xylophone “rags” featuring
works by Breuer, Green and Norvo.

Karen Ervin: A Marimba Recital (Studio
4 Productions #S4P-R101). Includes
Fissinger: Suite for Marimba, Scarlatti/
Ervin: Three Sonatas and 2 Musser
Etudes (Op. 6, Nos. 8 and 10).

Paul Smadbeck: Music for Marimba
(CMP) Includes Three Etudes and
Rhythm Song by Smadbeck, Diver-
timento for Alto Saxophone and Ma-
rimba by Yuyama and two Bach Cho-
rales.

Gordon Stout: Music for Solo Marimba
(Studio 4 Productions #54P-R100). Two
Mexican Dances, Tambourin Chinois,
Bach’s Sonata No. 6 in E and several
other works for solo marimba.

Gordon Stout: II (Studio 4 Productions
#54P-R102). Includes Peters: Yellow
After The Rain, DuPonte: Concertino
for Marimba, Creston: Concertino for
Marimba, and several other works for
marimba.

HJ.P.: Keyboard Solos (H.J.P. Enter-
prises, P.O. Box 265, Lake Jackson, TX
77566). Seven individually recorded
contest solos (including piano accompa-
niments). List includes: Hungarian
Dance #5, Evening in the Country,
Rondo for Marimba and Petite Mallet
Suite. Request catalog for complete list-

ing.

Just Accompaniments: Volume 1 & 2
(Lang Percussion #012 &#022, 170 N.E.
33rd St., Ft. Lauderdale, FL 33307).
Piano accompaniments to some of the
most often performed percussion solos.
Volume 1 includes the Milhaud: Con-
certo for Percussion, Breuer: Five new
Ragtime Solos and the Creston: Concer-
tino for Marimba. Volume2 includesthe
Milhaud: Concerto for Marimba and
Vibraphone and Kurka: Concerto for
Marimba.

Rainer Kuisma: The Virtuoso Marimba
(BIS LP-149, Grammofon AB BIS, Varin-
gavagen 6, 5-182-63, Djursholm Swe-

den). Includes Milhaud: Concerto
for Marimba, Vibraphone and Or-
chestra (with orchestral accompani-
ment) and Fissinger: Suite for Ma-
rimba.

Nexus: Ragtime Concert (#DD2:
Nexus, Box 100, Norland, Ont.
Canada, KOM 2L0). Eleven “rags”
by Green, Norvo and Breuer.

Eugene Ormandy and the Philadel-
phia Orchestra: First Chair Encores
Volume 2 (Columbia MS 6977).
Charles Owen performing the first
movement of the Creston: Concer-
tino with the Philadelphia Orches-
tra.

Percussive Arts Society: The 1978
PASIC Marimba Orchestra (Mark
Records, P.O. Box 218, Clarence,
New York, 14031). Includes Bolero,
JoplinRag Medley and Serenade for
Strings.

Percussion Claviers De Lyon: Rags
(vol. 2) (BNL Productions 112733).
A collection of 17 “rags” including
Dill Pickles, Nola, Canadian Ca-
pers, Xylophonia and Mallet A La
Zurke.

Marie Josee Simard (Les Productions
percudisc Inc., C.P. 737 Succ. “A,”
Montreal, Quebec, Canada
H3C2V2). Selections include Bar-
tok: Danses Populair Roumaines,
Creston: Concertino, Bach” Sonata
in C major and a medley of tradi-
tional “popular” tunes entitled Pot-
pourri D’airs Folkloriques.

Leigh Howard Stevens: Bach on
Marimba (Musicmasters MMD
60124F(CD), MMD20124K (record),
MMC40124H(cassette)). State of
the art recording of the marimba
with excellent performances of four
Two-Part Inventions, The Prelude
and Fugue in B-flat Major, Christlag
in Todesbanden, Prelude in G Mi-
nor and others.

Percussion Ensemble

Antheil: Ballet Mecanique (Urania
UR 134). Also includes LoPresti:
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Sketch for Percussion, Chavez: Toc-
cata for Percussion Instruments and
Hovhanness: October Mountain.

Harold Farberman: The All Star Per-
cussion Ensemble (Digital D-MMG
115). Music by Bizet, Beethoven,
Pachelbel and Berlioz performed by
an All Star ensemble made up of 10
“first chair” orchestral players.

Nexus: The Music of Nexus (NE 01).
Includes The Birds, African Song,
Kobina, Mighty Lak’ A Rose, April
Showers, The Three Camps.

Dick Shory: Wild Percussion and
Horn's A’Plenty (RCA #LPM-2289).
A wonderful example of the “Percus-
sion Pops” orchestra.

Drum Set

Carmine Appice: The Power Rock
Drum System (Power Rock Enter-
prises, P.O. Box C-A 4, El Toro, CA
92630-1592). Five separate lessonson
cassette with instructional booklets.
Lessons include: 1. Rock basics, 2.
Rockin’ Double Feet, 3. Beats that
Rock, 4. Bonzo Beats, 5. Shuffle
Rhythms and Hi-Hat Exercises.

Burns & Feldstein: Drum Set Artistry
(Alfred #174). Eleven jazz-rock tunes
you can play along with. Charts and
analysis included.

Bobby Christian: Stop: It's Time For
Bobby Christian (MY Productions,
531N. East Ave., Oak Park, IL 60302).
Twelve big band tunes you can play
along with. Drum set parts and per-
cussion parts are included. Great
material for practicing for showsand
pit work.

Irv Cottler: I've Got You Under My
Skins (Alfred). Ten big band record-
ings of Sinatra standards with charts
and helpful hints from Cottler in-
cluded.

The Drums (ABC/Impulse ASH-
9272-3). A three record set that fol-
lows the trends in jazz drumming
from 1961 thru 1974. Analytical
guide is included.

22 Percussive Notes

Danny Gottlieb: Drumming Concepts
(DCI Music Video Inc.). Two one-
hour audiocassettes with tips on so-
loing, grooving, dynamics and
brushes.

Latin American Percussion (Action/
ReactionU.5.A.) Textof rhythmsand
rhythm instruments from Cuba and
Brazil, includes three 60 min. cas-
settes.

Latin American Rhythms (MMO
1024). Rhythm section performsclas-
sic thythms of South and Central
America including Cha-Cha, Me-
ringue, Samba, Tango and Bolero.
Excellent material for play-along.

Rod Morgenstein: Master Session
(DCI Video Inc.). Six one-hour cas-
settes and 3 books which cover the
following topics: 1. Grooving in
Styles/Filling the Holes; 2. Odd
Time I & II; 3. Double Bass Drum-
ming I & II.

Play with the Pros: Makin’ Tracks
(P.O.Box 156, Dickson, TN 37055). A
collection of country-rock tunes re-
corded in stereo with the drums in
one channel and the rest of the band
in the other. Players can play along
with the drummer/band or just the
band.

Ed Thigpen: The Sound of Brushes
(Action/Reaction U.S.A.). Book and
90 min. cassette on brush technique
and applications.

Dave Weckl: Contemporary Drummer
+ One (DCI Video Inc.). A 78 min.
cassette, studio charts and book that
explains Dave’s playing in each song.
Tunes include movie soundtrack
musicand ajingle in addition to rock,
funk, Latin and pop. Each track has
two versions, one with drums and
one without.

VIDEO
General Percussion Instruction
Alan Keown: Snare Drum: The Basics

(Marching Percussion Northwest,
2323 N. 9th, Springfield, OR 97477).

A fine video tape with optional
method book covering “the basics of
snare drumming from A to Z.” (60
minutes)

Dick Petrie: Video Drum Method,
Volume 1 (Video Conservatory, P.O.
Box 70125, Pasadena, Ca 91107).
Instructional video designed for the
beginning drummer. The video cov-
ers grip, rudiments, drum setup and
basic drum set beats and techniques.
(60 minutes)

Pat Petrillo: Snare Drum Rudiments
(DCI Music Video Inc., 541 Ave. of
the Americas, New York, NY 10011).
A clear and complete guide to the
N.ARD., and P.AS. devised ad-
vanced rudiments demonstrated at
several different speeds and applied
to musical passages. A short history
of rudimental drumming is also on
the video. A booklet with transcrip-
tions of each rudiment is included.
(30 minutes)

Rosewood Duo: Our World of Percus-
sion (Rosewood Productions, P.O.
Box 1053, Renton, WA 98057-1053).
A wonderful teaching tool by Greg
and Judi Murray covering all the
percussion instruments used in the
concert band. (Two Hours)

Jim Sewrey: Sewrey on Concert
Percussion (Videotapes, Room 726
Lowell Hall, 610 Langdon St., Madi-
son, WI 53703). A color video dem-
onstration of all standard concert
percussion instruments and per-
forming practices presented in logi-
cal sequence and in a pedagogical
manner. Designed as a resource that
will help beginning music programs,
music teachers who are not percus-
sionists, college method classes and
percussion students of all levels.
(Two Hours)

Vibraphone

Jerry Tachoir: Master Study Series
(c/0 220 Great Circle Rd., Suite 118,
Nashville, TN 37228). A mini-clinic
covering many aspects of the vibra-
phone including: grips, warm-ups,
mallet selection, dampening, chords



and voicings, accompanied by many
musical examples. Two extended
solo pieces are also performed. (60
minutes)

Percussion Ensemble

Babatunde Olatunji: Olatunji and His
Drums of Passion (Video Artists Inter-
nationalInc., Box 153 Ansonia Station,
New York, NY 10023). A live concert
performance featuring Olatunji’s
singers, drummers and dancers per-
forming music in the tradition of the
Yoruba culture of West Africa. Well
filmed and very entertaining. (51
minutes)

Drum Set

Tommy Aldridge: Rock Drum Soloing
and Double Bass Workout (Hot Licks
Productions, Inc., P.O. Box 337,
Pound Ridge, NY 10567). A clinic
covering many aspects of rock drum-
ming with emphasis on soloing and
double bass drumming. Good sound
and camera work with visual ex-
amples flashed on the screen. Section
also included on the “real world” of
the music business and how to avoid
it’s problems. (60 minutes)

Carmine Appice: Drum Clinic-
Seminar (Power Rock Enterprises,
P.O. Box C-A 4, El Toro, CA 92630-
1592). A clinic-seminar covering
Appice’s Power Rock Drum System.
(60 minutes)

Carmine Appice: Drum Clinic (Hot
Licks Productions Inc., P.O. Box 337,
Pound Ridge, NY 10576). Aliveclinic
covering double bass figures, ap-
proaching unusual time signatures,
various accent patterns, highhat fills
and soloing. Beginning to Intermedi-
ate level.

Carmine Appice: Master Class (Hot
Licks Productions Inc.). Covers ad-
vanced drum patterns, highhat fig-
ures, special time signatures, ad-
vanced stick-twirling and “flash.”
Recommended for intermediate to
advanced level. (60 minutes)

Kenny Aronoff: Laying It Down (DCI

Music Video Inc.). Features a care-
fully designed approach to the ba-
sics of rock drumming. Topics in-
clude: selecting the right beat, keep-
ing steady time and getting the beat
to groove. Also featured is live foot-
age of Aronoff performing with John
Cougar Mellencamp. An exercise/
transcription booklet is also in-
cluded. (52 minutes)

Louie Bellson: The Musical Drummer
(DCD. Features Louie leadingan all-
star quintet through seven tunes il-
lustrating a variety of styles and
techniques. Drum parts are isolated
and analyzed demonstrating swing,
samba, shuffle, bossanova, and jazz-
rock beats. Includes sections on
brushes and double bass drum tech-
nique as well as 2 extended drum
solos. Designed for the beginner to
intermediate student. (60 minutes)

Gerry Brown: Livein London (Sabian
Ltd., 4800 Sheppard Ave. East 4115,
Scarborough, Ontario, Canada, M1s
4N5). A live clinic/performance
taped at the University of London
(England). Also featured is Geoff
Dunn. Both discuss different tech-
niques and equipment and are also
shown in performance. (60 minutes)

Bill Bruford: Bruford & The Beat
{Warner Brothers/DCI Music Video
Inc.). Features solos, interviews,

demonstrations and performance
footage of Bill with King Crimson.
Guest appearances by Robert Fripp
and Steve Howe. (30 minutes)

Randy Castillo: Star Licks Master
Series (Star Licks/Noma Video Inc.,
2340Sawtelle Blvd., Los Angeles, CA
90064). An introduction to heavy
(arena/theatrical) rock drumming.
Covers equipment, rudiments, ex-
cerpts from parts played with Lita
Ford and Ozzy Osbourne, and show-
manship i.e. stick twirling, mid-air
cymbal crashing and other “extras.”
An accompanying booklet provides
transcriptions of examples. (45 min-
utes)

Gary Chaffee: Video Patterns I (GC
Music, 16 White Oak Rd., W.
Roxbury, MA 02132). Over 50 per-
formance examples are demon-
strated, from basic routines to appli-
cations of materials in both time
functioning and soloing. Based on
Chaffee’s Patterns Series Volume |
thru IV. (60 minutes)

Shannon Ford: Licks and Tricks for
Drums (Pro Video Corp., 31 East
32nd St., (12 F1), New York, NY
10016). Drummer for the Gatlin
Brothers demonstrates his unique
licks and special techniques for high-
hat, double stroke rolls, rock patterns
and side stick variations. Basic

Snare a Grover

Neil Grover, Percussionist/Designer
GROVER ENTERPRISES

Pro Percussion Products
29 Bigelow Street, Cambridge, MA 091

Finally, an exceptionally sensitive,
powerfully articulate, concert
snare drum. Designed for the fine
percussionist by a fine percussionist,
Made in limited quontity, each drum
features a hondmade Acoustiglass®™
shell and our exclusive Wolf Cable
Snare System.

A drum that possesses a voice
which con be heard throughout the
dynamic spectrum. The only drum
capabie of expressing your full
potential.

THE PROJECTION PLUS®
CONCERT SNARE DRUM.

Ask for it at selected dealers.
39
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drumming skills are required for this
video.

Joe Franco: Double Bass Drumming
(DCI). A practical method for play-
ing double bass drums. Shows ex-
amples of double bass drum fills,
beats, rolls, and developmental exer-
cises. Playing examples are notated
on the screen. Several solos and
concert footage are included show-
ing the examples in actual “battle-
field conditions.” Beginning to ad-
vanced level. (60 minutes)

Steve Gadd: Up Close (DCI). Fea-
tures Gadd discussing and demon-
strating his unique style of drum-
ming. Covers such topics as apply-
ing snare drum rudiments to drum
set, chart reading, practicing, time
keeping, sambas, fills and soloing.
Many styles are demonstrated at
Beginning to pro level. (60 minutes)

Steve Gadd: In Session (DCI). In a
studio setting with two different

VAN
\V/LINE

DRUMSTICK COMPANY

"The most powerful sticks
in the world"

TRUELINE DRUMSTICK COMPANY

3610 Hancock St.
San Diego, CA 92110
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rhythm sections, Gadd performs a
variety of styles including funk, be-
bop, reggae, and ballads. Several
Latin grooves are demonstrated and
explained, followed by some exciting
drum solos. Beginner to pro level.
(90 minutes)

Yogi Horton: A History of R & B[Funk
Drumming (DCIMusic VideoInc.). A
Discussion and demonstration of
Motown, Purdie, Sly Stone, New
Orleans and other funk styles of yes-
terday and today. Different studio
styles and techniques are discussed
as well as the function of the drum-
mer on the stage and in the studio.
(60 minutes)

Elvin Jones: A Different Drummer
(Rhapsody Films/DCI). A study of
Elvin Jones, the person and the per-
former. Highlights include footage
of his 1979 quartet and a clip of him
with the John Coltrane quartet. Jones
discusses his philosophy and his vi-
sion of drumsand cymbeals. Interme-
diate to pro level. (30 minutes)

Ron Keezer: Keezer on Drum Set
(Videotapes, Room 726 Lowell Hall,
610 Langdon St., Madison, WI
53703). In two parts, this video first
explains and demonstrates twenty
two basic drum set styles used in
swing, rock and Latin music. The
second part emphasizes set-up and
tuning, fills, solos and interpretation
of drum set music. The clinic is de-
signed for beginning set drummers
and teachers who are non-drum-
mers. However, this presents an
excellent review for all drum set
players. (two hours)

Allan Keown: Drum Set In The School
Jazz Band (Marching Percussion
Northwest, 2323 N. 9th, Springfield,
OR 97477). A two tape series cover-
ing the various styles of big band
playing, set-ups, kicks and chart
reading.

Chet McCracken: Star Licks Master
Series (Star Licks/Noma Video, Inc.,

world
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IF YOU’RE REALLY SERIOUS ABOUT DRUMMING...

Here's The Smartest Investment You Could Make This Year!
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2340 Sawtelle Blvd., Los Angeles, CA
90064). In a “friendly” presentation
by the former Doobie Brothersdrum-
mer, McCracken discusses his ideas
about drum set with special empha-
sis on studio playing. Each idea is
demonstrated by McCracken then
put into an ensemble context with
help from Randy Strom. A bookletis
included illustrating basic examples
and transcriptions. Well presented
and clear. (45 minutes)

Rod Morgenstein: Putting It All
Together (Bamo, P.O. Box 13, Plain-
view, NY 11803). Material covered
includes: ghost strokes, versatility,
odd time, double bass drumming
and creating drum parts. “On
screen” music notation used
throughout. For all playing levels.

Buddy Rich: The Channel One Set
(Sony Video, 1700 Broadway, New
York, NY 10019). A well produced
taping of the Buddy Rich Band in a
live performance on King Street/San
Francisco. The set includes: Ma-
chine, Best Coast, One O’Clock Jump,
Sophisticated Lady, Norwegian
Wood, Love For Sale, No Exit and
Channel One Suite.

Max Roach: In Concert/In Clinic
(DCI). Roach demonstrates his
unique ideas about drumming and
applies them in performance.

Ed Shaughnessy: Drum Clinic (Ed
Shaughnessy Enterprises, P.O. Box
7700, Woodland Hills, CA 91364).
This one-on-one approach give you a
“private lesson” covering practice
routines, warm-ups, exercises, rudi-
ments applied to the drum set, play-
ing along with records, soloing and
improvising. Chart reading and
interpreting is discussed and a book-
let is included with warm-up exer-
cises. Good for all levels. (60 min-
utes)

Steve Smith: Part One (DCI). Smith
plays alone and with his band (Vital
Information) demonstrating his ba-
sic approach to rock and jazz, meth-
ods for developing good time and
meter, approaches to practicing, and
his creative use of drum patterns. A
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booklet with exercises and transcrip-
tions is included. All levels. (55
minutes)

Ed Soph & Horacee Arnold: The
Drum Set: A Musical Approach
(Yamaha/DCI). A comprehensive
video covering the fundamentals of
jazz, rock and funk drumming, in
five segments all geared to have the
student listen and think behind the
drum set. Topics include body mo-
tion, hand-hand, hand-foot concepts,
historical perspectives, musical rela-
tionships with other players, fol-
lowed up with soloing and fills in
different styles of music. A booklet
supporting the material in each seg-
ment is included. Beginner to inter-
mediate. (two hours)

Ed Thigpen: On Jazz Drumming
(DCI) Covers the basicsof jazzdrum-
ming including theimportance of the
bass drum in jazz, ride cymbal pat-
terns, bossa nova, phrasing in time,
and extensive brush technique. Sev-
eral solos are performed demonstrat-
ing the covered material. Written
material isalso included. Beginner to
advanced. (60 minutes)

Paul Wertico: Fine Tuning Your
Performance (M & K Productions, 818
Green Ridge Circle, Langehorne, PA
19047). Covering speed and hand
control, syncopation, reading, odd
time signatures and polyrhythms
and commercial music. (two hours)

Lenny White: In Clinic (DCI). A
detailed discussion and demonstra-
tion of practice technique, fusion
drumming and internal time-keep-
ing. Alsodiscussed ishisapproachto
playingand career influences. White
performs several tunes with bassist
Rick Laird. Intermediate to pro. (60
minutes)

Zildjian: Zildjian Day In New York
(DCD. A day long event featuring
segments of clinics by Steve Gadd,
Vinnie Colaiuta, Tommy Campbell,
Billy Cobham and Alex Acuna. Be-
ginner to pro. (45 minutes)

Robert Snider is a member of the United
States Navy Band in Washington, D.C.
and serves on the Education Committee
of the Percussive Arts Society.

Percussive Arts Society thanks the
members of the PAS Education Com-
mittee for their individual and collective
efforts to strengthen PAS through
Education Clinic.

Readers who desire further information
regarding the PAS Education Commit-
tees activities can contact a Committee
member listed below:

Bob Berheide

1705 N. Madison Ave.
Apt. G-7

Anderson, IN 46011

Frank Cocuzzi
2906 Pine Spring Rd.
Falls Church, VA 22042

Don Dregalla
170 Centre St.
Milton, MA 02186

Steve Grimo
2710 Keystone Ln.
Bowie, MD 20715

Bill Jastrow
668 Marston Ave.
Glen Ellyn, IL 60137

Ben F. Miller
422 Avondale Rd.
Huntington, WV

John J. Papastefan
7451 CarsonLane
Mobile, AL. 36609

Walter Schneider
14 Lunn Ave.
Bergenfield, NJ 07621

Kristin Shiner
106 Lanark Crescent
Rochester, NY 14609

Robert Snider
8821 Limerick Lane
Owings, MD 20736

Garwood Whaley
311 S. Union St.
Alexandria, VA 22314



FOCUS ON EDUCATION/
STUDENT PERFORMANCE :
Paul Siegel Interview by Neil Rutland

Efforts to turntelevision toward instruc-
tion rather than pure entertainment are
hardly new. The advent of inexpensive,
readily available video tape machines
makes an educational revolution built
around this technology seem inevitable.
It has been, perhaps, ten years since
videotape became the educational audio-
visual medium of choice. Today, VCR's
can be found in almost half of American
households and virtually every institu-
tion of learning. It is the rare kindergar-
ten child that cannot operatea VCR. It
may safely be said at this point that video
tape (instructional and otherwise) is a
permanent aspect of our culture. We
should consider at this point what place
video instruction should have in our
teaching; and what the present and fu-
ture state of the art has to offer.

Paul Siegel of DCI Music Videos (and
Drummer’s Collective) was kind enough
to spend some time with me on the phone
sharing some of his wisdom on these
matters. The following is abstracted
from that conversation. NR

Neil Rutland - Tell me what the current
philosophy is on producing videos;
what format you follow. Most of the
ones [ have seen have been, essentially,
clinics on tape.

Paul Siegel - At this point we have
35 or 36 tapes in our catalog, the ma-
jority of which are percussion re-
lated. . .each one has its own charac-
ter to it. Essentially we set things up
in a controlled studio situation
where we typically spend a lot of
time with the artist in preparation for
the production. The artist may come
into town a week or two ahead of the
shoot. We will go over every differ-
ent area that they want to touch on
and help them come up with an or-
ganized way of presenting the infor-
mation they want to present. It var-
ies with each person. Some musi-
ciansareused to goingoutand doing
seminars or clinics so therefore they

are comfortable with the idea. Other
musicians have never done anything
like that and so they have to be
coached a little more. Even if some-
body has done a lot of clinics like
Steve Smith or Dave Weckel, it's a
different story when they are sitting
there with cameras on them. It's a
littleintimidating, I think. The prepa-
ration becomes extremely important.
It doesn’t work to just sit down and
deal with it like they would deal with
a clinic. In a clinic, first of all, you
have an audience that you're bounc-
ing everything off of; second, there’s
a lot more latitude and forgiveness as
far as, maybe, going off on a tangent
or not really dealing with things suc-
cinctly. On a video tape you have to
cover everything in a very organized
way, you don’t have anyone to
bounce things off a nd you've got to
just sit and talk into a camera. It'sa
very different thing,.

Thebasic premise of what weredoing
is. . . what if somebody had gotten
Charlie Christian to sit down and
really explain in hisown way whathe
was trying to do with the guitar spe-
cifically for a camera, emphasizing
his technical and conceptual ap-
proach to the guitar, or if Gene Krupa
had done the same thing. .. There's a
little bit of a historical element to
what we are doing. We try to choose
the musicians that we do tapes with
very carefully.

I think there is a little bit of misinter-
pretation. Sometimes people think
that they (the tapes) are intended to
replace a teacher, which is never the
case. They areintended to providean
additional kind of information and
an additional motivation for stu-
dents. There is no replacement for a
live person and learning things on
that basis. This is a whole different
kind of thing.

NR - What kind of things can you do

with a video that couldn’t be done in a
live situation? You've talked about
being more organized. Does video give
the artist any freedom or resources that
he wouldn’t have live?

PS - Yes. He can talk to everybody as
if he were talking to one person. So
that for everybody that watches that
tape, the situation is as if the viewer
weresitting next to thedrumset. The
artistis talking to the vieweronaone
to one basis but thousands of people
end up seeing the tape. I'saw a clinic
that Steve Gadd did where he
wanted very much to demonstrate
his bass drum technique, but of
course there was a room with two
thousand peopleinitand he couldn’t
really do it. With video tape, the
camera cangetrightdown there with
the person’s feet and you can see
things as if you were right next to
what was happening,.

NR - One tape I saw had a clock in the
lower right hand corner of the screen. A
program accompanied the tape giving
topics and clock numbers so the viewer
could fast wind to that topic.

PS - We have considered doing that,
but we have tended to think that
would be distracting. One thing we
suggest and sometimes put in the
booklet (supplied with the tape) is
that when someonefirstgetsthe tape,
they can let the tape roll and go
through the booklet as the tape is
running making a notation of their
own tape counter numbers as the
tape gets to each subject.

NR -1 have seen a few using split screen
to show musical examples. Are you us-

ing that kind of video technique?

PS - We use some of the fancier tech-
niques available. We use them when
we feel they will make the informa-
tion clearer. We spend anawfullot of
money on each production we do so
whatever lack of effects is not a
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budget consideration. As far as
music on the screen; we have always
felt it was better to put itin a booklet.

NR - How many copies can you expect to
sell of a video that really takes off?

PS - The market for these is still at
such a point that no one is selling
25,000 copies ofa video. It'salittlebit
of a tough market to make money in,
but the market is growing. It’sa little
bit tougher even when you take the
approach we have taken; to spend
whatever you have to spend in order
to get something that looks and
sounds really good. We have felt
from the beginning that these things
are going to be around for years and
years. We want to be able to look at
something we produce now, ten
years from now, and still be proud of
it.

NR - Colleges buy these videos. Arein-
dividuals buying them?

PS - Individuals have always been
our main market, more so than col-
leges. The college market is growing
because VCR’s have gotten much
more popularincolleges over the last
couple of years.

NR - How would you recommend a
teacher use these videos?

PS - T would probably want my stu-
dent to work with a given section on
the video tape at home. Structure
certain lessons around a particular
partofa tape. That would be a useful
way for a teacher to use them. You
get into a little bit of a sticky area
sometimes. If a teacher compilesali-
brary of tapes and allows students to
take them home then you are in a
situation where the student might
conceivably run copies of them. The
market we are dealing in is small
enough so that if there was too much
of an incidence of illegal copying
then the fact of us being able to pro-
duce video tapes would be jeopard-
ized. I would hope that teachers
would encourage students to buy the
ones they feel are the most useful and
valuable.

NR - Interactive video using laster disc
is ahotnew topic. Have you envisioned
any application for that technology?

PS-Yes wehave. The problem at this
particular point is that the hardware
hasn’t reached any level of popular-

ity. It took until now for VCR'’s to be
popular. Laser disc technology is
perfect for the kind of thing we are
doing for various reasons. You can
access any spot on a laser disc in-
stantly. You can do things interac-
tively. In Japan people have the play-
ers. In the U.S,, it seems to me, we
have a few years before we have any
kind of penetration of those ma-
chines. I don’t know anyone myself
who hasa laser disc player. They are
going to be popular, but it may take
another five years.

Instructional music videos have be-
come, through the efforts of groups
like DCI, an important resource for
all percussionistfor our teaching and
also for our personal enhancement.
This industry is striving to meet the
needs of teachers and players. Itis up
to all of us to find the best way to
utilize this powerful tool.

Neil Rutland is the instructor of percus-
sion at Tennessee Tech University in
Cookeville, TN; and principal percus-
sionist with the Knoxville Symphony.
He is active as a freelance performer,
teacher and clinician. Neil is the presi-
dent of the Tennessee chapter of PAS.
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FOCUS ON EDUCATION/
STUDENT PERFORMANCE :
PASIC '88 Scholarship Winners by Robert LedBetter

Since the very first PAS Day of Per-
cussion held in Chicago in 1971 fol-
lowed by the establishment of the
annual Percussive Arts Society Inter-
national Conventions beginning in
1976, PAS has continued to attract
more and more percussionists from
increasingly varied backgrounds
and different parts of the world to
these annual events. This past PASIC
‘88 in San Antonio was no different
and seven fortunate individuals
from a variety of backgrounds in
percussion were able to attend on an
almost free-ride as recipients of
PASIC ’88 scholarships. The seven
scholarships were sponsored by
Remo, Zildjian, Yamaha, Ludwig
Industries, William F. Ludwig and
two private sponsors, the Colwell
and Eddy scholarships. All seven
scholarships provide one year mem-
bership in PAS, complimentary con-
vention registration, a ticket to the
banquet and lodging for the event.
The recipients were responsible only
for their airfare and meals.

Kevin Jahoda, recipient of the
Colwell Scholarship, is from
Tenafly, New Jersey and is a sopho-
more at Shenandoah Conservatory
of Music in Virginia. His goals in
percussion center around drum-set
and he hopes to get into studio work.
As part of his scholarship, Kevin was
able to sit in on the Board of Directors
meetings while at PASIC '88. This
being his first convention, he went
with the intent of learning as muchas
possible and felt the event was the
“educational experience of a life-
time.” He returned to his studies
aspiring to be a better percussionist
and has recently organized the “Sh-
enandoah Percussive Society” at his
school from area PAS members. He
is also trying to organize an Interna-
tional Day of Percussion to take place
at Shenandoah Conservatory.
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Michael Wernerisahighschool sen-
ior from Pittsburgh and was the re-
cipient of the Eddy Scholarship. He
has attended Interlochen Music Fes-
tival and plans to concentrate his
percussion studies on orchestral per-
formance. This was Michael’s third
convention and he felt it to be a great
success and well put together. He
enjoyed the clinics as well as meeting
some of “the greats” in percussion.
He feels that it is a great help when
clinicians provide some kind of lit-
erature along with their clinics and
that the only drawback that he could
see about the convention was con-
flicts between simultaneous events,
both of which he may have wanted to
see,

The recipient of the William F.
Ludwig Scholarship was Craig
Edwards from Sullivan, Illinois, who
is a senior at Eastern Illinois Univer-
sity. He has studied with Julie
Spencer, and is planning on a career
in public school teaching. Like Mi-
chael, this was his third convention.
Craig attended all of the educational
clinics which he found to be excellent
and the aspect that he enjoyed the
most was the chance to see his idols
and peers performing close-up in the
concerts and clinics. He has found
PASIC conventions to be a highlight
of his year and always returns home
highly motivated. As he says, “it
tends to rub off on you!”

David May, a freshman at Lawrence
University in Wisconsin was the
Ludwig Industries Scholarship win-
ner. He has attended the Interlochen
Music Festival twice and his major
interests are leaning toward ethnic
percussion with hopes of going to
study in India. This being David’s
first convention, he claims that he
was “walking around in a daze” the
whole time due to the many exciting
events going on. Hefinds the Percus-

sive Notes magazine tobe excellent,
continually improving and feels it
should be a staple for anyone inter-
ested in percussion.

The Remo Scholarship recipient was
Jennifer Daniel, a high school senior
from Atlanta who plans to pursue a
career in percussion with an orches-
tral emphasis. This was Jennifer's
firstencounter with PAS and she was
thrilled at having met so many well-
known players. She was impressed
by the professionalism displayed in
all aspects of the convention but
wished there was a way to be able to

see everything.

Blake Himm, a sophomore at
Berklee School of Music majoring in
Composition and winner of the
Yamaha Scholarship, claimed that
this convention, which was his first,
was more than he imagined. It rated
the “highest inspiration factor” of
any other similar event he had at-
tended. He liked the fact that the
convention created a forum wherein
one could meet and study with some
of the greatest players. Blake has
started a newsletter for the Percus-
sive Society at Berklee and thor-
oughly enjoys Percussive Notes
which he feels covers the broadest
range of topics in a scholarly way as
compared to similar periodicals.

This being her first PASIC conven-
tion also, Mari Wilson, Zildjian
Scholarship winner, didn’t know
what to expectbut was overwhelmed
and impressed with the spontaneous
jam sessions with so many great
players as well as the clinics which
she felt were well-prepared. Mari, a
junior percussion major at Willam-
ette University in Oregon, plans to
performs and teach and her major
interest is in orchestral playing. She
liked the idea of the mini-master
classes that were offered on drum-set



but would have preferred the same
format with orchestral players as
well.

It appears from the impressions of
these scholarship winners that PAS
can “chock up” another successful
PASIC convention to its history. As
the organization continues to grow,
hopefully there will be a correspond-
ing increase in scholarships. Thus
giving more young percussionists a

chance to experience these thrilling
events and inspire them to make
outstanding contributions to the
world of percussion.

Editor’s Note: Those readers inter-
ested in applying for a scholarship to
the 1989 PASICin Nashville, Tennes-
see or know of a student who may be
interested, please see the PASIC
scholarship information below -
Mark Ford

Robert LedBetter is the instructor of
percussion at Eastern New Mexico Uni-
versity in Portales, New Mexico, and is
in the process of completing a DMA
degree in percussion performance at the
University of North Texas. He s active
as a concert performer, clinician and
adjudicator. In addition Bob is active in
the New Mexico PAS chapter.

Student Scholarships to Attend PASIC '89
Nashville, November 8-11, 1989

Seven scholarships to help students attend PASIC '89 in Nashville have been made possible through the generosity of Remo,

Inc.; Avedis Zildjian Company; Ludwig Industries; William F. Ludwig Jr.; Yamaha Corporation of America; Val and Venus
Eddy; and Colwell Systems. Each scholarship recipient will receive:

* 4 nights lodging at the Stouffer Nashville Hotel

* Free PASIC '89 registration

* 1 ticket to the PASIC ‘89 Hall of Fame Banquet

* 1 one-year membership in the Percussive Arts Society

To apply send a separate letter of application including documentation of student status to any or all of the following addresses:
Remo Scholarship Lloyd McCausland, Remo, Inc.,

12804 Raymer Street, North Hollywood, CA 91605
Avedis Zildjian Scholarship Leonard DiMuzio, Avedis Zildjian Company
22 Longwater Drive, Norwell, MA 02061
Ludwig Industries Scholarship Jim Catalano, Ludwig Industries, Inc.
PO Box 310, Elkhart, IN 46515
William F. Ludwig Jr. Scholarship Jim Catalano, Ludwig Industries, Inc.
PO Box 310, Elkhart, IN 46515

Yamaha Corporation of America

Scholarship Jay Wanamaker, Yamaha Corporation of America

3050 Breton Road, Grand Rapids, MI 49510
Eddy Scholarship Eddy Scholarship, c/o Percussive Arts Society,
PO Box 697, Urbana, IL 61801
*Colwell Systems Scholarship Colwell Systems Scholarship, c¢/o Percussive Arts Society

PO Box 697, Urbana, IL. 61801
*The Colwell Systems Scholarship recipient will serve as the student representative on the PAS Board of Directors. This person will be responsible for
presenting a written report of the meeting to the student membership of PAS. This report will appear in the 1990 PASIC Preview.
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Focus on Performance: An Interview with

Sylvio Gualda Concerning Psappha
transcribed and edited by Michael Rosen

The occasion of this interview was after a
concert at QOberlin Conservatory of
Music on November 18,1986. The con-
cert was a joint recital with Sylvio
Gualda and the harpsichordist Elisabeth
Chojnacka. In addition to Psappha, by
lannis Xenakis the concert consisted of
music by Martial Solal, Elliott Carter,
Francois-Bernard Mache, and Michael
Daugherty.

Mike Rosen - Let me ask you about the
composition Psappha which was one of
the pieces you played on the concert to-
night. It has become one of the most
often played pieces for solo percussion.
1 understand that it was written for you.
Tell me about how it was written, how
Xenakis came to you with the idea for

the piece and how it developed.
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Sylvio Gualda - Xenakis wanted to
write a piece for me. We spent an
evening discussing the possibilities
for a composition. By the way I did
the premiere in London in 1976 in
Round Place which was a special hall
for new music at the time. Itis a pity
that it is not used for contemporary
music anymore because it was a fan-
tastic space for performing. Actually
we firstdiscussed the possibilities for
a piece as early as 1974 because I
remember that he spoke with me af-
ter a solo recital. Several composers
have written pieces for me and I have
never told them to write a work in a
particular style. I always leave it
entirely up to the composer (as I did
with Xenakis) to write whatever they
want. We did discuss some of his

ideas, however. He mentioned that
rhythm was very important to him
because, as you know, he is very
interested in this aspect of music,
especially in the very complicated
rhythms of African, Indonesian and
other ethnic cultures. He has used
these rhythms in some of his other
works. He didn’t mention which
instruments he intended to use. 1
would have to choose the instru-
ments. He also wanted to be sure that
the instruments selected never made
an ethnic reference for the listener. |
wasn’t exactly sure at the time what
he meant but I agreed. Six weeks
later he gave me the music which was
written on very small paper. Need-
less to say | had a great deal of diffi-
culty reading it! I remember that |
was in London at the time for a con-
cert when he gave me the music. I
spentan hour looking over the music
and then spent another hour with the
publisher telling him that I thought it
should be printed much larger. You
can imagine how difficult it was to
read every accent and every change
of instrument. It was impossible to
play unless it was very large. Now |
play without music so the size is
immaterial to me but at the time it
was impossible.

Xenakis gaveme noinstructions with
the music; he just gave it to me and
told me to do what I wanted with it.
Hedid mention that it was a study in
rhythm. By the way, it was writtenon
graph paper with no bar lines or
agogic indications. When music is
written this way you do not have the
establishment of a rhythmic feeling.
The music just exists in space. This I
understood immediately when I saw
themusic. I tried to understand what
Xenakis wanted and how I could
better perform his piece. My primary
intent was to get to the heart of his
concept of the music not to impose
what I thought the music should be.



MR - Do you think the piece would be
easier to learn if a percussionist were
to somehow divide the music into

measures and conventional phrases
with bar lines?

SG - I think that this is not the most
difficult aspect of the piece. I know of
no one who has tried this but I would
discourage it. It would take about 15
days to understand the notation and
to get used to reading the music. T had
only onc month to learn the piece
because the first performance was
scheduled before I got the music! You
can imagine how hard I worked for
this first performance!

MR - You mean to say you learned
Psappha in just one month?

5G - Yes. And I was playing at the
Paris Opera at the time, in addition to
other free lance work in Paris. It was
a terrible time for me. However, after
the first performance of the piece
Xenakis told me he was pleased but I
must admit that I was not. 1 felt as

though I had played the piece cor-
rectly in the technical sense, but I felt
that something important was lack-
ing. It was then that I worked for
three months to relearn the piece. In
any case, the premiere was a fantas-
tic success. I actually played the
piece twice at the same concert!

MR - The music that you received from
Xenakis in the little score you men-
tioned, is that the same score that we

play from now?

SG - Yes, absolutely! The only
changes that came were with the
tempi.

MR - What about the choice of instru-
ments which is such an important as-

pect of composition?

SG - For the choice of instruments he
wanted instruments that were very
deep. 1had a Yugoslavian drum at
the time called a “Tapen” and I think
that is the type of sound he wanted.
But since the score indicated such

loud dynamics I had always envi-
sioned very large tom-toms and
very deep bass drums.

MR - Tell me about those large tom-
toms you use. (Mr. Gualda uses deep
tom-toms which are 24"x30" deep and
20"x30" deep in addition to the bass

drum.MR)

SG - My original idea was to put two
drums together. The largest one I
have is actually much like a bass
drum, but rather deep for its diame-
ter.

MR - Did you use these drums for the
first performance?

SG - Yes. Theidea was there but the
drums were not yet perfected. I also
used a very large bass drum. Xenakis
wasn’t completely satisfied with the
drumsat this performance actually. |
used atumba (large conga drum)and
he did like that. [ think it is because it
isabit primal. Iused wood in certain
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places where I think the music is
rather more tragic than dramatic and
Xenakis was very pleased with this.
Like the title implies the composition
seems like Greek theatre to me.

MR - I noticed that you used two bass
drums; one had a pedal and the other
was a very large instrument that you
played with a mallet at the end.

SG-1do use two different drums and
two different sets of mallets becausel
envision a deep sound at the end.
When one is recording it is often eas-
ier to get a deeper sound with a
smaller mallet because the recording
engineer can alter the sound to al-
most any specifications. But in per-
son it is often necessary to change
both instruments and mallets. At the
beginning of the piece is one shade of
forte with the accents thatare relative
to this forte. After the section of sus-
pension that we spoke of before you
need to play on the metal instru-
ments. Xenakis’ idea about the mal-
lets for the metal instruments was
simply to have metal against metal.
He wanted me to use metal headed
mallets. I tried several different types
of metal but none seemed to work on
both the metal and the drums. To get
the sound I was looking for I covered
aratherlarge wooden mallet with felt
and with this mallet I achieved the
deepest sound on the drums and at
the same time a metallic sound on the
metal. Choosing mallets is often a
compromise. ] covered metal mallets
with felt but it didn’t work as well as
the wood. The wood gives the reso-
nance that is so important. Still,
when | played the bass drum at the
end it didn’t give me the full, reso-
nant sound I waslooking for, so I told
Xenakis that I was going to double
the bass drum with the pedal bass
drum and he was very pleased, al-
though at first he thought it was
impossible at such a fast tempo. I do
this because at the other section
where there is the suspension of
sound after each bass drum stroke,
the sound is loud. If thereis nota big
sound at the end the sound is disap-
pointing and seems thin. This must
be the most exciting and loudest part
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of the piece. I try to get the fullest
sound from the bassdrum at all times
and fill in the sound with the pedal
bass drum whenever I can.

MR -1did notice that when youhad time
tochangeto largebass drummalletsyou
did. Why didn’t you use the pedal bass

drum throughout the piece?

SG - Because Xenakis often told mehe
wanted something “savage” in the
music but he never told me exactly
what he wanted. Xenakis is a very
interesting man. He doesn’t always
tell you exactly what he wants but I
have known him for many years and
when he says a word I know what he
means and how to get, in the music,
the feeling he describes. In this way [
understand what to do. He never
told me to use a specificdrum. he will
more often tell you what he doesn’t
like but never what he does like. He
lets the choice up to you. Sometimes
you will notice a little smile and then
you know you have gotten the right
sound. He never will say directly
thatsomething is good. .. you have to
know him well to know when he
approves. If he says something is
good he really means it because he
doesn’t give compliments easily.

MR - What about the metallic sounds?

SG - I didn’t know exactly what he
wanted so I asked him to go with me
to find a suitable sound. I was anx-
ious to share ideas with him and let
him know what my concept of the
metal sounds was. Oneday, we went
together to the site of the Centre
Pompidou. This was when it was still
being built. We selected pieces of
metal that sounded good. Finally we
chose several but in the early stages
of the development of the piece I
changed the metal sounds often.
Now I do not change because the
sounds have evolved to what I like.
He did indicate that he wanted sev-
eral different metallic sounds. Notice
that the metals I use are of various
sorts of metal for a variety of sounds.
Some ring for a long time, one is
rather dull sounding, another is pure
and another has a complex timbre.

The materials are all different.
Xenakis, by the way, likes best the
large flat, square piece of metal. But,
if I use only this type then we only
have one sort of sound and I think it
is very important to have a variety
and complex assortment of timbres.
At certain places in the music, even
though the note is the same, I change
to a different metal because I like it
better.

MR - When I worked on Psappha 1 put
two pieces of metal together loosely so
that they rattled together when they
were struck. It made arather clangorous
sound that I like very much.

5G-Thatisa good idea. In this sort of
piece thereare many possibilitiesand
it is up to the performer to be imagi-
native about the sounds. There are
many possibilities. Idon’tchange the
instruments anymore because, when
Iplay the piecein a concert, the public
expects to hear the same version as |
have recorded.

MR - Tell me about the wood sounds?

SG - My thoughts about the wood are
as follows: When I considered the
pitch range from lowest to highest
the bongo was the very highest.
However, I broke so many heads that
it became impractical to continue to
use a bongo. 1 changed to a wood
sound and Xenakis was very satis-
fied. It seemed perfect for the ca-
dence of sound created by the music.
Originally I used a wood block but he
was not satisfied because the sound
of the wood block brings to mind
something specific to the listener. It
creates an aural reference point
which Xenakis insisted I should
avoid at any cost.

MR -Did he want a Simantra of the type
used in Persephassa?

SG - Exactly! The wood sound gives
a feeling of anticipation for me. Itis
something like a surprise. It keeps
theaudience on the edge of their seats
50 to speak. Something like a suspen-
sion. Xenakis often uses silence in
this way also. A percussionist hasthe
responsibility to make the silences of



a composition meaningful. Silence is
as important as what one plays.

MR - How do you “play” silenc