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Go Platinum.
They're the mirmar image of the qlzlﬁinah; - =y ; -
The classic sound of onginal A. Zildjan cymbals, but with a dazzling mirror-platinum finish

that provides stunning visual and ﬁﬁemmm
Drummers like Steve Sweet Pat Torpey of Mr. Big and John Parr fame, and
Troy Luccketta of Tesla, all drive their bands to platinum records with Platinum Cymbals

They're also the only serious choice for Simon Phillips, Kenny Aronalf, and Jason Bonham—
whose recording credits, as well as cymbal set-ups, glitter with Platinum,

A unigue nine-step high-voltage electroplating technique permanently bonds the alloy to
the finish, so it will never wear off.

All A Zildjian cymbals are available in Platinum. And Platinums are available  only from Zildjian.

See the line at your drum shop.

And see for SE“\'W& of the world's great drummers 4 b S
play Zildjians than all other cymbals combined,

The Cinly Serious Choice
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PRESIDENT’S MESSAGE

John Beck

Shortly after reading this message another great event n the hfe of the
Percussive Arts Society will take place — PASIC '90 Dean Witten and his
PASIC '90 planning commuttee have organized a percussion spectacular that
will long be remembered by those 1n attendance It 1s my hope that all of
you can find the means to attend PASIC 90 1n Philadelphia, Pennsylvania at
the Adam’s Mark Hotel For those who cannot attend this year, pethaps you
can attend 1in Anaheim, Califorma, November 20-23, 1991

As my tenure as PAS President nears 1o its end, 1 can look back on St
Louss, San Antonio, and Nashville as being memorable conventions 1 pie-
chet that Philadelphia will be just as memorable. Why will it be memorable?
Because I an aware of the intense work that host Dean Witten and his PASIC
'90 planning committee have done in preparing for this convention Each
host and for that matter each city brings to the convenuon their umque style
Philadelphia and drums seem to be a natural combmanton You can be sure
that drums were present at the signing of the Declaration of Independence
1 1776 Dean Witten is aware of the immense variety of percussion styles
present in the world today. He and his commuttee have molded these styles
into a convention filled with educanon, entertainment and exhibits of the
latest in percussion equipment and hterature. This convention is the Percus-
sive Arts Society’s declaration of the best percussion talent in the world

See you in Philadelphia. m

ExecUTIVE EDITOR’S MESSAGE

Thus 1ssue begins the twenty-ninth journal volume that Percussive Arts
Socrety has published. Percussive Notes has grown with PAS and has contin-
ued 1o meet the needs and express the ideas that the membership desired.
Addmonally, Percusswe Notes continues to develop as the percussion in-
dustry develops—sharing with the membership of Percussive Arts Society
the newest equipment, repertoire and pedagogical concepts as they occur
Each issue of Percussive Notes is a cooperative venture of well-planned
teatures, focuses, news, reviews of new repertoire, and percussion advertis-
mg T want to again thank our authors, editors, critics, and advertsers for
your contimued efforts to make Percussive Notes excellent. 1 also want to thank
PAS Administrative Manager Steve Beck for his “behind-the-scenes” activi-

tes which cultivate PAS’ hugh profile among the percussion industry, the
music education consortium, and you, the PAS membership. I also appreci-
ate the leadership of PAS outgoing President John Beck Without President
Beck's courage and vision, Percussive Arts Society would not be the exem-
plary organization it is today. We all look forward to the tenure of the next
PAS President Robert Schietroma.

In concluston, I thank you, our membership of Percussive Arts Society
Your continued support of PAS and s mynad of acuvities makes PAS
special. I look forward to meeting many of you in person at PASIC '90 in

Philadelphia, and I also welcome your written inquiries regarding how
Percussive Notes can continue {o serve your needs. m James Lambert
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FEATURE: MuLTI-CULTURAL DRUM SET RHYTHMS

REMEMBER THE FIRST TIME I GOT
turned-on to the possibilities of playing
drumset rhythms that did not originate in
North America. It was my first hearing of the
now legendary Stan Getz recording on the Verve label
with Antonio Carlos Jobim and Joao Gilberto from 1964.
The drummer on that session was Milton Banana, and
what he was doing was so simple - yet so perfect, so
sweet. At this point I tried to accumulate some Dizzy
Gillespie, Stan Kenton and Duke Ellington recordings
that used Latin rhythms It wasn’t unul some time later
that I realized I could get recordings of the real thing!

Of course, transferring what might best be described
as a percussion ensemble to the four limbs available to
you on the drumset is not always an easy task. Which
parts must be brought out” Which can be simplfied?
Which can be ignored? While there may not be any hard
and fast rules to answer these questions, there are cer-
tain “beats” that have become acceptable over the years
as more drumset artists apply these rhythms to their
instruments

The articles you are about to read were all written
by noted authonties who have spent much time study-
ing both the original version of each particular musical
style as well as the adaptation of the onginal form to
drumset. Most fortunate for us, perhaps, is that they are
all fine teachers and writers and are able to convey their
message in an educational and artistic manner.

The first article in this month’s Feature is a broad-
based look at how the study of such material can aid in
your quest for 2-, 3- and 4-way independence at the
drumset. Norbert Goldberg’s approach is easy to follow
(I hesmtate to use the word “simple” - independence
training is not usually simple, indeed!), and if you have
not yet applied these rhythms to drumset, this would be
a great way to start achieving realistic-sounding beats
using 2-way independence. Norbert even includes a
brief look at how Latin rthythms may be adapted for use
on other more “mainstream” styles.

The next three articles are by authors who have very
impressive books available which expound further on
the topics you are about to read. If you're not familiar
with their books, I urge you to look into them.

Chuck Silverman’s article on Mambo explains a bit
of 1ts history, but mostly the why in adapting mambo
rhythms to one drum set player. Chuck makes quite
clear the role of clave, cascara, cowbells, etc., and pro-
vides us with some great grooves to have fun with

Dan Sabanovich’s Brazilian Percussion Manual is
the current “bible” on this topic. For readers who have

4 Percussive Notes

Introduction
Rich Holly

yet to purchase a copy of this book, Dan’s article gives
you a taste of what is possible in samba performance at
the drum set.

I'd like to mention at this time that for those of you
not in or near a large city and who cannot locate Afro-
Cuban or Brazilian recordings, there are two stores at
which I've had much suc-
cess obtaining them The
next time you (or someone
you know) wvisit Chicago,
Rose Records on Wabash is
three floors of recordings,
with extensive offerings of
all ethnic music. Or when
travelling to New York, in
the Times Square subway
station (sounds funky, huh?
- It 1sD is a fantastic little
record shop that handles only world music recordings
I'm sure other major cities have similar shops, but at
least this will give you a start on locating the recordings
you want.

The fourth article 1in this Featur e 1s one of the most
fascinating I have ever had the pleasure of reading Jerry
Leake has translated the vocal syllables/playing strokes
of North Indian Tabla to drumset, and the result 1s truly
amazing. As Jerry says, you probably won’t get hired
doing this for an Indian music concert, but your playing
will take on added dimensions by utlizing this method

To conclude this issue’s Feature we're presenting a
transcription of Max Roach'’s solo from Sonny Rollins’ ¢
Thomas This was one of the first - and certainly one of
the most notable - drum solos in the Latin-Jazz style 1
hope you have fun with all the great information 1n this
Feature. =

Rich Holly



FEATURE

Multi-cultural Drum Set Rhythms
Independence Through Latin Rhythms

NDEPENDENCE AND COORDINATION ARE
rwo essential elements of percussion tech-
nique The ability to play different rhythms
simultaneously begins with the physical dy-
namucs of coordination Independence implies a mental
awareness of the process, leading to other aspects such
as style and finesse

Contemporary drumming often mvolves maintain-
ing a repeated pattern, or “nde,” against varying rhythms
played between the other hmbs Each type of music has
its own particular ndes The jazz nde played on the
cymbal 15 an integral part of the music as 15 the steady
eighth or sixteenth note combinanons found i rock
rhythms Latun music has its own rides, particularly in the
cowbell patterns or the umbale’s cascara rhythms By
using these as a framework for coordinanon exercises,
we can heighten our overall independence and improve
the techmeal aspects of performance

One typical ride 1s the cascara pattern played on the
shells of the umbales When playing cascara with one
hand on the high tmbal shell, the other hand generally
plays on two and four, alternating betw een muttled and
open tones respectively on the low umbal Sometmes,

the «lave can be played as a nm-chich or on 4 wood-
block or jam-block Many other possibilitics become
available through development of coordination, ideally
resulung in a totally independent voice that can provide
accents and cross-thythms without interferg with the
primary thythm Consider the variations as seen i Ex-
ample 1

Example 1--Cascara, 3-2 Clave
¢ “ ﬂ vj“‘wf I .fﬁ CAScARS RuvTHM - R K
.l J J J } ) H ,l L H  VARZATZONS
I EPAPRES IS
Ty T vy O
O DY Y
I A B B 5 S I
e by y o)) C coave)
Py by ) ok

Norbert Goldberg

total freedom to 1improvise one part over the sustained
pattern.

Using the same procedure, we can now use the
Afro-Cuban 6-8 bell pattern as a staring pomnt Practice
Example 2 slowly, avoiding flams, and start by working
one measure at a time

Example 2--6-8 Bell Pattern
% I A . ﬂ » j‘ r Loy Bev Patread - A H
| R 53 2|l co vaegaTrons
IR S IR I
R R
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A 2

The drumset application of many of these patterns
1s a natural progression and can lead 1o very interesting
results Two suggestions can be found m Example 3
Please note all patterns can be reversed with lett hand
playing right hand rhythms and vice-versa

Example 3-—-Casca Rock and Afro-Shuffle
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The one-measure rhythms should be repeated or
combined to form two-measure patterns consistent with
the clave-based cascara. They can also be played against
each other for additional exercises. For a different per-
spective, try reversing the hands or singing one part
while playing the other. The end result should lead to

Although primarily for percussionists, the exercises
provided in this article can be smtable to any musiciun
wishing to enhance his/her manual independence Wirh
some practice, one can overcome some of the physical
barriers than can mterfere with the natural flow of musi-
cal ideas. m
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FEATURE

Multi-cultural Drum Set Rhythms
Mambo for the Drum Set - Practical Applications

AMBO IS A SONG FORM WITH STRONG
Afro-Cuban roots. Cuban bassist Isreal Lopez
(Cachao) and guitarist Arsenio Rodriguez
(Tres) are generally regarded as two major

influences in bringing mambo to the public. Cachao’s

Descarga (jam session) albums are considered classic

recordings and are a must for the serious student of Latin

music.

In the United States, New York in the 1940’s was the
fertile ground where mambo would take root. Machito
(Frank Gnllo) and his Afro-Cubans was the big band
whose influence was a major force in

Chuck Silverman

A common pattern found in the verse section of
mambo is the cascara pattern played by the timbalero
(timbale player). Cascara means “shell” in English and
the pattern, in this instance, is traditionally played on the
shell of the timbales. It corresponds directly to clave and
since there are two clave directions, the cascara pattern
and its variations will reflect either. The cascara pattern
applied to the drum set is seen in Example 2. One hand
plays the cascara pattern, the other plays the corre-
sponding clave - in this example, 2-3 (reverse) clave.
The bass drum plays a pattern based on the common

that era Mario Bauza, Machito’s musi-
cal director, blended exciting Cuban
rhythms with big band style section

writing, and the mambo craze was in 3-2 ] Y ] ] |
"EFEORWARD" km;i:m:hi:%
ﬁ.ln swing CLAVE = x
Mambo achieved great popularity 2.3 A i | A |
in the ensuing decades. It has also un- REVERSE O g——w—w —F P =
CLAVE = .

dergone many changes and vanations
in style A lisuing of all the major artists
incorporating the Afro-Cuban influence
in their music would surely take up a
good part of this article Some of the
most influenual arusts are Eddie
Palmieri, Ray Barretto, Tito Puente,
Isreal Lopez, Cehia Cruz, Manny

J# Jt.nHH.

Example 1

Example 2

WITH CONGERO R.H. PLAYS CASCARA AND
L.H. PLAYS CLAVE (Rim). B.D. PLAYS TUMBAO

Oquendo, Machito and Arsenio

Rodnguez

Eddie Palmier1 was a major influ-
ence on many musicians, this author
included Studying his music in addi-

d N I I I I IO
T ===—-=——=——}
Example 3

uon to top funk and fusion drumming

styles can help you find new rhythmic

avenues and will set you on your own
path of innovauon. Presented here are
some methods used at the Grove School
of Music to teach what is considered to

be an acceptable way to play mambo.

The first concept a player must grasp is that of clave.
Clave 1s a two-bar phrase that serves as a time frame for
the rhythm section, ensemble, soloist and anyone else
involved in playing mambo. Most, if not all patterns are
based on the clave direction of the particular piece of
music being performed. The music will sometimes dic-
tate the clave direction. Certain phrases will naturally fit
in one or the other direction. At other times the com-
poser will dictate clave direction. The two directions are
seen in Example 1.

6 Percussive Notes

mambo bass pattern called tumbao As notated, the cas-
cara pattern 1s played on hi-hat or woodblock, emulat-
ing the sound of the shell of the timbal. This 1s sometimes
charactenzed as the “paila” sound.

One drum set application might have you playing
the cascara pattern on the ride cymbal However, please
note this 1s not common as a verse applicauon. If you
choose to use the nde cymbal, this leaves your hi-hat
free. In this case it is recommended to play hi-hat closed
with your foot on each half-note.



Another pattern used frequently for verse sections 1s
1o simulate the sound of the maracas using the hi-hat's
open and closed sounds There are many interesting
varuons on this theme. By the nature of where the
open hi-hat falls, the buoyancy of the groove 1s empha-
sized The concept of mamtaining this shightly “on top”
feel 1s necessary in the correct executon of these rhythms
Played hand-to-hand with the corresponding bass drum
pdttern, we have the pattern seen in Example 3.

In Example 4, one hand plays the hi-hat (notice the

The umbalero usually changes his/her pattern and
playing surface at the inception of the chorus of a mambo-
style song. He/she will change from the cascara to a
mambo cowbell, sometimes referred to as the nmbale o
salsa bell. This 1s often mounted between the two um-
bales with the mouth of the bell tucing the outside of the
high drum.

The first chorus section pattern presented 1s a com-
mon mambo bell pattern paired with clave This pattern
15 written in 2-3 cluve. (Author’s note to cmphasize

Example 4

independence, I have not designated
which hand plays which pattern
Practice both ways ) The bass dium
plays the common tumbuao pattern (see
Examples 5 und 6)

Notice the use of dynanucs within

the mambo bell pattern This 1s notan

f = HH. Closed with foot

Example 5

absolute Some players usc this style
while others do not Find whar s com
fortable for you

There is another cowbell used
durmng the chorus section, played by

(ALSO TRY THESE B.D. PATTERNS: H.H. PATTERNS:

) the bongocero (bongo player) While

there are guidelines for usimg the

)

d bongo bell, suffice it to say that in a

g
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mambo the most common place to
find the bongo bell being played i~
during the chorus (“coro” n Spamish)

ﬁ’-
Aa
M
H
MY
e
d
5:1
.
MN
My

H when both the vocal chorus and lead

A |
~

| oy |
¢
M
L4
My
My
2

e

Example 6
MAMBO w/CONGERO

OO D

.\_I

singer (50nero) are singimng

The part of the bongo bell s monst
umportant While other percussion in-
struments play parts which help the
groove achieve 1ts charactenstic fecl,
the bongo bell alone plays the down-
beats (incidentally, playing the hi-hat
on the half-notes follows from the
placement of the open tones of the
bongo bell) There 15 a typical bongo

L]

bell pattern which tollows dave Ex-

ample 7 does not use the full pattern,
but rather just the down buats. It 1s
accompanied by an atypical mambo

hi-hat being closed with the foot) and the other hand
plays the clave, 3-2 in this example. This creates a very
playable pattern that incorporates three patterns com-
mon to mambo - maracas, clave and the bass tumbao.
Musicians feel comfortable with this pattern because it's
full without sounding busy or contrived.

The previous two patterns for drum set, applying
the cascara/clave combination and simulating the mara-
cas, work well in verse sections of mambo-style tunes.
Let's now esamine two patterns for use during the cho-
rus sections.

bell pattern. This combination work~
well and , when played with the cor-
rect feel, sounds like two distinct players. Again the buass
drum tumbao and your choice of hi-hat patterns arc
added to complete a very full-sounding typicul upplicu-
tion.

Here is a relatively easy method to practice both
verse and chorus ideas of mambo-style songs Called the
“Transition Exercise,” it incorporates concepts which are
very important 1f one is to develop a feel for the flow
necessary to play this music Refernng to Example 8,
you'll see it begmns with a simple mtro fill most often
played on umbales Next follows a 32-meusure verse

Fall 1990 7



section. Use one of the verse patterns discussed earlier.
The next transition (from verse to chorus) involves use
of the abanico, a standard timbale fill (shown before the
actual exercise are the drumset applications of both the
intro fill and abanico). The abanico generally leads to
the chorus section and the timbalero’s use of the mambo
bell. The chorus section does indeed follow and, like the
verse, it's also 32 measures in length. Measure 32 in-
cludes the intro fill and we repeat back to the verse
section.

dence and control of their instrument outweighs their
attitude. None of the patterns contained 1n this article
specify which hand should play a given surface. Inde-
pendence will be maximized by using either hand.

A third facet of this method is that of strengthening
the “weak” hand. The mambo cowbell patterns we've
discussed can be used as an example of this idea. By
using erther hand to play the bell pattern, each hand will
be equally exercised. This 1s an excellent way to involve

those students who are

The transition ex-

disinterested 1n typical

ercise may appear Example 7 applications of Afro-
simple but its appear- *®_ % * X Caribbean rhythms.

ance is deceptive. J_ Jk 3 | i NN ; ) . Educators are par-
There are five parts to i x # Bass Drum ticularly encouraged to
the exercise - each Example 8 investigate this inte-

must be executed cor-
rectly to fulfill the pur-
pose of the exercise.
Slow and careful prac-

INTRO FILL
tice will lead to the goal

i

TRANSITIONS

grated method of
studying Afro-Carib-
bean rhythms. Each
facet works with the
others to produce an

of making smooth Timbales Drum Set exciting technique to

transitions between %mmw %m« improve your students’

verse and chorus pat- Lo DRUM A performance =

terns which are per-

formed in a relaxed Chuck Silverman s

manner. Timbales N 4 | the autbor of The
Digressing from the 2-3 (Reverse) Clave FEREA—a—tgu b YL "% Drumset With Afro-

specificity of our dis-
cussion, let’s generalize
the lesson to a wider

Caribbean Rbythms,
Parts 1, 2 and 3 (cas-
sette tape available for

CRASH CYMBAL

topic - a method of ==

= ¥ ] snare
; |

studying the drum set
using Afro-Caribbean
rhythms. Studying these

EXERCISE

Part 1) He bas per-
Jormed with many top
Latin artists and is busy
performing in and

rhythms is quite useful around Los Angeles
as an integrated ap- . > > Chuck currently
proach to achieving A (Play time) 5 Dl teaches at the Grove
control of the drumset. = e School of Music (Van

Typical rhythms and

'

Nuys, CA), where be

. CHORUS ;

contemporary applica- teaches the Latin drum
tions are an interesting ﬂ:m'g‘ge” 30 — styles program, with bis
way 1o get students in- == = = =] books as the curricu-

volved in practicing and
learning. We can refer
to this as the “Work and Art” method. Learning the typical
patterns will help the student in the job market while the
creative approach used in applying the patterns can be
used in an artistic way to expand the student’s musical
vocabulary.

A second facet of this integrated approach 1s the
study of independence. It 1s necessary for the student to
develop three and four limb independence to perform
the patterns found in this study method. This concept is
very useful as an incentive for students who display little
interest in learning the typical patterns. Much of the time
they will realize that the benefit of heightened indepen-
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lum He also maintains
a busy prwvate teach-
ing schedule. Chuck appears in Drums and Drumming
magazine with bis own column on Latin applications
Jor the drumset, and also serves as a product reviewer
and feature writer Chuck’s books are available directly

JSrom bim at: Chuck Silverman, PO Box 791, San Gabriel,
CA 91778-0791
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Multi-cultural Drum Set Rhythms

LAYING MUSIC IN ANY STYLE ON THE

drumset and being able to “groove” requires

a basic understanding and foundation rooted

in the music 1tself Merely playing rhythms
from a book 1s not enough to develop the essential
“feel” or “groove” characteristic to any style (especially
Brazihian). It is important to be aware of authentic sounds,
nuances, rhythms, color, dynamics, form, accents and
proper phrasing and interpretation in any style.

The foundation and rhythmic source from which
many Brazilian drumset patterns have evolved are the
Escolas de Samba (samba schools) found primarily in
Rio de Janewo, the birthplace and home of modern
urban samba. The Escolas de Samba are recreational
clubs which rehearse year around for Carmval in Brazil.
The term “school” refers to mdividual neighborhoods
(social clubs) which put together samba groups consist-
ing of singers, dancers and a huge percussion section
The driving force of each “school” 1s the “bateria” (the
“hattery” of percussion mstruments, the group who plays
them). Although some may include many more, the
average “bateria” conssts of roughly 100 to 300 per-
formers pliying surdo, tambonm, repinique, caixa,
agogo, cuica, ganza, pundeiro, chocalho, reco-reco and
others Ttis highly recommended to all that they famuliar-
ize themselves with these mstruments, techniques and
rhythms as a4 primer to drumset study

[Note: Readers who are interested in the playing
techmiques and rhythms for the above conventional Bra-
zilian percussion instruments are encouraged to check
out the author’s Brazilian Percussion Manual: Rbythms
and Techniques with Applications for the Drumset,
published m 1988 by Alfred Publishing Co. ]

The more “musical” information you acquire, the
better understanding you’ll have to draw upon. For ex-
ample, let’s say you've really developed a good teel and
understanding of samba rhythms. The next step might
be to discover how they work within a standard rhythm
section format; piano, guttar and bass This 1s where it’s
very important to find out what the rypical bass lines are
like Next, check out the kinds of comping patterns the
guitar and prano use This kind of “musical” information
will help develop a more relaxed, natural and confident
style of drummung And for samba drummung 1n particu-
lar, playing with a loose, relaxed and flowing feehng 1s
essennal

The samba, as well as all folk and popular musical
forms from Brazil, has been a non-lrerary tradition
handed down aurally Learmng the rhythms, sounds,
ctc , by ear s a fundamental Afnican tradinon thut s been

Samba Applications to Drum Set

Dan Sabanovich
the basis for learning since the samba rhythms of Brazil
were brought to Salvador (Bahta) by African slaves brom
Angola some three-hundred years ago

When one learns a new language, it's donc prima-
rily by listening and imitaung  This basic premise 1s also
the key 1o unlocking the essential “feel” or “groove” of
all Brazilian music For our purposes, the notated page
acts only as a guide The real challenge comes in devel-
oping a “musical” vocabulary which can be expressed
from “within.” In other words, if you don't have the
rhythms, sounds, etc , inside of you (“hear them™, they
won't come out of you! Remember the old .axiom, “If
you can’t sing It, you can't play it

A valuable aid in achieving a “musical” vocabulary
of escola de samba rhythms can be realized by Listening
and imitaung the “Fantastica Bateria” and “Batucada”
albums listed 1n the discography For optimum results,
one may further their “vocabulary” by histening to Brazil-
1an drumset masters such as. Dom Um Romao, Portinho,
Roberto Silva, Airto Moreira, Milton Banana, Paulinho,
Paulo Braga, Chico Batera, Claudio Slon, Nene, Mamuo,
Joao Palma, Marcio Bahia and Ivan Conti (see discogra-
phy)

The samba and bossa-nova are the two Brazihan
musical forms best known to the western woirld In
Brazil, the samba 1s a “functional’ kind ot music mn
which everyone participates Sambu 1s not just a rhythm,

Dan Sabanovich

a form, it's a way of life in Brazil Samba 1s played by
many different kinds of groups from small to very large,
vocal to instrumental, percussion only, orchestras, com-
bos, etc., the list can go on and on And, although the
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samba has been through many styles and stages since its
inception in the early part of the century, it is the intent
of this article to share with you a basic approach for
applying some of the fundamental rhythms used by the
“baterja” to the drumset.

Before getting into some of the notated patterns for
samba, let's go over a few important stylistic characteris-
tics. First of all, the proper meter of samba is 2/4, not cut
-time, or 4/4. Its driving pulse is sub-divided using six-
teenth-notes. The emphasis on the downbeat (or “one”)
1s a vital characteristic present in almost all of contempo-
rary music (pop, rock, fusion, rap, etc. . . ). However, for
samba, the downbeat (or “one”) is almost insignificant.
The second-beat has the emphasis. In playing samba
strive for a relaxed flowing feeling; don't force it, and
don’t overplay! Many of the rhythms played by the
escola’s de samba bateria are sixteenth-note pulse time-
line patterns such as illustrated in example 1

Although there are numerous rhythmic and tonal
variations which can be played on all Brazilian percus-
sion instruments, two constants are present 1n all of the
patterns illustrated in example 1. They are: a.) a continu-
ous sixteenth-note flow or “feeling” b.) the dotted-eighth,
sixteenth-note accented pattern prevails. These two es-
sential thythmic characteristics help provide the founda-
tion of samba drumming.

The one constant in all Brazilian drumming is the
ostinato patterns played by the feet, especially the bass
drum. The samba bass drum patterns derive from the
Surdo (a large cyhindrical bass drum) and serve the same
funcuon They both provide the steady “heartbear” of
samba. In example 2, you'll find the surdo pattern from
which the bass drum pattern evolved. The “+” indicates
to muffle the drum, while the “o0” indicates an open-
tone. Notice that the open-tone and accent occurs on
beat two As mentioned earlier, this is a vital element 1n
samba phrasing A word of caution bere before we con-
ninue American drummers (in particular) are often criti-
cazed for either overplaying the bass drum rhythm, or
playing it too rigid. Don't underesumate this simple
looking pattern It can take months to really get that
“groove” to become second nature This 1s where prac-
ticing the surdo patterns and getting them in your ear
(developing a “feel”) will help significantly Try pracuc-
ing the surdo pattern from example 2 on your floor-tom
first to get a general feel for the rthythm; the open and
closed tones, and the accented second beat. When ap-
plying it to the bass drum, work for an easy, relaxed and
natural flow to the rhythm. Example 3 illustrates how the
surdo pattern (from example 2) 1s applied to the bass
drum. Although the second beat has the emphasis, many
Brazihan drummers will play the second and third notes
of the pattern with equal volume as shown in example
4

The hi-hat cymbals are used primanly for playing
ume line patterns, many of which are consistent sixteenth-
note flow patterns similar to those played on the
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Example 1 - Typical Bateria Patterns

T Thumb + = Closed/ Muffled tone
F = Fingertips O = Open tone
H = Heelofhand D = Downstroke
X = Turnand U = Upstroke
strike rim > = Accent
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(similar to a tambourine)
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panderro, reco-reco and ganza. Assuming the drummer
is right-handed, these time line patterns are played on
the hi-hat with the nght-hand. However, when the dy-
namuics of a tune require the drummer to “open-up” the
sound, he’ll usually move the right hand up to the ride
cymbal. The hi-hat now functions as a cushion to the




throbbing bass drum pattern and 1s played with the foor,

Example2 as shown in example 5 It may help to practice example
Surdo pattern 5 by sub-dividing the sixteenth-notes and continue out

loud. Repeat until the pattern can be playcd with a loose
and relaxed feeling With the basic foundation of the
feet provided, let's now move on 1o some patterns for
the hands.

Example 3 The snare drum rhythms are denved tiom the
rhythms of the tambonim, ago-go and cuica These pat-
terns are usually played with the butt end of the drum
stick across the rim. Please note that all snare drum nm
indications should be played by laying the drum stuck
across the drum and striking the rm, sinular to the
sound that claves make. Example 6 ilustiates several

Example4 . patierns typical of those played on the nim of the snare
Bass drum variation drum. Brazilian drummers create many vartations of pat-
h: ——— T - m | terns by using combinations of nim, head, nm-shot and
W7 tom-tom sounds One example 1s to shde the stick off

L L = the rim of the small tom-tom to the rim of the snare drum

t oo * e 08 i one stroking motion Expermment with your own

Example 5 > = Slightaccent variations. Example 7 illustrates some lett hand vara-
Bass drum and hi-hat feet combinations tions. Please note that these examples arc not generally
N used behind vocals, or intricate melodies. They tend 1o

- i be a bit heavy sounding and best lend themselves to
R% —r percussion features or “batucada” (all percussion mstru-

[ [ 3 4 .
- Lg Lg LL Eﬂ ments playing rhythms of samba) interludes or sections

In Memory Of
A Special Friend, Our "Aunt Pearl"

PEARL BAILEY
BELLSON

The True Ambassador
of Love to the World

Judy, Michael, Jacob, and Benjamin Balter
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The nght hand cymbal patterns are derived from the
steady sixteenth-note patterns provided by such Brazil-
1an percusston mstruments as the ganza, chocatho and
reco-reco. These patterns consist primarily of steady
sixteenth-notes and are often played on the closed hi-
hat or ride cymbal as illustrated in example 8.

Some of the more commonly used ride cymbal pat-
terns have evolved from the rhythms of the tamborim,
such as those illustrated in example 9. The left hand

neously (1in unison) Keep the right hand on the cymbal
and the left hand on the snare drum as illustrated 1n
example 10. Pracuce playing the snare drum patterns on
the rim first, and later play on the open snare drum
(center of head with stick).

There are many different types of samba ranging
from very fast to very slow tempos The basic differ-
ences focus more on style rather than the rhythms used
The patterns illustrated in this article represent a basic

Example 6
Snare drum patterns
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Example 7
Left hand variations
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Example 8 From cuica pattern

Right hand cymbal patterns

ﬁ_ﬁ,ﬁﬁ

(snare drum) pattern also illustrated in example 9 is a
“classic” cuica pattern used 1n a style of samba called
partido alto. Brazilian pianists and guitar players play
that same rhythm very often as a standard comping
pattern or turnaround. Note that the downbear is not
played in any of those examples. As mentioned earlier
in this article, the downbeat is almost insignificant.
There are numerous cymbal variations, all of which
depend on tempo and the snare drum pattern used. One
technique commonly used 1s to play any of the snare
drum patterns from example 6 with both hands simulta-
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foundation from which to build upon The vanatons
possible are endless Once again, the important factor 1s
that all the drumset patterns used can be traced back to
the rhythms and instruments employed in the Brazilian
bateria. They are the roots of samba drumming.

The style and tempo of the samba played will dic-
tate which patterns are most appropriate. This frame-
work requires an understanding and knowledge of the
musical style Take your time, research and study the
music, practice regularly and the rewards will be numer-
ous. Good Luck! Hopefully you are now enlightened




and mspired to continue discovering the beauty and
magic of samba drumnmung =

Mulnple percussion instrumentahst, composer and ar-
ranger, Daniel Sabanovich has enjoyed an extremely
active career as a performer and educator Dan is
known primarily as a specialist in Jazz, Afro-Brazilian
and Afro-Cuban music

He recewed bis BA and M A degiees from San Jose

Example 9
Ride cymbal patterns
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(Partido alto samba rhythm)

Example 10
Unison snare drum and cymbal patterns

ujin

State University where he bas been on the faculty since
1979 Dan’s educational pursuus also included attend
ing the Berklee College of Music 1 Bosion where he
Jocused on composing, arranging, and percission In
1977, be attended the Beija-Flor Excola de Santbea i Kio
de Janeiro

Dan bas been a drum clinician for both Slimgerland
and Ludung drum companies His professional expert-
ence includes performances with  fusto Almario, Deavid
Baker, Charlie Byrd, George Cables, Pele Fscoredo, Clare
Fischer, Joe Henderson, Bobhy Hutcherson and Woody
Shaw. He 15 currently featured wih the Kavdy Masiers
Latin-Jazz Sextetl, Cortet, and his own “lazz Summu
Trio ”In 1980 at the PASIC in San Jose, CA, his cliinc on
“Samba School Rbythms, Instrumentis and Applications”
was the first of its kind Dan 1s especially proud of the
unigque Afro-Brazihan Percussion Ensemble be began
in 1979 at San Jose State Universily (the fust v any
University system) Dan’s love for the nniaic of Brazil
bas engaged bim in an intensiwe \ludy and research of
s rhvibms, mstruments, techingues, and history of
popular Brazilian musical forms His Brazihan
Percusssion Manual is a vesull of nivich of his roseco ch

which begin i 1977
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SELECTED DISCOGRAPHY

André, Mestre “Batucada” Copacabana COLP-12143
“A Fantdstica Bateria”Vol 2 Top-Tape, TT-062
. Vol. 3 Top-Tape, TT-099
Vol. 5 Top-Tape, TT-507.6031
. Vol. 6 Top-Tape, TT-507 6040
Castro, de Ney ‘“Brasilia An 2000” Le Chant Du
Monde LDX-5-4299
Ongens “Batucada Brasileira” Sinter 2493 012
Paulinho, e sua Baternia “Batucada Escola de Samba
da Cidade” Fontana 6488176
Perrone, Luciano “Batucada Fantastica Os Ritmista
Brasileiros” Riviera XCED 521006
Portinho, e sua Orquestra “Samba O melbor do Brasil”
Beverly BLP-9000
Mocidade Independente, Padre Miguel “Bateria Nota
10,”Vol. 2 Top-Tape, TT-022
Vol 3 Top-Tape, TT-037
“G' R Mocidade Independente De Padre Miguel”
Copacabana COLP-11975

SELECTED DISCOGRAPHY FOR DRUM SET STYLISTS

Airto Moretra  “Natural Feelings” Buddah BDS-21-SK
“Seeds on the Ground” Buddah BDS 5058
“Free” CTI 6020
“Fingers” CTI 6028

Dom Um Romao. “Dom Um Romao” Muse 5013
“Spirit of the Times” Muse 5049
“Hotmasphere”Pablo 2310-777
With Dom Salvador - “My Family” Muse 5085
Roberto Silva. With Milton Nascimento “Milton” A & M
SP-4611
Plus other Nascimento LPs
Claudio Slon. With Sergio Mendes Presents “Lobo”
A &M SP-3035
Sergio Mendes and Brazil ‘77 “Primal Roots” A & M
SP-4353
Paulinho da Costa “Agora” Pablo 2310-785
Other groups of special note are:
“Tamba Trio” on Fontana records.
“OPA” and “Azymuth” on Milestone label.

“Promuses of the Sun”
Arista AL 4116

“Identity” Ansta AL 4068

Airto with Jim Hall “Where
would I be?” Milestone
MSP 9037

Milton Banana Joao Donato
“Sambou Sambou”
Liberty Pacific Jazz 90

Chico Batera Sergio Mendes
and Brasil '65 “In Person
at the El Matador”
Atlantc 8112

Joao Palma Herb Alpert
Presents “Sergio Mendes
and Brasil '66”A & M
116
Sergio Mendes and Brasil
66 “Equinox” A & M 122

Paulinho “Bola Sete and His
New Brazilian Trio”
Fantasy 8375

Portinho Tama Mana “Come

Name:

Send $23.95 (U.S.) Check or Money Order
(plus Postage and Handling — $3.00 U.S. —
International, please call or write)

: ARLEY SERVICES
2329 Marshall Road
Lansdowne, PA 19050

Phone (215) 622-6977
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Helps to focus the mind on playing

MUMUIANS
N WARM LY
PROnCKAM

VHS only
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With Me” Concord Jazz
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FEATURE

Multi-cultural Drum Set Rhythms
Drum Set Adaptations of North Indian Tabla

HE PERFORMANCE OF NORTH INDIAN
. tabla 1s both a fascinatnon and mystery to

percussionists and concert-goers, and 1s fast

becoming a subject of much cunosity The
aesthetics of both tabla technique and applicanion con-
tain many deep and wondrous concepts that can benefit
players of many instruments and proficiency levels.

This article introduces one such concept. the analy-
s1s and adaptation of traditional tabla rhythms to drum
set These adaptations, although presented in a specific
rhythmic breakdown, are completely open to player
mterpretation for further development It 1s not the
article’s goal to make a western drummer sound hke a
tabla player and 1t 1s even less possible for the reverse to
occur This discussion introduces concepts of North In-
dian tabla which may or may not influence further drum-
set performance, but which can add a great deal 10 the
rhythnue foundation of the player
One of the more batfling and beautiful aspects of

tabla s the use of syllables (called bols ) for rhythms and
techniques. This can seem quite confusing to a player
who s used to traditional drumset notanion The clearest
way to understand 4 tabla compositon s to hear the
whole phrase (or sentence), and not just specitic attacks
which, by themselves, seem very ambiguous Therefore,
the drumset player should try to speak each composi-
ton before playing it on set This 1s not crucial for
playing the examples, but 1s helpful for understanding
and hearing the correlation of sounds between tabla and
drumset In order to properly bring to Iife the character
of a tabla composition, included 15 a rhythmic legend
which adapts sounds and techniques of tabla to similar
sounds on drumset Admuttedly, many compositions and
concepts composed for tabla are not at all adaptable to
drumset. Only specific compositional forms (and there
are many) are analyzed for drumset interpretation. Also,
establishing a specific sound for each stroke 1s not the
overall objective, as this will hamper the player’s sense
of improvisation. The objective 1s 1o accurately classify
tabla sounds while introducing flexibility for further in-
terpretation and variation by the player.

CLASSIFICATION OF TABLA TONES

There are over 30 syllables and techniques used to
perform tabla. Some are sustaining tones while others
are non-sustaining. This study will examine frequently
used tabla strokes, beginning with individual strokes on
right hand tabla. (The high drum is called “tabla,” the
low drum is called “bayan™).

Jerry Leake

Below 1s a list of tabla strokes, with very basic classi-

fications of sound quality Following cach stroke are

possible interpretations to drumset Examples are given

for corresponding rhythms notated for drumset This

classification will be used to adapt the drumset examples
that follow.

Individual Open Tones

Right Hand Tabla (high drum)

ta and/or na: single stroke on nght hund tabla,
metallic in sound quality; single stroke on cymbal or on
snare drum Example 1

11k~

I8+

or

tin and/ortun single stroke, which produces the
open “ring” of the tabla; single stroke on open hi hat or
cymbal Example 2

[1{f—-

[l

ar

Left Hand Bayan (low drum)

ge, gi or ga: smgle stroke played on bayan Very
bassy in tone; single stroke on bass drum or tom-tom
Example 3

mulll
Lt

or

Tabla and Bayan Using Open Tones

dba: most common stroke on tabla, receives em-
phasis, dha = ta + ge; cymbal or hi hat with snare or bass
drum. Example 4

dba =ta + ge

1K
k-

or
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dbin: combines open “ring” of the tabla with low
bass of bayan, dhin = tin + ge; open hi hat or bell of
cymbal with bass drum. Example 5

dbin =tin + ge

Pl

or ?

Drums Combined, Non-sustaining Tones

te te: parred strokes on right hand tabla using a
“walking” action; paired strokes on drum set, eighth
note ride or ht hat pattern. Example 6

Hllk—-

[[tlom

tira kita or kita taka two strokes played in suc-
cession using both tabla and bayan, two pairs of strokes
on drum set using h1 hat and snare or cymbal and snare
Example 7

Lz
2

or

Drums Combined, Sustaining Tones

gira naga four tones evenly executed using six-
teenths or fast eighth notes g1 and ga = open tones on
low bayan, ra na on high tabla comprises. closed tone
for ra on tabla, open metallic tone for na on tabla, four
tones evenly executed, using bass drum for g1 and ga on
the first and last attacks of the stroke Snare or rim shot
for ra, open hi hat or bell of cymbal for na Example 8

st
iy

Any of the above categonzation of tones can be
altered according to taste and ability. With an under-
standing of this rhythmic classification, the following
drumset examples should become easier Technically,
all tabla strokes are fairly basic. It i1s when strokes are
combined, through syncopation and variation, that the
rhythmic figures become complicated

EXERCISES ON DRUMSET

Below are two short examples that translate tabla
phrases to drumset. Practice slowly and refer to the
previous classificauon of tones to explore additional
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variations, and to understand how the example on
drumset was derived Examples 9 and 10

dha twa kitadhinadhigati
O O ]

R

dhina dhat gina dhina dhat gna dhat gna

NOTE All drumset examples can be played two ways -
as written or substituted for another metallophone (e g.,
h.h becomes cym./cym. becomes h.h ). Open high hat
sounds can also be played as bell of cymbal sounds and
vice-versa

Five thythmic cycles of classical North Indian music
are introduced below These cycles are the basis for the
drum set adaptations that follow. To effectively adapt
tabla to drumset, each cycle is broken down to its small-
est sub-division. For example, tin tal 1s a 16-beat rhyth-
mic cycle that compnses four groups (or bars) of four
beats each Tabla compositions within this rhythmic cycle
will be notated in 4/4 time.

This same approach is used for adapting 10-beat
jhaptal to one or two bars of 5/4 Similarly, drumset
adaptations of 6-beat dadra tal are notated as two bars of
3/4

Rhythmic Cycles

Tintal 16-beat cycle divided into 4 groups of 4
beats each (4+4+4+4=16 beats or 4/4 ume),

Jhaptal 10-beat rhythmic cycle divided into 4
groups (2+3+2+3=10 beats or 5/4 tme),

Keharawa 8-beat rhythmic cycle divided into 2
groups of 4 beats each (4+4= 8 beats or 4/4 ume),

Rupak Tal 7-beat rhythmic cycle divided into 3
groups (3+2+2=7 beats or 7/4 ime),

Dadra Tal 6-beat cycle divided into 2 groups of 3
beats each (3+3=6 beats or 3/4 ume)

A very important point to remember 1s that within
classical Indian music there are no “bar-lines” that are so
prominent in western music - there are rhythmic cycles
that start and end simultaneously
Tin Tal

Tin tal is the most popular tal (or cycle) for the
performance of classical Indian music. Tin tal comprises
16-beats divided into 4 groups/bars (called vibhags) of 4
beats each.

The four lines of un tal cycle each have important
charactenstics that must be mentioned The first, second
and fourth lines of the cycle shown below are very
similar as they use open tones from the bayan (dha and
dhin) with the third line using closed tones from the



bayan (ta and tin). This concept will be interpreted us-
ing the bass drum of the drumset, as this is the sound
that best represents the low bass tabla. This technique
allows the tabla player, and drumset player, to introduce
rhythmic development throughout the cycle/thythm.

(Observation: The four lines of tin tal develop simi-
larly to an AABA song format with the third line func-
tioning as the “bridge”).

Traditional 16-beat Tin tal cycle:

(A) +dba dbin dbin dba
(B) dba dbin dbin dba
(© odba tin tin ta

D) ta dbin dbin dba

+ = sam (pronounced sum) The first beat of the
rthythmic cycle that is always emphasized by a clap of
the hand. This is where the cycle both begins and ends.

o = Kbali is that portion of the rhythm that is not
emphasized by open bass tones of the bayan (low drum).
Kbali means “open” or “space” and is indicated by a
wave of the hand in an outward motion.

Below (Example 11) is one possible adaptation of
the tin tal cycle to drumset. Depending on the tempo of
the tabla composition, the notation to drumset will be
interpreted accordingly. For example, a drumset example
may make more musical sense transcribed using 16th
notes as opposed to 8th notes.

Variations follow: (Examples 12 and 13)

dha ge ge na ti ge dha ti
dha ge ge na ti ge dha ti
dha ge ke na ti ke ta i
ta ge ge na ti ge dha ti

dha - ga dhi - ge dha -
dha - ga dhi - ge dha -
dha - ka i ~ ke ta -
ta - ga dhi - ge dha -

° °

LAGGI (from 8-beat Keharawa Tal)

Keharawa is an 8-beat rhythmic cycle that is tran-
scribed to either 1- or 2-bar rthythms on drumset. Laggi is
a term used to describe the variations played on tabla
(called “Laggi System”). The Laggi System allows the
player to create variations on an existing rhythm by
merely starting the given rhythm from the 2nd, 3rd or
4th beat, establishing a pattern with a completely differ-
ent character (rthythmic displacement). This concept
should require no change in playing technique, as the
original rhythm is left completely intact - only the start-
ing point is altered. Most drumset players have experi-
mented with this concept and are aware of its potential
for deriving variations on any rhythm or phrase. (Ex-
amples 14 and 15).

dha ge na ti na ka dhi na
> >

Il D!

E=5r

dha dhi
dhati

nati
nati

ga dhi

i na
. kati

gina

Qh.bp.igd.tp

* Start the example above (15) from the 2nd, 3rd and
4th beats for additional variation. Also, play using both
straight and swing 8th notes.

(Examples 16 and 17)

- - - dhi
dhigi na dhi

MBI R

ga na dha ti
gi na dha ti

dha ~ -- dhe te te gi na
dha te te dhe e te ki na
° °
)Jﬁxhx'j‘th Jxxxx’jl_x‘
: = v—
S B S A

KAIDA VARIATIONS

Among the many compositional forms of tabla, the
performance of kaida is most widely used because of
the tremendous variety of rhythm and variation. A kaida
consists of a main theme with variations derived by
extrapolating and developing specific portions of the
original theme.

The most universal form of kaida development is
one that introduces a main theme and proceeds to de-
velop variations while returning to the main theme. This
article will introduce the main theme of four kaidas with
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no additional varianons However, several examples from
the book “Drumset Adaptions of North Indian Tabla”
present kaidas with extended vanations.

(See Examples 18, 19, 20 and 21 for four kaidas)

dha ge

dha fn kna dha o
dh; dha ge

na
na
wra
na

dha ge te te dha ge bra ta

dhi na o na dha ge te te

dha ge na dha  tra Wta dhe te

dha ge vra kita dhi na gt na
o

L O] sl [

X
> ]
t o V

g na dha - o na te te
@ na dha ge dhi na g na
te te @ na dha ge te te
g na dha ge dhi na g na
[+]
[+]
-h J xh ﬁ J xﬂ A

o
4 K N
=7 ) @
te te gra na ga dha -
- - g na ga te te
g na ga dha - te te
gra na ga dhn — na —

(See Examples 22, 23 and 24 for three relas)

Reia (groups of 5

dnate e dhe e R ot o
W 1e (s te (e dha m dha dh ma
—S— —5— —5— 5%

Reia (groups of 61

ohan dhaohe te te dham dha h e m
W @ w e tele dha@m ona ok ma

———f—— ———§
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TIHAI

A tihat is a specific rhythmic phrase that 1s played
three times, with the final stroke of the tthai landing on
the first beat (sam) of the next rhythmic cycle. The 1dea
of repeating a phrase three umes to reach beat-one 1s
not new to western music, as there are many recorded
examples of this technique. However, during Classical
Indian music, the application of tihai is very strict with
each of the three phrases repeated exactly (both rhyth-
mically and melodically)

Playing a tihai on drumset (or any other instrument)
1s less practical during repeated sections that require
consistent rhythms. This 1s due to the semi-broken na-
ture of the tihai figure. The flow of any melodic or
harmonic structure would be altered by incorporating
uihai out of context. Tihai would be more correctly ap-
plied as a rhythmuc fill at the end of a phrase, or between
secttons of form. In this context, the tihai would be
relauvely short, not exceeding 8 beats (2 bars 1n 4/4)

As a tool for solo improvisation, tihai application
has no apparent boundanes Again, 1t 1s the understand-
ing of the concept that we are striving for, not any
specific rhythmic application.

Below are the rhythms of three tithai (although there
are literally hundreds) With these, and other tihai
rhythms, the player can construct variauons that follow
the same basic rhythmic structure of the tthai using dif-
ferent “melodic” patterns from the instruments of the
drumset.

The first thai below works within 1 bar, the second
works within 2 bars and the third within 4 bars Vana-
nons on these rhythms can be achieved by leaving out
specific attacks of the phrase

Following these three basic rhythms, 1 have tran-
scribed the first tihai to drumset (two examples on toms,
one on full drumset) Expenment with your own varia-
uons on these examples, compose your own tihat, and
listen for this concept that 1s present in many styles of
music

(Examples 25, 26, 27 and 28)

2-bar Tihas

1-bar Tiha

Tihai on drum set




Examples In 3/4 Dadra tal

dha ge dhinna  gina
dha ge i na ki na

P = P

y:
C 2 —
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dhagetete dhagenage ti nakina
ta ke tete dha ge nage dhinagina
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dhetegege nagadhina dharagina
te toe ke ke nakadhina dharagina

. —Am A

IJ .I a1

na -- dhin --
dha - ke ke nakat - na -- dhin

N o Bl e By B r

3
N
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dha --ge ge na ga dhi --

dharagina dhatidhage fin nakina
ta rakina dhati dhage dhinagina

Examples In 5/4 jhaptal

dha - dhe te dha ge nadha ge na
dhe te dha ge na dhe tedha ge na

prt O 0 DA s
(3 A [ 2R S

dha- -ra dha- ti- na dha- -radha- tete
°

]

Understanding how a tabla composition is adapted
to drumset is the first half of a two-part process; the
second half being how to use such adaptations once
they can be played. Drumset adaptations of North In-
dian tabla are useful not only because they increase
one’s rhythmic repertoire, but also because they broaden
the scope of the player’s imagination for deriving varia-
tions using any inspiration or culture. u

Jerry Leake is a graduate of the Berklee College of
Music where be studied vibrapbone with Gary Burton,
and African percussion with Pablo Landrum. He also
studied North Indian tabla with Todd Nardin (disciple
of Zakir Hussain). Jerry is the author of five percussion
texts: the three volume Series A.IM. Percussion Text,
Clave and Drum Set Adaptations of North Indian Tabla.
He is founder and owner of Rbombus Publishing, Box
814, Boston, MA 02123. Jerry is a freelance percussion-
ist/instructor and currently performs with three music
ensembles in the Boston area. He is also President of the
Massachusetts Chapter of the Percussive Arts Society.

Veginning...

P.0. BOX 247 - HIGHTSTOWN, NEW JERSEY 08520
609-448-1153 « FAX: 608-443-1464
“You Can’t Beat Us With A Stick”

Serious music for a serious drum.

Yum Pie
J— < Rolph Shup'v MM

The Noble Snare, Vol. 3&4

A collection of seventeen compositions in two
volumes for unaccompanied snare drum, composed
in honor of the Noble & Cooley snare drum.
Compositions by leading composers such as Ralph
Shapey, Tom Pierson, John Bergamo, Sydney
Hodkinson, Christian Wolff.

Publisher’s price: $15/vol., $25/two vol. set
Available from SMITH PUBLICATIONS,
2617 Gwynndale Ave., Baltimore, MD 21207
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The
Cleveland
Institute
of Music

DAVID CERONE
President

“A superlative faculty is the measure of excellence in arts
education.”

David Cerone,

President

The Cleveland Institute of Music

Richard Weiner, principal percussionist with The Cleveland
Orchestra, and Paul Yancich, principal timpanist with the
Cleveland Orchestra, have always favored one-to-one music
education. They recognize The Cleveland Institute of Music’s
commitment to excellence, and that is why they are playing a
significant role in shaping the careers of gifted young
musicians.

; ; As members of The Institute faculty, they are sensitive to the
Richard Weiner needs of students and know the problems and pitfalls of
performing and how to address them. As prominent members of one of the world’s
great orchestras, they understand the motivations of talented young people who aspire

to prestigious performance careers.

They share with students experience gleaned from within their own lives — as does
the entire team of artist/teachers at The Cleveland Institute of Music.

The conservatory faculty of the wind, brass, and percussion departments at The
Cleveland Institute of Music include: Martha Aarons and Jeffrey Khaner, flute; John
Mack, oboe; Franklin Cohen and Theodore Johnson, clarinet;
David McGill and George Goslee, bassoon; James Darling,
Michael Sachs, and David Zauder, trumpet; Eli Epstein and
Richard Solis, horn; James DeSano, trombone; Thomas
Klaber, bass trombone; Ronald Bishop, tuba; Richard Weiner
and Paul Yancich, percussion and timpani.

Bachelor of Music Master of Music Doctor of Musical Arts
Diploma Artist Diploma Professional Studies

11021 East Boulevard e Cleveland, Ohio 44106 e 216/791-5000 .
For further information, contact: William Fay, Director of Admission. P aul YunClCh



FEATURE

Multi-cultural Drum Set Rhythms
Max Roach: Sonny Rollins’ “St. Thomas”

ONNY ROLLINS’ ST. THOMAS (FROM
Saxophone Colossus, Prestige OJCCD-2912/
0-7079), a classic jazz standard in the calypso
style, features Max Roach in one of the first
recorded examples of a Latin-influenced drum solo (see
following pages). Roach’s solo begins in the Latin style,
using techniques such as rim-shots, clave (stick on the
rim) and single-stroke rolls between the snare drum
without snares and the clave sound. Later in the solo,
Roach moves into a swing style and incorporates the
bass drum as a solo voice rather than the ostinato func-
tion it served in the beginning of the solo. St. Thomas
was recorded on June 22, 1956 and featured, in addition
to Max Roach, Sonny Rollins on tenor sax, Tommy
Flanagan on piano, and Doug Watkins on bass. =

Mark Farnsworth
Mark Farnsworth is a student at Capital Univer-
sity in Columbus, Obio where be studies with Bob Breit-
baupt and is a percussion major in the Jazz Studies
program. Mark bas also studied with Ed Soph, Jobn Von
Oblen, Guy Remonko and Jim Rupp.

Editor’s Note: Beginning with this issue of Percussive
Notes, transcriptions will be appearing on a regular
basis. Transcriptions are encouraged and should be
submitted to Percussive Notes, complying with the
guidelines for submission of articles. Please send all
pertinent information, including artist, title, date, and
number of recording to Bob Breithaupt, Capital Uni-
versity, Columbus, Obio.

PERCUSSION
"STUDIES

) ESTHER BOYER
COLLEGE OF MUSIC

Comprehensive Training in:
Orchestral « Contemporary ¢ Jazz/Commercial Music

I

-

Degrees Offered: ® Bachelor of Music
® Master of Music
® Doctor of Musical Arts

Inpl

For information, contact:
Esther Boyer College of Music
Box P

Temple University

]
TEMPLE Philadelphia, PA 19122
UNIVERSITY 215-787-8301, x601

Faculty: Alan Abel, Glenn Steele, Carl Mottola

Financial Aid and Graduate Assistantships available to qualified candidates.

Fall 1990 21



Max RoaCH ov:

S ( 'moMAS

BY Sy KoLuwS - TRISCRIPTIoN) B4 MHARK FHNSAEH

~ . N ; N Ny - N N " In
I N | S L, L} 4 1 T N IS 1 i 1] ) Y A T | 11 W R | - 1
I 1 Vll & II’I 1A -1 v & Iirl 4 & L{'
r | X f ] - d r ) "d y X v .4
| { 1 R | ] | R
™ \.‘J (\ —~—t r ~ ) ! ~ o s e

-
— N Al
B
—4d
_IS
.
v
e
_.(

‘\ ?1‘ — ..l!rﬂgﬁ..nh X PR b — 1D S I . W
\ x {1 féii )

[ Bou BETIEEN SWHE & CLvE

%ﬂ 5 ;*f - N N
w  asee A
{

£ £ P T e
T 3 1 T —
> > - > >
B —n-lonl . —n N v B B e B o = ™ N
gctt\:ttiﬁd:j:{:ﬂid:iizb__&_qﬁ_ :Ft_%
T T T 1
SWAREoN:
) ~ ~—t N . s | ™ ™~ ™~ \ |
e B b e Y e e e e e
:f:\'ifzgf: i ) I N A (RS N G
RIOE CHMPAL &
Hiod oM. 1OV ¢

22 Percussive Notes



{ SwiNg:

Wp‘(p

)
T U -

“ V.

S g il
Tz
s

il
N
) -
~fi8 1
(il
< [T
N
\Ix" 'UV.
i
il

A
L4}

4

kd
rq—

k4
-

&

=2
SES=

d 3 %
o YO o O o
A s v v sV wEs]

i
INENYW B
d

N el

Tt —
B
A’—t i
o
Yt
e
N
ol -
-
oo plol SIS
-
-
- ™~
i
g S
-
w e
e
X

> &) »
on S e O O
X

1 1 \lll!'l'
‘L

v X S ]

3
[ ll"

>
i

=

A_i

—

3
ponagm
L 1

1T L]

m

M~
]
y A

) N,
t

A
h |

-
-
W

3
m

3
[ m [ X A

h@"
-

Nl
S

%
i

LA

Vo —

v

—

Fall 1990 23



| Percussion at MSM

Facult_v

Justin DiCioccio, jazz percussion
Perf.m*manccs: Cl‘nuc]c L\'langione Quintet, Samm_\' Nestico Raml;
Conductor, MeDonald’s Jazz Ensemble

Claire Heldrich, percussion ensemble

Director, New Music Consort; Recor(lings on Vox, Noncsuch, CRI, New \\’1n~ld, Opus |
> I

Christopher Lamb, dcpartment chair

Principal, New York Philharmonic

Duncan Patton, percussion

Timpanist, Bletrnpo]itan Opera Orchestra

James Preiss, percussion
Pertormances: Opera Orchestra of New erlc, Stove Rcicl1 & Fricnds,

Parnassus, 20th Ccntury Enseml)]c, Broulcl_vn P])i”1annnnic, Rochester P}}i”hﬂ'lﬂnni(

J()]1n Riley, jazz percussion

Pertormances: \\”oudy Herman, Stan Getz, Milt Jackson, Dizzv Gi”cspic, Red ]\‘uulnc'\,

Rul’) A\lintzcr, JD]‘H] x\l)ercruml)ic, Jnhn Scnjr.icl(l

Dave Samuels, jazz vi])rapl]()ne
Pertormances: Spyra Gyvro, Gerry Mulligan, Pat /\lctlwn'\', John 2cofield

Car]a Blc_\', x\ntlmn_\' Davis, Franlc Zappa

Peter . Simnn, Prcsidcnt u Riclmrd I=. A\dams, Dean

For more intormation contact:

James Gandre
Director of Admissions 212-749-3023

MANHATTAN

NCHOOLD OF AN

120 Claremont Avenue New York, New York 10027-4698
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PERSON COULD SUCCESSFULLY ARGUE
that timpan are the backbone of the percus-
sion section History leads one 1o the con-
clusion that tmpani have played a very im-
portant role in the development of orchestral instrumen-
taton Great composers such as Beethoven, Berlioz,
Stravinsky and Bartok used the kettledrums in innova-
tve ways and furthered this orchestral evolution. Also,
many compaosers of band literature have used the um-
pam to lend color and vibrancy to their works Recent
composers like Persichetti and Husa have made great
strdes in continuing this percussion evolution Yet de-
spite all of this history, tmpani remains somewhat of a
mystery to most music educators and conductors and 1s
often bewildering to young percussiomsts Conductors
hope that young drummers can simply just “do 1.” It 15
not that easy Since the umpani 1s a tuned instrument, 1t
presents some urique challenges to the young player

Notes to the Band/Orchestra Director

Afl timpam must be properly mamntained,
playing on drums that are in poor condition 15 an nsult
to any player One should check the conditon of the
heads regularly Any small scrapes, holes and other marks
left unattended will become major problems The heads
must be replaced if necessary, for they DO NOT have an
nfinite lifespan All of the mechanical parts (lugs, pedals
¢te Y must be exanuned Occasionally problems can oc-
cur because many different people are using the drums
and they fail to maintain them properly. The drums
should be covered with full length drop covers of good
thickness. This will prevent an enormous amount of
abuse Finally, remember to not use the ttmpani as furn-
wire As funny as this sounds, kettledrums are quite
often used as tables and other things, i e. they are big
and just about the correct height.

Timpani must be made available for students to use.
Students do not usually have the drums at home, due to
the extreme cost and size of the set, therefore they will
need to use the school equipment. Occasionally roto-
toms and even drum set toms could be practiced upon
at home, but in reality nothing is better than the real
thing Students will need to schedule practice time dur-
ing the academic day. One must keep a schedule posted
to enable percussion students to find “free periods” in
which to practice. The kettledrums should be kept in the
music room. They should not be locked away, unavail-
able for student use. Providing a key to the room and a
sign-up schedule may be the way to solve this secunty
issue and yet provide students accessibility 1o the
drums

How to Practice Timpani
Don Dregalla

Finally, the “shlep” factor should be eliminated The
drums need to be ready to play at all times Percussion-
1sts should not have to wuste their ime moving drums
from one room to the other Since their normal school
practice peniod is too short already, onc should use
every minute i making music and not moving equip-
ment.

Proper music, materials and equipment must be
provided for each student A percussionsst, cspecrally if
he has no private teacher, may not know which maten-
als are appropnate. Obviously, extra copies of the band/
orchestra music should be available Students should
have their own copy and an extra ~ct should be lett i
the music room Books of technical studies and car
traiung exercises should also be available A tew hine
quality solo pieces should also be provided

It 15 also very important to have a good collection of
quality sucks for student use, although they should be
encouraged to have their own sticks as well One must
have more than one pair Often, schools purchase a
single pair of “muln-purpose” sticks mn an attemipt to
save money. Different music requires a variety of sounds
and different types of sticks are necessary. One should
choose quality-name-brand sticks, which cun costmore,

ey

()
As funny as this sounds, kettledrums

are quite often used as tables and
other things, i.e., they are big and just
about the correct beight.
)

but are well worth the price There are several good
manufacturers from which to choose

One must take the ume to show students how to
tune umpan To most of them, umpant is an alien imstru-
ment Most young percussionsts have experienced the
non-pitched snare drum or the rock drum set, thus pitch
15 a2 new and sometimes fnghtening concept One might
have to show the student how to read music, espectally
the bass clef. One should demonstrate the tuning tork
and pitch pipe as well as the proper method to manipu-
late the pedals If the student has never expericnced
multiple drums before, that too might be a problem Do
not assume that the student understands timpani, just
because he 15 a good snare drummer Developing a
student timpanist requires patience, direction and prac-
rical support
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Notes to Young Timpanists
(high school/junior high school players)

One should remember that organization is a key
factor in all aspects of life. Practicing musical nstru-
ments 1s no different from any other discipline. Thus one
needs to be organized in order to achieve success. This
is a new instrument and a student will need to spend
time in order to achieve success. The need to create ume
in a schedule for practice 1s extremely important. A
percussionist should practice each day, but if that is
impossible, due to other acadermuic commitments, he or
she will need at the very least some good consistent time
somewhere during the week. Many other areas of per-
cussion, such as snare drum and drum set are more
familiar and are more accessible to the student. One can
practice the set at home, but 1n all probability the tim-
pani must be played in school In short, a percussionist
must make a commitment to the instrument if success is
desired.

Over the course of several years of teaching young
tmpansts, 1 have developed a five-part approach to
practicing The approach 1s based on 30-40 minutes of
daily practice. More, naturally would be effectve, but
perhaps 1s not practical in today’s tightly-paced high
school world.

The first part of a balanced practice session consists
of a warm-up routine. How often young musicians for-
get to warm up. This warm-up 1s a simple individual
stroke exercise Start with ten strokes in the nght hand,
then ten with the left This should be completed with
twenty alternating strokes, (10R 10L 10A).

A percussionist should always try to produce excel-
lent tone quality There 1s indeed a proper tone quality
that should be coming from the drums. Strike the drums
midway between the edge and the center.

A student should also focus on both parts of the
stroke; DOWN AND UP—try to keep the strokes equal.
Younger players often ignore the rebound or ‘up’ part of
the timpan stroke.

Also, a umpanust should work on proper hand posi-
ton when playing. Using a murror helps to check hand
position while practicing. There are many different types
of hand positions and stick grips, so one’s concept may
vary What counts is that a student select one and stick
with it. I have found great success 1n the style professed
by Vic Firth of the Boston Symphony.

The second part of this pracuice regime is another
type of warm-up. Each week a student should choose,
or have assigned by his teacher, one technical aspect of
umpani playing. This study should then be perfected
and repeated if 1t is not mastered after one week’s play-
ing One simile to this in other musical fields, would be
the practicing and mastering of scales Some good ex-
amples of technical studies come from the Modern
Method for Timpaniby Saul Goodman, an absolute must
for any player. Examples from the Goodman book could
include #20-21 for cross-sticking, #22 for staccato play-
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ing, section #2 for two-drum work and section #3 for
three- and four-drum studies. There are of course many
more in this book, and one can fine find solid technical
studies available in other timpani methods.

Pant three is focused on developing smooth rolls.
Creating a good single stroke roll is one of the most
difficult tasks facing a young timpanist. The following
three-part exercise will help in developing a good finger
roll. First, point the thumbs down the mallet, using the
label as a guide. Second, make sure that the thumb and
first finger position are strong and serve as a fulcrum
point. The other fingers should be kept underneath the
stick and really propel the stick back and forth during
the roll process. One can use the following exercise
developed by Vic Firth to work on creating a firm tech-
nique. The exercise should be repeated twenty times. It
will be difficult to do evenly at first, but with practice,
contro] will be achieved.
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The fourth section of any well-balanced practice
program, the solo work, 1s probably the most enjoyable.
There are many solos available at all levels of difficulty
The teacher should assign a piece that will be appropri-
ate to the student’s level and have the student work on
the piece in preparation for a contest or recual. If no
private teacher 1s involved, which 1s often the case, the
school music director should have a working knowl-
edge of quality timpam literature at various levels. Con-
sult the P A.S. Education Commuttee articles for listings
of quality pieces. Below are four such pieces that work
well with better high school players They are in no
specific order:

JOHN BECK
Sonata For Timpani

This 1s a three-movement piece, presenting three
very contrasting musical elements. Movement one is
slow and requires a delicate touch as well as some good
clear fortissimo playing. The student is also asked to
play on the bowls of the drums. Movement two is jazzy
and quite technical. It asks the player to perform on the
drums using fingers. Movement three 1s technical, fast
and utilizes the pedals for quick tuning changes.

VIC FIRTH
The Solo Timpanist

This is an excellent collection of pieces for the solo
player. Almost every aspect of technique and musicality
are covered in this collection. Many of the pieces are



difficult and perhaps beyond many high school players,
but many are within the grasp of good high school
timpanists.

DANIEL JONES
Sonata

This is a rather unusual piece that requires great
musicianship.

ALEXANDER TCHERPINEN
Sonatina For Timpani

This is another good musical work well within the
grasp of high school players. There is also a piano part,
which will introduce the student to playing the kettle-
drums with another player. It really is a ‘must do’ at least
once.

The final section, part five, of this practice outline is
perhaps the most important; ear training. For most young
players this could be a completely foreign concept. Each
student must practice with a tuning fork or pitch pipe for
it is very important to try and recognize where concert
‘A’ or ‘Bb’ are. They must work on interval recognition,
especially perfect 4ths and 5ths. The students must dis-
cover the range of the drums and know where the notes
lie on each drum. When tuning, the player should scoop
up the correct pitch. It is much easier to hear the pitch

See us at
PASAC '90
Booth #78

when approached from below. One should play out
while tuning in practice, but learn to tune quietly in
rehearsals and performance. One hint; after the percus-
sionist hears the pitch, have them sing it back. This will
help the process and do wonders at checking tone.
Once the pitch is sung, then tune the drums.

Fitting all five parts of this routine into a 30-40 minute
period requires extreme concentration and organiza-
tion. This is something that many young players do not
have, but must develop. Much cooperation is needed
between students and school directors regarding sched-
uling, drum availability and support. Through a careful
and organized practice routine, young players can
achieve real progress on timpani, and have the ability to
become fine performers. m

Don Dregalla is a graduate of the New England Con-
servatory of Music. He is currently bead of instrumental
music at Milton Academy (MA) where be also conducts
the orchestra and wind ensemble. Don is a member of
the PAS Education Committee.

GP PERCUSSION

TIMPANI MANUBACTURERS

SOLO MODEL PEDAL TIMPANI
Clear Focused Pitch Center
Hand Hammered Pure Copper Bowls
Rich Resonant Sound

Powerful Smooth Pedal

Gp>
Gp>
Gp>
ap>

STUDIO MODEL CRANK-CHAIN TIMPANI
(P> Hand Operated Tuning
CGP> solo Model Sound

HISTORICAL TIMPANI

(P> Authentic Reproductions

FITS-ALL TIMPANI TUNING GAUGES ™
(P> Quiet Accurate and Convenient
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Percussion Ensemble—Call For Tapes Replaces Percussion Ensemble Contest

% OR THE PAST SIX YEARS HIGH SCHOOL
and college/university percussion ensembles
‘65#_; have been selected to perform at PASIC by
“winning” the Percussion Ensemble Contest.
In reality the contest had little to do with winning and a
lot to do with who would be invited to play at PASIC.
Those who entered the contest were motivated by the
opportunity to perform at PASIC, while a large percent-
age of PAS members who disliked contests declined to
even submit tapes for consideration.

Poor enrollment plagued the Percussion Ensemble
Contest since its mnception. Sixteen groups entered the
first contest 1n 1985 In the years to follow, enrollment
declhined sharply, leaving only a few contestants each
year Eventually it became evident to all concerned that
a change 1n the contest was imminent.

When the Percussion Ensemble Committee met at
PASIC '89 in Nashville, full attention was given to re-
aligning the philosophical direction of the Percussion
Ensemble Contest. Considerable discussion tool place
with regard to moving away from a “winner/loser” event
and emphasizing instead the selection of a predeter-
muned number of outstanding ensembles to perform at
PASIC As a point of reference, the Percussion Ensemble
Committee consulted the guidelines used by MENC for
selecting musical groups to perform at the MENC Na-
tional Conference. In doing so, the members of the
Percussion Ensemble Commuttee chose to utilize a simi-
lar format for selecting percussion ensembles to play at
PASIC

The committee moved to retitle the Percussion En-
semble Contest and voted to call it the “Percussion
Ensemble-Call for Tapes.” It was determined that the
existing guidelines could con-

Douglas J. Wolf

By slightly shifting the focus of the Percussion En-
semble Contest, the “Percussion Ensemble-Call for Tapes”
offers PAS a new philosophical direction and creative
outlet for percussion ensemble activities. The statement
of purpose for the “Call For Tapes” reads as follows:

The purpose of the “PAS Percussion Ensemble-Call
for Tapes” is to encourage, promote and reward musical
excellence in percussion ensemble performance and
compositions by selecting the most qualified high school
and college/university percussion ensembles to appear
at the annual convention.

It is the hope of the Percussion Ensemble Commit-
tee that the new philosophical direction will encourage
greater participation and enable PAS to feature a wide
range of high school and college/university ensembles
in showcase concerts at PASIC. I encourage you to con-
sider performing at PASIC in the future and to submit
your ensemble materials to the “Percussion Ensemble-Call
for Tapes.” By increasing the number of applicants, we
will ultimately be able to increase the number of percus-
sion ensemble slots at PASIC. Furthermore, I can assure
you that there is no greater reward than performing for
your percussion colleagues at PASIC. Thus is a “musical”
experience which far surpasses merely winning a con-
test m [For more information, see page 57.]

Douglas J. Wolf is bead of the Percussion Program at
the Unwversity of Utab. He is past President of the Utab
Chapter of the Percussive Aris Society and currently
serves as Chairman of the Percussion Ensemble Com-
mittee for PAS. Additional members of the Percussion
Ensemble Committee include Richard Gipson, Bob
Hobner, Pbil Faini and Chris Shultis.

tinue to be used as an effecuive
means to process applications
and tapes. The committee also
expressed strong support for
the practice of numbering each

American Drum

tape 1n order to insure ano-
nymity. Finally, the commuttee
agreed that in the future, judges
would simply be asked to rec-
ommend the most qualified
ensembles to perform at PASIC
rather than selecting a desig-
nated winner.

“We make mallets... that Revolutionize the Industry!”
Write for a free catalog.

8440 Barrens Rd., N.W., Roanoke, VA 24019  Ph.(703)563-1884

American

i Drum 5

of Virginsa
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ACH YEAR THE PERCUSSIVE ARTS
Society holds auditions to select two percus-
sion ensembles to perform at its annual con-
vention. The auditions are divided into the
classifications of high school and college level ensembles.
To participate in the competition, ensembles send audi-
tion tapes to a PAS selection committee, which, in turn,
selects winners and runners-up at both the high school
and college levels. For PASIC '89, held in Nashville,
Tennessee, the two groups selected to perform were the
McAllen High School Percussion Ensemble, McAllen,
Texas and the Shepherd School of Music Ensemble of
Rice University, Houston, Texas, directed by Richard
Brown.

The first group to perform at the convention was the
college ensemble. For some of the ensemble members,
it was their second year to play at a PASIC. In 1988, a few
of the ensemble members played for the pre-convention
concert in San Antonio, Texas. For PASIC 89, the Shepherd
School ensemble performed a concert which inciuded
traditional compositions and a taste of jazz.

As part of the concert, the Continuum Percussion
Quartet performed Fourscore (1985) by Irwin Bazelon
and Third Construction (1943) by John Cage. The Con-
tinuum Quartet is made up of students from the Shepherd
School Ensemble and rehearses as an independent en-
semble. As stated in the concert program, the purpose of
the quartet “is to present works for percussion that are
intimate and engaging in ways that are only possible
with a small ensemble.”

The Shepherd School percussion program is made
up of eleven members
ranging from freshman to
graduate students. Each
year the school accepts

1989 PAS Competition Winners
Tony Cox

School consists of about thirty students. To select the
students that would perform at PASIC 89, director Scott
Reddoch chose the top ten percussionists from the first
concert band. Since the ensemble doesn’t have a regular
meeting time during school, the group was forced to
rehearse after school. Preparation for the concert began
in September and continued until the convention. Besides
the percussion ensemble, the percussion students at
McAllen can also participate in a marimba ensemble and
a steel drum band. Of the three groups, only the steel
band meets as a regular class during school.

For the group from McAllen, this was their third year
to audition for the ensemble competition. The level of
students in the McAllen group ranged from ninth to
twelfth grade. Unlike the Shepherd School ensemble,
this was the first trip to PASIC for the high school group.
The members of the group were very excited about the
convention and admitted to being just a little nervous
about performing for so many percussionists. In the
end, however, the students from McAllen gave an out-
standing performance.

At the conclusion of both concerts, the students and
directors were very happy with their groups’ perfor-
mances and with the attendance at both concerts. Both
directors wished to thank their school for the financial
support to attend the convention. Also, the directors
were very grateful to all the manufacturers that donated
instruments for use during both concerts. The PAS Per-
cussion Ensemble Contest concerts puts the potential of
percussion ensembles in perspective for PASIC attendees.
For further information on how your group can partici-

two freshmen and one
graduate student into the
percussion studio. Prima-
rily, the studio is designed
to prepare students for
performance-oriented ca-
reers in the field of per-
cussion. Some of the
specific areas of study at
the Shepherd School in-
clude jazz improvisation,
Latin percussion and
playing in the recording
studio.

The percussion pro-
gram at McAllen High

McAllen High School Percussion Ensemble
McAllen, Texas
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pate, contact your state PAS chap-
ter president or the PAS main of-
fice in Urbana, Illinois. =

Tony Cox is currently a Gradu-
ate Teaching Assistant at East
Carolina University, Greenville,
North Carolina, where be studies
percussion with Harold Jones and
Mark Ford. Mr. Cox holds a B.A.
in Music Industry from Middle
Tennessee State University,
Murfreesboro, Tennessee.

UDU: CLAYTONE"

New precision-molded

clay drums
at accessible
prices

. ubD UM
UTE 67, BOX 126, FREEHOLD, NY 12431
{518) 634-2559

marimba one

eSS

=~ \'l

Excellence in concert marimbas, tailored
to the needs of the individual.

We also offer professional bar retuning,
bar replacement, and rebuilding services
on all bar percussion instruments.

P.O. BOX 786 + ARCATA, CA 95521
RON SAMUELS (707) 839-5725

Shepherd School of Music Ensemble of Rice University
Houston, Texas

FUN MUSIC

Quintet with Jazz overtones.
Portico $28.00
Melodic ensemble for 10 players
Jazz/Rock trio for Vibe,Timp& Set

Tom Gauger
23 Auburn St.
Brookline, MA 02146

John Bergamo

on CMP records

ON THE EDGE
"Solo percussion tour de force”

IN NEED AGAIN with Repercussion Unit
" America’s most vital percussion ensemble”

BRACHA
“profoundly beautiful recording"”

fromTalamala
P.O. Box 247 + Piru, CA 93040 » 805/521-1648
Cassette $8., LP $10,, CD $15.

Send S.A.S.E. for sheet music catalog.

Steve Weiss
now has over

500

selections
of music

and

method books.

Write or call for
a free list.

Steve Weiss Music
1352 Wagner Avenue

P.O. Box 20885

Philadelphia, PA 19141
215/329-1637 or 324-4355
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O WHAT'S YOUR OPINION? NOW YOU
%2 have the opportunity to share your ideas on
topics covered in Percussive Notes. With
each 1ssue PN will offer a question on a spe-
afic topic and readers will then be asked to respond
with their opinions, either positive or negative. Your
thoughts are important and this shanng of ideas will
help the percussive arts to grow

Here is this issue’s question It concerns the PAS
Percussion Ensemble - Call For Tapes. (see Doug Wolf’s
and Tony Cox’s articles.)
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Forum

Why do you think there bas been such poor
participation in the PAS Percussion Ensemble
contest over the years? What is your reaction to
the change from “contest” to “call for tapes” initi-
ated by the PAS Percussion Ensemble Committee?

OK, let’s hear it. Put pen to paper and take a stand!
We need to hear from you! Send your response to

Mark Ford

Focus on Education Forum
School of Music

East Carolina University
Greenville, NC 27858

What role (if any) should steel drum instruc-
tion and performance play in a percussion major’s
undergraduate education?

Dear sirs:

I am writing responding to the “Focus on Educa-
non” which appeared 1n the April 1990 1ssue of Percus-
sive Notes The question for that issue concerned steel
drum performance n the college curniculum

First, let me state that I am in favor of required steel
drum mstruction and performance for percussion ma-
jors, but as a former percussiorust turned businessman, 1
find 1t hard to beheve that PAS could support such a
notion There are plenty of tradiional percussion instru-
ments to keep the student percussionist busy (some
should be busier than others!)

However, 1t 15 evident by your articles that the steel
drum 15 quite popular It 18 amazing that there are so
many bands with so few builders 1 am interested in
purting together a company to manufacture steel drums.

Forum Response

Let’s face it, right now a raw 55 gallon barrel can be
bought for around $25 and turned into a beautiful instru-
ment for as much as $1000! (Now that's a glonfied
garbage can!) A well run business could possibly reduce
that high mark-up as much as 25%. Think of the savings
that schools could benefit from by bypassing the single
craftsman The American industry has proven that it can
manufacture better goods than any competitor (the pos-
sible exception being the compact automobile) With
the demand for steel drums increasing with such profit-
able percentages possible, we will be sure to see the
mass manufacturing of steel drums soon.

Sincerely,

Mr. Rusty Hammer

President, Big Barrels Incorporated

Panhandle, FL
Editor’s Note: OK, tbis is a bogus letter (no joke?)
Percussive Notes did not receive one letter (zero) in
response to our initiation of the “Focus on Education”

Forum back in April. So I
ask the question that bas

free brochure.

®

THE SYMPHONIC CASTANET

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

Frank Epstein ¢/o The Boston
Symphony Orchestra, Symphony Hall,
Boston, MA 02115.

plagued editors for years, “Is
there anyone out there?”
Your opinion is important!
Check out the forum in this
issue and let us know what
you think. m
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The Philadelphia Connection

Michael Bookspan, Principal Michael Rosen, Professor, Oberlin Richard Weiner, Principal
Percussionist, The Philadelphia Conservatory of Music, Former Percussionist, The Cleveland
Orchestra, Professor, Curtis Institute Principal Percussionist, Milwaukee Orchestra, Professor, Cleveland
of Music. Symphony Orchestra. Institute of Music.

Because of its tradition and heritage, Philadelphia is a special place
for percussionists. These three artists grew up in the Philadelphia
tradition, and continue a legacy of excellence:

* they are all first chair men and teach at first-tier music schools

* all three will be featured at PASIC 1990

* their schools all own KORI percussion instruments

* they have selected KORI instruments for their personal use.
Their standards are the highest, they demand the best instruments

for their students, and they want the best for themselves. Only
KORI artist-tested instruments will meet these requirements.

The Philadelphia heritage of great sounds is a true Philadelphia Story, that
continues with the sound of KORI rosewood marimbas and xylophone:s.

KORI

YOU KNOW US BY THE COMPANY WE KEEP
Quality Rosewood Xylophones & Marimbas

Consultation and Service by an Artist Professional
1414 South Main Street ® Royal Oak, M| 48067
(313) 546-4135 ® Cable Address “CUSTOMUSIC™ ® FAX No. 313-546-8296

Toll Free (800) 521-6380
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ORWAY—"“THE LAND OF THE MIDNIGHT
sun!” A land of crystal clear streams and
fiords, pine trees and mountains' Thus 1s the
prcture that comes to mund when one thinks
of this beautiful Scandanavian land It 1s however, also a
land where an interest in percussion 1s rapidly growing,
where competition for jobs 1s getting stiffer, and most
importantly, where the level of playing and instruction 1s
nising at a fauly fast pace It1s this unknown “picture” of
Norway which concerns us here 1 will attempt to de-
scribe it, albeit in a general way, with the result that the
reader will at least gain a feeling of what has been and is
gomg on here regarding percussive education

In order to do so, we need to take a very quick look
back in time to 1964 or thereabouts to see what percus-
sive life was like then Up unul this period, percussion
teaching was mainly 1n the hands of musicians con-
nected with the local orchestras in Oslo, the Oslo Phil-
harmomc (then known as the Philharmonic Society
Orchestra, that name lasted until 1979) and the Norwe-
gian Opera, and 1in Bergen by those associated with the
Bergen “Harmomen” (since 1987 known as the Bergen
Philharmonic). With the arrival ot Per Enk Thorsen as
prinaipal percussionist in the Oslo Phulharmonic, and of
Paul Haegeland in Bergen, things changed over the years
Each was mstrumental in developing a program in their
respective cities which gradually wurned out students of
sufficient caliber to cairy on the work that they started
into the 1970s, 1980s and now the 1990s

In Oslo, Per Enk Thorsen, solo percussiomst with
the Philharmonic from 1964 through 1987, and currently
a member of the section, is considered by many to be
the “founding father of modern percussion teaching”
due to his work not only with the Philharmonic and his
many recordings of contemporary Norwegian literature,
but also to his years on the faculty of The Norwegian
State Music Academy (known here as Norges
Musikhogskole), and later The East Norway Music Con-
servatory (Ostlandets Musikkonservatorrum) Many of
his former students are carrying on the work he began,
4nd have succeeded him on the faculties of both nstitu-
tions His systematic and thorough approach to teaching
brought organization to the system and was instrumental
in raising standards of both teaching and playing. In
Bergen, Paul Hegeland did somewhat the same with his
work at the Orchestra and the Bergen Music Conservatory
(Vestlandets Musikkonservatorium). In Stavanger,
Trondheim, and in regions further north, percussive
education has developed at a much slower pace, due
mainly to the population distribution, which is centered
in the main cities of Oslo, Bergen and Trondheim. Indeed,

Percussion Education in Norway
Andrew P. Simco

in Trondheim and the north, 1t 1s sull somewhat 1in an
embryonic form Chrishan M Berg, 1 the newly ap-
pointed solo percussionist with the Oslo Philharmonic
He cites the lack of a sufficient student enrollment at the
local conservatory as a major barrier to growth in this
area. During his time in the Trondheim Symphony, there
were at most two or three percussion students at the
music conservatory there

The best way to enable the reader to understand
what percussive hife, especially in an educational sense,
is like 1n Norway today would be to follow a “typical”
student’s course of instruction from youth to college and
career opportunity, As we come to each stage, the au-
thor will describe the type of instrucnion available along
with any method books used

The “typical” percussion student starts out assod-
ated with a school band called 1in Norway “skolekorps”
or “Janitskorps.” Just about every elementary school
(called barneskole) has one, and the band 15 run by the
parents who make up the Board of Directors They hire
the band director and any instrumentdl instructors
needed, which in our case includes a percussion instruc-

oy

The student begins as
an “aspirant,” literally an
aspiring musician, one who is

given instruction, but not
allowed to perform with the
band until bis sRills mature
sufficiently to enable bim to
manage at least the simplest

requirements.
~

tor. At this stage, the nstructor 1s either a very good
student from the conservatory or a young profession.il
just getting started The student begins as an “aspirant,”
literally an aspiring musician, one who 15 given mstruc-
tion, but not allowed to perform with the band untl his
skills mature sufficiently to enable him to muanage at
least the simplest requirements Instruction at this stage
is at its most basic, the student being given a pun ol
sticks and a printed tutor (texn), plus some “Daily Practice
Exercises” usually written by the mstructor The student
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usually works out of these for several weeks or months,
or until he is sufficiently trained to progress to full mem-
bership in the ensemble itself. Age of the players ranges
from 8 years to 15 years, with the older players generally
playing the more complicated instruments. The student
learns basic techniques on bass drum, cymbals with a
little glockenspiel thrown in. Thus equipped, the stu-
dent participates in the events of the band, concerts and
parades looking forward to the “Big Day” for the korps,
the 17th of May, “Syttende Mai,” Norway’s Constitution
Day, in which all of the local skolekorps march in the
famous “Children’s Parade” Every city and town has
their own celebration on that day.

In addition to the weekly practice sessions, the korps
provides semu-annual seminars for the members. These
are usually held on weekends, and are usually an over-
night affair, with instruction on both Saturday and Sun-
day. They involve the whole band, which breaks up into
groups according to instruments. The percussion 1s taken
as a section Instructors for these seminars are either
advanced students from the music conservatory or pro-
fessionals The author has personally conducted several
of these seminars, and can explain from experence the
“goings-on” What 1s involved here are demonstrations
of technique, (everything 1s done 1n group mstruction),
ensemble playing, and going through the music the
band plays regularly The seminars are designed so that
the student will “stretch” him or herself Here is an
example Saturday morning, 9 30-12 00, group techni-
cal instruction covenng specifics on snare drum, bass
drum, cymbals, traps and keyboard instruments. Satur-
day afternoon, 1 30-4 30,more of the same, plus en-
semble training, using the Tom Brown senes Thus teaches
them to listen not only to what they do, but to each
other Sunday morning, 9 30-12 00, group mstruction
with emphasis on music the section has been playing in,
or will play.

Depending on the student’s interest, age and capa-
bility, method books vary The most often used book for
the skolekorps percussion student 1s the “Practical In-
struction in Snare Drum,” by the noted Norwegian com-
poser and percussion pedagogue, Kjell Samkopf The
book comes in two volumes, and 1t 15 quite simple and
direct. The nearest equivalent the Americans have would
be the well used Rubank Elementary Series. As men-
tioned earlier, emphasis on percussion nstruction dur-
ing the skolekorps years is on snare drum with bass
drum and cymbals coming next in prionty Mallets are
next and timpant 1s last to be taught and mastered. Most
korps in the outlying areas include at least glockenspael,
with the larger cities including xylophone, marimba and
chimes However, in the outlying areas, tunable rototoms
are used as umpani substitutes due to the lack of funds
and also of adequate instruction. The larger cities have
gradually rectified this situation since most of the korps
now own their own timpani. However, for the most part
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timpani remains the most difficult of the percussion
instruments for the student to master

Before we move on to the high school level, a note
of explanation is needed concerning the types of
schooling. In America, one has the elementary school
(from grades 1-6), junior high school (grades 7-9) and
high school (grades 10-12). In Norway, the system is
somewhat similar, although starting age for pupils is 7
years. Elementary school, called here “Barneskole,” goes
from grades 1-6; the equivalent of junior high, called
“ungdomskole,” covers grades 7-9 and high school, which
is called “Gymnas,” or “Videregende skole,” covers
grades 10-12.

We now look at percussion life at the high school
level. When the student reaches the age of 15 or there-
abouts, he is finished with skolekorps and ungdomkorps
in general. Although if interested, they can progress to
the amateur adult bands, called “voksnekorps.” If the
student is sufficiently skilled and exhibits musical talent,
he or she might not go to the regular high school, or
“gymnas”, but might apply to and attend “videregende
skole.” This offers most of the regular high school cur-
riculum with the special addition of an expanded cur-
riculum 1n the student’s field of interest, in our case,
music. The school has a “musikklinje,” a music curricu-
lum containing instrumental instruction, theoretical sub-
jects, ear training, music history and ensemble. This
curriculum 1s designed to help students learn more about
music in addition to developing their instrumental skills.
1t also helps them determine their future course of edu-

canon

N OSLO, THERE ARE TWO SUCH SCHOOLS
with music as an emphasis, Manglerud
Videregzende Skole, where the author 1s re-
sponsible for the instruction of percussion;
and Foss Videregaende Skole, where Anders Rgnningen,
umpanust of the Norwegian Opera Orchestra, is in charge
of the program. Since the videregande skole covers the
high school curnculum, the music curnculum is also a
three year affair This brings the student to his or her
18th year and college. Percussion nstruction at this level
1s more 1ntensive than at the elementary level. My own
experience as an instructor at Manglerud Videregaende
skole can provide a pattern for the type of instruction
offered. The first year student receives a more thorough
grounding 1n the rudiments of percusston with emphasis
on snare drum and mallets The emphasis in lessons is
for the students to organize themselves properly through
practice procedures involving rudiments, sight reading
and preparation of pieces for performance.

Many of the first year students have had irregular
instruction at best (mainly involving seminars and
occasional visits from the instructor who didn’t neces-
sarily teach every week). I tend to go over the basics of
each instrument rather thoroughly “from the ground up”




sa to speak To aid the student, the Podemski method
on snare drum provides excellent assistance, as do the
Goldenberg books on snare drum and mallets T also
encourage the students to use the *Stuck Control ' series
on snare drum. This book by G L Stone has proved
imvaluable n the development of the roll and other
rudimments

The first year students are not subjected to any juries
so they are free to concentrate on developing their tech-
mcal and musical skills In both the second and third
year the student 1s expected to play sems-annually be-
fore a jury of music teachers on snare drum, mallets and
umpant We continue to develop tone and technique,
but the emphasis changes to performance Together the
student and teacher choose pieces that will best serve
the student's needs, and the student 1s then put through
his or her paces. They have the opporturuty to “try our”
each pece dunng student concerts This builds therr
confidence and prepares them well for the jury Offi-
clally, the school offers ensemble raiming, a wind and
percussion ensemble one semester, and a jazz ensemble
the next. While there is no specifically planned percus-
~sion ensermble, I try to have several percussion ensemble
sessions a year in addifion to the regular teaching

My colleague over at Foss Videregande skole has
his own method of reaching, but the goals and the basic
methods are the same At this stage, the student has
reached the end of his 3 year course of srudies, and now
must choose the course of s higher educanon This
educanon may be mterrupted by 4 one-year stint in the
mithtary forces, (compulsory for all males of 18 and over),
in which case the student, if sufficiently diligent, may
enter one of the many nulitary bands scattered through-
oul Norway. After lus ane yeur in the military 1s over he
returns to the college scene, subject of course to college
entrance exams and auditions

The serious student should by this point have had a
chance to seek our as many perfornung opportunities as
possible through the adult “janitskorps,” and through
the Norwegian Amateur Symphony Orchestra League
which offers summer and winter semuinars and concerts.
Also available 1s the Norwegian youth Symphony which
meets every summer up in the peaceful villuge of
Elverum Entrance is by application and a small supend
1s offered 1o the successful applicant to help with ruition
and room and board The Youth Symphony rehearses
and trams for 4 series of three or four concerts perform-
ing demanding literature such as Mahler’s “Fifth Sym-
phony,” Stravinsky s “Le Sacre du Pnntemps,” Holst's
“The Planet,” Nielsen's “Fourth Symphony ' and other
such hterature The students are given several days of
intensive structon at the beginning of their season
(usually the month of August) After the week or so of
intensive imstruction, which includes just about all of the
literature 10 be covered during the season, the students
then go into rehearsal and concerts This program, insti-

tuted 1n 1973 by Harry Kvaebek, Leif Jorgensen and
Karsten Andersen has been a nch source of matertal ton
the orchestras in Norway today Rolf Cato Raade, tor

merly tmpanist of the Trondheim Symphony and newly
appointed to the same posiion with the Swedish Racho
Symphony, 1s a graduate of Elverum, as 1s Tom Vissgren,
nmpanist of the Bergen Philharmonic, Runce Martinsen,
solo percussiorust of the Norwegian Opcera and Bjoin
Loken, now on the faculty at East Norw.ay's Music Con-
servatory, to name 4 few

HILE THE YOUTH SYMPHONY IS OPEN
to students of high school age, it 15 usually
high school seniors and college students who
take part As mentioned before, the Norwe
gran Amateur Symphony Orchestra League, with its sen
annual seminars and concert serics, 1s the more usual
route for students to develop their potental
moving on to the college level, one last word concern
g videregande skole Not all students who are tal-
ented and have a desire to try thewr hands at 4 music
curriculum are able 1o get in So what often happens s
thar the student may enroll in a4 normal gymnas (high
school), and also tuke private instruction through the
nearest videregxnde skole us a sort of aspirant He o
she pays extra for a weekly lesson mn order to keep up
his or her percussive abthuies, and at the end of thiec
years may apply to the school for a position in a special
Fourth Class. This class 1s strictly devoted to instrumen
tal music, theoretical and eartraining It 1s a4 course de
signed for those students who have the desire 1o pre-
pare for u college music progiam and are sufficiently
prepared for the one year course The course 1s hterally
a “cram session” with auditions at conservatories and
entrance exams the main goal Entrance to the course 1s
by audition and entrance exam

Let us now assume that the student has successtully
completed hus or her lugh school studies, and has passed
the entrance requirements for 1 music school The mam
schools of opportunity include the Norwegian State Mu-
sic Academy, East Norway Music Conservatory i Oslo,
and the West Norway Music Conservatory in Bergen
There 1s also the Rogaland Music Conservatory n
Stavager, and the Trondelag Conservatory in Trondheim
But due to enrollment and populaton, most of the work
1s done 1n Oslo, Bergen, with some progress in Stavanger

The music courses available to the student are very
stmilar to those in Amenca For example, at the Acad-
emy 1n Oslo there 15 a four year course, with the graduat-
ing student being known as a “kandidat,” which ts simular
to a Bachelor’s program A fifth or sixth year successfully
completed gives the student 4 "Diplom,” the equivalent
of a Master’s degree

The percussion staff of the Norwegian State Music
Academy 1s presently made up of three individuals, Kyell
Samkopf, noted percussionist, composcr and pedagogue,

Betord
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Trygve Wefring, assistant timpanist with the Oslo Phil-
harmonic and for many years percussionist with Norway’s
“New Music” Program; and Rune Martinsen, from the
Norwegian Opera. Kjell Samkopf has the primary re-
sponsibility for keyboard mallet instruction and admin-
istration. Trygve Wefring ieaches timpani and percussion
ensemble and Rune Martinsen concentrates on orchestral
percussion and snare drum The students receive one
hour a week on each main area of percussion which
means up to three hours weekly.

Regarding timpani instruction, the incoming student
has to show some facility with tuning, as well as basic
technique. From that basis, the goal of the students both
at the Academy and Conservatory
1s to improve both tuning and
technique and to instill in them a

throughout the school year. The Oslo ensembles appear
on the series of concerts held at the famed Edward
Munch Museum, as well as at various schools. In addi-
tion, they have been very active in appearnng at the
yearly symposium of the Norwegian Percussion Club.
The students are subject to a jury exam semi-annu-
ally from the second year on and are expected to give a
recital, especially if they participate in the “Diplom”
program. They can choose the program and some choose
to perform a solo work with the orchestra
From then on 1t 1s every man for himself in the
increasingly competitive job market in Scandanavia.
There are opportunitties to play free-lance in the the-
aters, as extras with the Oslo
Philharmonic, Bergen Philhar-

v monic, Stavanger Symphony,

concept of a sound that will en- Trondheim Symphony and the

able them to play well, both or- ...the standard Of Norwegian Opera Orchestra

chestrally and in a solo capacity. laying and teachin, when needed Also teaching with
y ty ying g

The Goodman “Modern Method
of Timpani Playing,” and Fred
Hinger’s “Timpani Technique for
the Virtuoso Timpanist” are the
most often used books. Works
such as the “Sonata,” by Daniel
Jones and Elliot Carter's “Eight
Pieces,” to name a few, offer the
student scope for developing solo skills. The orchestral
repertory is covered and often relates to what the Oslo
Philharmonic 1s playing in a particular week, especially
if 1t 1s a work such as “LeSacre,” or any of the Mahler
Symphonzes, etc

Mallet instruction 1s quite thorough. Students must
master the intricacies of the marimba, xylophone, vibra-
phone, glockenspiel and chimes Emphasis is placed on
techmque, musicality, sight-reading and tone. The Leigh
Howard Stevens “Notebooks” Volumes 1 and 2 provide
an excellent guide here along with sight-reading mate-
nal and exercises chosen by the vanious instructors Rob
Waring, noted vibraphonist and free-lance musician from
New York, 1s also on the faculty of the East Norway
Conservatory, and has wntten many fine exercises and
instructional aids for vibraphone So there is no lack of
proper instruction 1n this area. George Hamilton Green’s
“Fifty Studies” for Xylophone 1s also used.

Concerning snare drum, the Goldenberg “Modern
Method” provides a good basis, especially with its sec-
tion on orchestral percussion Sight-reading for junes
and exams comes out of this book. The Delecluse series
of “12 Etudes” 1s also a nch and rewarding source of
sight-reading material as well as his “Inittum.”

Each of the schools field a fine percussion ensemble
The Academy’s program is under the direction of Trygve
Wefring. The Conservatory 1s under the direction of Rob
Waring and there 1s one at the Rogaland Conservatory,
under the direction of Ivar Atle Fjordheim, umpanst of
the Stavanger Symphony Each ensemble gives concerts
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is immeasurably bigher
than it was

even 15 years ago.
¥ standard of playing and teaching

the various korps is an option
Due io the efforts of the fac-

ulties of the above mentioned

schools and conservatories, the

1s immeasurably higher than it

was even 15 years ago. The results

can be seen in the increasing
number of fine musicians turned out by the schools 1n
demanding positions: Chrnistian Berg, Oslo Phulharmomnc
since 1989, previously Trondheim Symphony, 1984-89;
Tom Vissgren, timpanist, Bergen Phulharmonic since 1983,
Hans Krstian Kjos-Sgrensen, acting principal, Bergen
Phitharmonic, (from January 1990) These are just a few
of the students who have profited from the example of
Per Erik Thorsen and his successors who have done
much to ensure the future of percussion in Norway.

Percussion is indeed alive and well in Norway! =

Andrew P. Simco received bis B.Mus. and M Mus. in
Dercussion from the Manbattan School of Music where
be was a pupil of Fred D Hinger and James Preiss. After
graduation in 1975, he worked freelance in New York
until 1977, when be was appointed timpanist of the
Albany Sympbony and Lecturer in percussion at
Dartmouth College. In 1980, be was appointed Adjunct
Instructor of Percussion at the University of Evansville,
and timpanist with both the Evansville Philbarmonic
and Owensboro Sympbony Orcbestras, positions be beld
until 1983, when be was appointed solo timpanist of the
Oslo Philbarmonic, a position be still bolds. Since bis
appointment in Oslo, be bas served as percussion coach
unth the Norwegian Youth Symphony, substitute lecturer
in percussion at the Norwegian State Music Academy,
and since 1984 bas been lecturer in percussion al
Manglerud Videregeende Skole



10 great reasons to get serious
about your music career.

\ K d

TETER DONALD MELE HOL GHTON
Provrim Co Dinector Prigram Co Director

AN CRLO
b aldty

BRIAN KIIGORE
Facult,

Whal's the surest way to get ready for
your big break? Studying with masters like
ihese—in person—in the world's busiest
ontertainment center

The acclaimed Grove School of Music
in Los Angeles is proud to offer drummers
and percussionists the most exciting one-
vear study opportunity in the world Never
before has there been such an intumate
chance to learn from wp pros who have
wllecevely spent mote than 200 vears mak-
g a nmng playing drums and percussion

The Grove Percussion Program has been
preaision-crafted o pack a lifenme of learn-
g into s little as one intensive yeat.

yore

SCHOOL OF MUSIC

EMIL RICHARDS
Faoulty

DALID CRIGGER
Faculty

In addition to our ongoing Master
Class Series which provides close contact
with some of the most prominent names
1n music today, Grove's instructors ate
world class all-stars themselves Program
Co-Directors Peter Donald and Steve
Houghton, along with the faculty shown
above, have designed a program thar will
teach you the performing and record-
ing techniques that the music industry
demands of 1ts finest drummers and per-
cussiorusts Wharever your ability, the
Grove School tailors the level of study—
and playing situations—to meet your
individual needs.
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MAIL COUPON TO Grove School of Music, 14539 Sylvan Street, Van Nuys, California 91411 (800) 23-GROVE

PHONE ( )

PLEASE PRINT
[0 14 like to know more about the Grove Percussion program

NAME O I4d like to know more about the programs checked below:
STREET O Bass O Guitar

O Acoustic Composing and O Keyboard
CITY Arranging O Professional

O Electronic Composing and Instrumental
STATE Z1P Arranging O Recording Engimeenny
STATE O Film/TV Composing [0 Songwriting

O General Musicianship O Vacal

P T S N T T T T T S )

N & # & 4 & &4 @ 8 e 9 8 6 & B e P e B ¥ S G B e " s s 4 e s e s o 0 o

JOFIN FERRARO
Baculty

CHIICK SILVERMAN
Faoulty

TUINCONTY
Faculty

HEFRALT AT
faculty

So now you can learn from the best, all
under one roof If you want to make a hving
doing what you love, send us the coupon
below. We'll send you more information
about the Grove School’s Percussion Pro-
gram and exciting new facthities Or call us
wll-free at (800) 234-7683. Get serious,
and find out whart a difference a year makes

yore
SCHOOL OF MUSIC

Building careers in mustc.

PR T A T T T T R I
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Join with

EMIL RICHARDS
ED MANN
GLEN VELEZ
JOHN BERGAMO
MIKE FISHER

and other top pros who turn to
Interworld Music Associates for
soulful Bali gongs, Bronze Drums,
specialty cymbals, and innovative
videos, recordings and instruc-
tional materials. Make the IMA
connection for unique sounds and
exciting percussion products.

Interworld Music helping to
bring together our world’s music
and musicians — uniting tradi-
tions with the contemporary.

Visit us at PASIC 90
Booths 42-46

For information contact:
Interworld Music Associates
67 Main « Brattleboro, VT 05301
(802) 257-5519

We at REPAIRCUSSIONS believe that our instru-
ment repair service and custom work 1s the best availa-
ble But if you don’t take our word for 1t, here's what
some of our clients have to say

"REPAIRCUSSIONS represents the highest quality work-

manship tn the percussion world ”

John Beck
Professor of Percussion,
Eastman School of Music

"REPAIRCUSSIONS has done the highest quality of repair
work, both on my instruments and on those of the Rochester

Philharmonic I recommend REPAIRCUSSIONS for any

i kind of percussion maintenance or service”’
‘ Bill Cahn
NEXUS Percussion group,
Rochester Philharmonic
""Keep up the excellent work!”
Gary Olmstead
Former President, PAS

What could we add to that?

WE WORK ON EVERY INSTRUMENT AS [F
IT WERE OUR OWN

Repaircussions

Brian Stotz, Owner
For a free brochure-

22 Jemison Rd , Rochester, NY 14623 (716) 436-7630

38 Percussive Notes

PERCUSSION? 1f you didn’t
buy from me. . . you probably paid

too much
Bobby Wantuch
Drum Products Mgr.
Percussionist/ Teacher Unbeatable prices and great

selection too! The equipment
and accessories in the brand
names you want. Ludwig,
Musser, Paiste, Pearl, Remo,
Sabian, Zildjian, Adams, and
lots more.

Qet our FREE
giant discount
Percussion Catalog
today!

TOLL FREE
1-800-348-5003

"wwuunwwn
N the BRASSWIND

19880 State Line Rd.
South Bend, IN 46637

It'sTheTeacher’s Aid.

Presenting RealFsel™._the pads that make practicing and teaching fun' Made i the U S A
with pure (nm rubber and/or neoprene playing surfaces, they are available in 6" and 12 sizes

The 12" gum rubber modei shown here (RF-126) is
deally-surted for teaching. When placed on a snare
stand it allows the student and teacher to play on the
same surface with very little noise, thus enhancing
teacher-student interaction.

Realfeel Practice Pads...check ‘em out at your
favorrte music store. And remember: If you want it
real bad, choose the serisus pad

HQ Percussion Products, PO. Box 430065, St Louss
NG 63143, (314) 647-9009.

n
,‘!.

K 2 A

B

From top Ieft.
IOE BRANCATO GARY CHAFFEE
M CHAPIN JOHNNY LEE LANE
CASEV SCHEUERELL ED SOPH

RealFeel.




Focus oN EDucATION
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Single and Double Beat Combinations

SINGLE AND DOQUBLE
¥: stickings nto rhythmic patterns offers the
1% percussionist a whole new world of musical
T flexability  Single/Double Combinations can
challenge even the advanced player 1n terms of coordi-
natuon, control and speed Once mastered, these pat-
teins can add a style of flow and conunuity that can't be
dchieved by alternate sucking alone
The key to mastenng these sucking patteins 1s slow
repetitions until the finger, hand and arm muscles

memonze ' the monons As faster speed levels are at-
tuned, be certain the double beats sound consistent
berween the nght and lett hand

Fred Sanforcd

These exercises were taken from The Fred Sanford
Marching Percussion Video Seres, available through
Masterplan Video Productions w

Fred Sanford, teacher, chmcian and awthor s widely
recognized as a leading authority on contemporary
marching percussion techniques A graduate of Califor-
nia State Unwersity at San Jose, be tanght at Bergenfield
High School i New Jersey For 12 years he was the
percussion instructor and arvanger [or the famed Santa
Clara Vanguard Driem and Bugle Corprs Sanford is the
author of a sertes of marching nstruction tapes for
Masterplan Video Producthions Fred consults for Druum
Corps International and s a consultant/clvncian for
Yamahba Corporation of America

The tamily of Parachiddle rudiments 15 an excellent
pattern with which to begin
Example 1

> >
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This Aixed Meter exercise demonstrates the phrase division of twelve. Perform this exercise in a round
form to develop a complex mixed meter feel
Example 3

The following Single/Double Combination exercise
incorporates a basic “samba” beat
Example 2
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- p—— it Sl LTI
RULRLLURR LRRL RREL RELRLRRCRLCRLRRL R{TR CARUACLRUAFL

S
RRLLRRLL RR L&

RRLRRL RRLRRL

Etssssrotass I asss sessss ?&é@iﬂiﬁ?‘ FREzrEE %@:ﬁm

Rl ALl RLbL&rnL

RLrA LELL PLAR

LRLt RiRR "Rt R CRURR LRLRLL

B s e e e N o

Py RSP e

PR

kd k) A ; 3 3
é,

ALESLL FLFRLL
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Virtually every visual sticking effect utilizes some form of Single/Double Combination. The following
sextuplet pattern 1s an excellent opportunity to incarporate backsticking. The pattern consists of four

backsticks with the right hand then reversing the sticking for four left hand backsticks. The second part 1s

two backsticks (night - then left) and then one backstick per hand.

Example 4

I
.—,RLL RLLUXLL RLURRE RALUARL FEL HrL KL KK KRC RUL KLl RRL RRL

Fall 1990 39



Z

/
YL

—
»

FALL CREEK MARIMBAS
can put you In Shape and

In Tune!
e Retuning @ Replating
® Repairing @ Refinishing
® Replacement

® Xylophones © Marimbas
® Vibraphones o Celestas
® Glockenspiels

Tuner tor the great orchestras and
unne rsities of North America

Quick service at reasonable rates

FALL CREEK
Bill Youhass,

owner \1“\}{1 M Bf\B

' 1445 Upper Hill Road
Middlesex, NY 14507

™~ (716) 554-4011 '

THE GREAT AMERICAN
TIME MACHINE.

Several characteristics set the FRANZ
ELECTRIC apart from other metronomes.
First is its bright, dearly audible, unfoilingly
even, accurate beat, Second is its utter
reliability; the FRANZ Electric comes with a
five-year warranty, lasts for years, and can
be repaired at our factory. Third, working
off house AC current, the FRANZ Elearic
never requires rewinding or battery
replacement.

Easy 1o understand, simple 1o use, the
FRANZ Electric metronome is available at all
better music shops.

FIRANZ

MANUFACTURING

Building quality metronomes
for over a half century.
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LEARN DRUMS THE WAY

STEVE SMITH DID.
AT BERKLEE.

.l

“The three
years [ spent
at Berklee
had a major
influence on my
life Boston is a cultural center where all the major jazz
artists have performed and the best part was Berklee’s
great learning environment. This was a happening time
with a lot of creative students around: Neil Stubenhaus,
Jeff Berlin, Casey Scheurell, Tiger Okoshi, Jamie Glaser,
and many more. We would play together or just hang
together for inspiration We still keep in touch and
collaborate to this day The training I got and the
musicians I met at Berklee helped me get my start
in the professional world.”

—Steve Smith

Well known as percusstonist with the rock band Journey, versatile
Steve snuth bas also played or toured with Allan Holdsworth, Atrto,
Abmad Jamal, and Randy Brecker Steve is presently recording

with bis popular jazz group Vital Information

Berklee has helped produce thousands of professionals
who now enjoy successful careers in all aspects of today’s
music business For a current catalog, contact the Berklee
Admissions Office Calltoll-free 1-800-421-0084, ext 5508
(9am to5p.m EST) InMassachusetts call 617-266-1400
Or write: BERKLEE, Admissions Office, Dept. 5508,

1140 Boylston Street, Boston, MA 02215.

Berklee

COLLEGE OF MUSIC
Where careers 1n music begin.




SHURE
DRUM KIT MICROPHONES

The Standard of Versatility and Performance

: BETA 57

SNARE

: SM91

KICK

: SM%4

HI-HAT

Thata Gife Moy reasons why Shue micophonas are the firs
cholca for percussion sound refnforcement and recording
bt il all comas down fo paroimance, You can ahwiays rey
on Shure microphones bo give your dum sound ine exira
vl wou nesd to got 1o e fop. The Beta 57 will dalhved
your snare drum lone with marimum punch and impoct
when isolating tha "Dlaad” from odiocen! doems and
cymbals, and 15 stedl grille will survive the wont abuses of
fhe rood,  The SMEs wler-ficl frequency resoonse wi
caplure avary nuonce of yow cymbals and the noluno
MDience Of Your entre KiT, with o redatelity and durabslity

dvIH43IAD

L8NS

SWOL

BoNS
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The 578 Is o nofurad for toms—

found in law Contbeansas
srall, Enchinusna ond easy 1o sal up. It pobar pallem can
e modified to supercardicid with e opficnal ARESEN
The SMP 1 will provide power, definifion, crispnass and isolg-
tion in the kick dnam position, ond s eosily positionadg
wWihout 1he uga of a stand. The 5SS will falp the noturg
sparkle and parsonality of your hi-hat and inchdiduol cym-

bals cut fhrough the mix, And fhe world siondard SMs7
iy B used inany pasition, os it hos been In deliring lve
o stucho-cirum souncs for over 20yvears. Formaone informo
fiown cary Shure drurm kI rmecrophcnes, ooll 1-800-25 SHURE

SHURE

THE SOUND OF THE PROFESSIONALS®. WORLDWIDE



"..I'm sure
you will enjoy

the association."

Ed Thigpen,
PAS Board of Directors

"The Percussive Arts Society
is a wonderful organization.
I especially look forward to
attending the annual PAS
International Convention
that brings all the drummers
/ percussionists together -
no ego trips - just multi-per-
cussionists getting together
for enlightening exchanges
of ideas. It's also a great at-
mosphere for meeting old
friends and making new
ones. Join us, I'm sure you
will enjoy the association.”

-Ed Thigpen

For information about
PAS or PASIC please
write or call:

PAS

123 West Main St.
Urbana, IL 61801
(217) 367-4098
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¢V The Peabody EG'?Gg
Conservatory of Music

of The Johns Hopkins University

Scholarships available to qualified applicants.

FACULTY
Jonathan Haas, Director, Timpant and Percussion Department
Fred Begun, Faculty Emeritus

For information and applications, please contact

DAVID LANE, Director of Admissions
The Peabody Conservatory of Music
OF THE JOHNS HOPKINS UNIVERSITY
One East Mount Vernon Place / Baltimore, Maryland 21202
800/368-2521 Toll Free 301/659-81101n Maryland




Focus ON PERFORMANCE

T he Agllc Pedcstrlan- Melodlc Frccdom for the Timpani as Illustrated in
Byron McCulloh’s “Symphony Concertante for Timpanist and Orchestra”

TIMPANIST MAY CHOOSE FROM A PALETTE
of expressive choices within the expressive
capabilities of his instrument, but these
choices are also limited by one's musical
concept and the composttional material The range of
expression includes umbral color, dynamic intensity,
forcefulness of rhythm and control of pitch But com-
posers often fail to consider the extent of melodic flex-
ibility of our instruments Teachers advocate careful un-
ing of one pitch at a ume, a useful and difficult skill if
one 1s counting and surrcunded by other sounds How-
ever, by overlooking the option of producing a melody,
young players and composers are channelled into a
conceptual mode that 1s unnecessarily restrictive.

When one thinks of how orchestral timpani wnting
has evolved, e.g., from Handel to Beethoven to Mahler
to Bartok, a tendency rowards ever more flexible control
of pitch becomes apparent New performance techniques
tend to follow im-
provements in tech-
nology.
1912 a breakthrough
accurred when
Gerhard Cramer, um-
panist at the Court
Theater in Munich,
claimed invention of
the drum that “in an

instant, (could) be
tuned to any desired
note” (Benvenga, [

1979). Since then, other

mechanical improve-

ments have truly given the timpani a melodic voice.
Although the timpani serve well their usual assignment,
that of providing a harmonic/rhythmic foundation on
the tonic and dominant of the key, some composers have
explored additional melodic possibilities.

Byron McCulloh, composer of the Sympbony
Concertante for Timpanist and Orchestra, has suc-
ceeded in granting an exceptional degree of melodic
freedom to the soloist. Furthermore, his effort created a
substantial 24 minute opus that significantly augments
the solo repertory for timpani. For the performer, it
presents the challenge of honing one’s pedalling tech-
nique to make it playable. McCulloh’s treatment of the
timpanist’s ability to change pitch without pre-tuning is
auspicious. In order to follow the contour of the melodic
line, the feet must move the pedals with an agility com-
parable to a string player's left hand. In this context,

As early as ]
Perched upon the requisite stool
situated at the fore of the orchestra,
the soloist establisbes bis presence
by rolling upon octave Cs
interrupted by sforzando accents - it’s
a glorious effect.

Martin Kluger

“tuming” 1s archaic usage as 1t imphes something that
preceeds, rather than occurs during, the act of ¢xecu-
tion. Just as with instruments of the other orchestral
families, the nmpanist finds the pitch as the contour of
the melody reveals itself Composers who take the ume
to study this work will gain an appreciatuon of the me-
lodic capabilines of the tmpam, and have this newly
acquired information at their disposal "
piece that should find its way into a few orchestration
texts

The work is a symphony concertante, which 1s ap-
propriate considering the musical history of the instiu-
ment. The four movements are enutled  Introduction and
Allegro, Elegy (E B R. via Mozart), Vivo Insectile and
Proclamation and Finale. A large 20th century-sized or-
chestra is matched against the soloist’s arsenal of five
pedal timpani, four roto-toms and eight tom-toms The
percussion section has not been shighted, it takes four
pcerrmcrs 1O cover
xylophone,
spiel, vibraphone, ma-
rimba,
suspended cymbuals,
crash cymbals, four
antique cymbals, three
elephant bells,
bourine, sleigh bells,
triangle, two piccolo
wood blocks, four
temple blacks, gong
and bass drum  Maost
prominent are the col-
orful brush strokes
upon the broad second movement canvas, and the ardu-
ous élan during the insectlike Vizo, both delivered by
the section performers.

For the solo timpanist, it is in the rigors of the first
movement that his mettle is most tested. It has been
performed alone without the other movements and hus
the most relevance to the topic at hand. A few excerpts
will convey the movement’s character.

Perched upon the requisite stool situated at the fore
of the orchestra, the soloist establishes his presence by
rolling upon octave C’s interrupted by sforzando accents
- it’s a glorious effect (Figure 1). The context of this first
encounter between tympanic tone and human eur is one
of vertiginous swells of dense orchestral texture. Over-
all, it functions as a sort of motto, reappearing in vaned
form in the codas to the first and last movements
(Figure 2).

This 15 one

glocken-

chimes, two

tam-
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Immediately following the octaves is one of the
more ambitious licks (Figure 3). It is still fast at quarter
note equals 60. Developing the necessary agility and
accuracy provides a resource with which to confront
challenges later on. The up-
ward and downward motion

not explicitly demanded, would be characteristic here
Doubly ambidextrous use of the solo player’s four

limbs, lead-in motion by eyes and ears are required in

the first movement cadenza (Figure 7) Before working

of the major third 1s accom-

plished on a single timpano S=Feaal %

TS Ge0)

each time; pre-tuning is out of , MRE2 - - e
the question. Dividing the ==t =—r o === =SS s
gesture at the mud-point yields L ﬁt' E—— st — g = e s fp

a melodic motion that mirrors
itself This mouf of chromatc
inversion 1§ common
throughout (e.g., cadenza in
Figure 7; also see Figure 4)

i : ! ; - > -i.:.. - - i :j'-
The primary thematic == _ ;= ===, L

passage of the Allegro = =
moderato exposition is illus- = '
trated in Figure 4. Here the R T 2 3a e & T LT o e e e = = ,_;,i—:‘r:—;—’
melodic liberty is of grand e {fP ——— P — e
spirit!  Many of the rapid
stepwise pitch changes are L
best executed on a single B dus————

" ) % o ———— st and
drum Aside from facilitaung A A: e T
the technical execution, pitch 3 S 3 3 = S
alterauons played on one E Sfp Ho e
tmpano produce a seamless - o

umbre that tends to extend the

contmuity of phrase This has

an impact from an expressive

standpoint:  just as the low

string on the violin has a

unique character, so does each

umpano.
Instrumentalists can al-
ways tell if a composer “knows

the mstrument,” meaning the
wrting 15 done in an intell-
gent manner. The sequence

surrounding rehearsal number

seven in Figure 4 illustrates the

pomnt. Adjacent pitches such

as these Jay well on the ped-

als as compared to wider in-
tervals A technical

characteristic of the timpani is

that a drum remains tuned to

the last pitch played and

therefore may be replayed
without re-tuning, i.e., with-
out requiring a foot upon the pedal. The composer
seems aware of this as the iniual five beats of Figure 4
are performed on drum II and return to the initial start-
ing pitch, setting up a G for use in the third bar.
Timpani virtuosity also consists of control and agil-
ity as illustrated in Figure 5. In contrast, Figure 6 portrays
the lynical capacity of the drums. A healthy rubato, though
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out the requisite choreography, hearing and memoniz-
ing 1t with the aid of a keyboard instrument s useful.
Solfegging one line while playing the other, or solfegging
both lines arpeggio in a harmonic manner, are ap-
proaches that help to internalize the counterpoint. For
composers, this passage emphasizes the exient to which
pitch manipulation 1s possible



The heaviest metal on stage
should be around your drums.
The Super Rack System
from Yamaha.

YAMAHA

SYSTEM DRUMS
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Symhesizer, Guitar and Drum Davision,
6600 Orangethorpe Ave., Buena Park, CA 90620




Timpanists have their own explicit preference as to
which drum sounds best on a given pitch, and this varies
according to musical context. One consideration 1s that
pitch clanty and articulation are improved when the
drumhead 1s taut. Thus, tonal terntory 1s often not de-
fined, but rather inherent to the written material A change
of register will occasionally improve the musical prod-
uct. For example, pitches below E on the deepest drum
may benefit from an octave transposition upwards when
orchestration pernmuts. The tongue twister at the end of
the fourth movement (figure 8) projects better when
brought up an octave,

movement is unison accompaniment of the soloist by
the piccolo, a passage later repeated 1n canon with the
contrabassoon (Figure 11)

The fourth movement, Proclamation and Finale,
starts segue from the third with a pre-recorded tape of
the umpanist that 1s accompanied by the live player
(Figure 12). The cadenza of this movement presents the
soloist with an opportunity to write his own music (the
only indications are slow, accel., fast, furious, rall. and
slow; about 40 seconds). Overall, 1t is a movement of
contrasts portraying both the power and sensiuvity of

and allows the solo line
to be heard. It is an

acoustical fact that higher foward e conte

-

Figure 5
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tivity to this phenom-

enon. Figure 7
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max quotes the Tuba i Y . | EF{’M "1

mirum of that composer's G —_—_——

Requiem. Entering on a = .F‘. - 3 L E—— %M—E;F%

cross-thythm, the timpani - * -:VEL-E}’ 1 F T T -‘iyﬂ-;'
»

create a tension that =2

clashes the inevitability of > >

death against the good g

natured optimism of that

melody. The richness of
the orchestration here ri-
vals that of Stravinsky’s
Rite of Spring (Figure 9).

Communication be-
tween composer and

m A TEMPO ¢=ur)
rPh/ vp ?""'9

Figure 8

—— =

performer is not usually
possible. When available,

== b qjﬁ

the advantage should be

taken. Although not indi-

H

cated in the score, thin
wood dowels on natural

skinned congas and bon-
gos effectively evoke insect activity and match the con-
current twanging of strings in the Vivo Insectile third
movement. The ethnic instruments also work well where
hand playing is required (see Figure 10) ThHe score
indicates eight concert tom-toms, however the composer
suggests that whatever sounds most in character 1s the
proper solution. A humorously effective compositional
device used by Mr. McCulloh elsewhere in the same
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which the kettledrums are capable.

The slant of this article is not meant to imply that
automatic adjustment of the pitch 1s any subsutute for
fine tuning of intonaton. One may conclude that umpanic
tradition will evolve so that adjustment of head tension
is more spontaneous. Elementary instruction on timpan
should begin with scales, melodic exercises, double stops
and the like, so that upcoming players and their peers
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14

. Peter Erskine
PAS Board Member

"l am proud to say that I belong to the PAS - an organization of drummers
fordrummers The PAS celebrates the drum and makes possible the sharing
ot so much knowledge in both the education and music industry worlds. I
urge you to join and support the membership of this most valuable society."

PAS - 123 W. Main » Urbana, IL 61801 « (217) 367-4098
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consider this style commonplace. Such an approach
would be in the interest of both their musicianship and
the expressive powers of the instrument.

It took a timpanist (Benjamin Britten) to wnte the
Nocturne for Tenor and Small Orchestra That piece
contains passages in which the tmpanist becomes an
agile pedestrian The Concertante was also written by a
composer familiar with umpani by virtue of his friend-
ship with Stanley Leonard, umpanust of the Pittsburgh

Symphony to whom the work is dedicated. The “take-
home” message here is that melodies on all twelve chro-
matic pitches are accessible to timpanists. More
composers and educators should avail themselves of
this fact. =

Marty Kluger performed the Sympbony Concertante
for Timpanist and Orchestra with the Springfield Sym-
phony Orchestra, Springfield, Mass. on December 9,

Figure 9
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Dave Weckl Signature Stick

Awesome; that's the way to describe
Dave - and his new stick. Burgundy
color, oval tip, weight between a
5A and a 5B. Fast and power-
ful, just like Dave himself.

Omar Hakim Signature 5tick

Omar - one of today's most sophisticated

set artists. His new stick features a round

nylon tip which gives a “live” cymbal sound

as bright and true as the recorded sound.

in honey hickory with maroon signature -
dashing, just like Omar.

Vic Firth, Inc.
323 Whiting Ave., Unit B
Dedham, MA 02026 USA

(617) 326-3455
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Start Off
On The
Right Note

rom snare Kkits to bell kits, CB700 Schceol
Percussion is designed for total percussion
~ training. A demonstration of these affordable
instruments will convince you of their quality
and value. For the names of CB700 dealers in

your area, call us.

Quality instruments...
exceptional value

Music Corporation

507, Bloomfield, CT 06002 (203) 243-7985

L 4
®
Ask for His Terry Bozzio
1/
could've asked anyone
* Y
AUtograpl . to make his drumsticks.
He chose Pro-Mark.
Since The Mahavishnu s .
Orchestra, Billy Cobham Frank Zappa, v : -
has been recognized as Missing Persons, ) —~— :ﬂ'{
the master among jazz/ The Brecker 4

fushion drummers. Billy
could choose anyone to
make his drumsticks

He put his signature on
Pro-Mark's 808 model
Billy Cobham 1s one of
*"The Magnificent Seven,"”
Pro-Mark's Autograph
Senes Sold in the best
music stores worldwide

BILLY COBHAM

Brothers, jeff

Beck, Tony Hymas
and many others 7
have relied on ~
Terry's innovative
drumming style.
And Terry relies on
the Pro-Mark 707.
Available in USA
hickory or Japanese
oak, wood or nylon
ball-shaped tip.
Send $8.00 for

a sample pair or
visit your favorite
retail dealer.

PrRO-MmarK
The World's Class Drumsticks

10707 Craighead Drive « Houston, Texas 77025
713/666-2525

The World's Class Drumsticks
10707 Craighead, Houston, Texas 77025 « Hotline: 1-800-233-5250
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%4 [TH ALL THE TECHNICAL ADVANCES IN
J# today's percussion mstruments, what is it
f about antique instruments that can cause a
condiion akin to hysteria? Why would a
seemingly mature percussionust practically salivate upon
hearing of the availability of a Gladstone snare drum, a
set of “Parsifal” bells, or an *Arusts’ Special” xylophone?
V'm sure we have all heard the old saying, “They don't
nmake them like they used to,” and in many cases this is
true with percussion mstruments produced duning the
first half of the century Back then, the business motto
was “spdre no expense to achieve quality,” and thus 1s
evident in most if not all the instruments made during
that era.

Most of us lucky enough to own one or more mstru-
ments from this *golden age” can probably relate a story
stmilar to this “T found a Deagan 870 xylophone for
sale, this old lady had 1t in her amc for 50 years and it
was in mint condinon, but
she sold it for $100!" Un-
fortunately, most antique
instruments are usually not
in munt condimon, and
when confronted with the
possible purchase of a
less-than-perfect nstru-
ment, how does one know
what s salvageable and
what is mere junk?

The following infor-
mation may prove useful
to you should you happen
o come across a vintage
instrument in need of restoration. Also, this could be
helpful to those of you attempting to sell antique nstru-
ments and achieve your asking price.

Drums

Nowadays it is becoming difficult to find a good
sounding wooden shell snare drum. Most of the major
drum companies have gone entirely to a metal shell
since it is much easier and less expensive to produce.
And while the argument of a wood versus a metal shell
will probably rage forever, most percussionists agree it
is a good idea to have one of each in their collection.

Probably the most famous snare drum ever pro-
duced was the Gladstone. Anyone familiar with this
instrument knows it was well ahead of its time in design
and construction. Every part of the drum was first rate,
and this is apparent in the price these drums can com-
mand: I've known of several that have sold for $5,000!

A‘é’

...when confronted with
the possible purchase of
a less-than-perfect instrument,
bow does one know
what is salvageable
and what is mere junk?

¥

A Buyer’s/Seller’s Guide to Antique Percussion Instruments

Brian Stotz

Rudiculous, you nught say? That's open for debate, but
as the old saymng goes, the price 1s as high as the market
will allow.

Another fantastic snare drum was the Shingerland
Radio King. Here again, an mstrument ahcad of its tme
The tremendous strength of their shells kept them in
round for decades, all due to the efforts of its builders in
creating something that they hoped would outhve them
all.

When buying an antique drum, always check to see
if the hardware is original and 1n working condinon
Drums from the early part of the century usually had
eyeless hoops with clawhooks through which the ten-
sion rods passed, and very unique and mteresting snare
strainers. The shells of wooden drums should be free of
splits and cracks, but these can be reglued if not oo
severe. It may be a good 1dea to remove one of the
heads to check the mside of the shell as well Metal
sheets can be put back 1n
round, but wooden shells,
when out of round, are
sometimes mposstble to
repair

With regards to the hp
on wooden shell drums,
I've seen several articles in
Modern Drummer Maga-
zine suggestung that you
can repair or reshape this
lip by using a rat-tail file
NEVER DO THIs" Thuae
15 No possible way you ¢an
provide an cven, level
bearing surface for the head by performing this by hand
Only a high-speed shaper or router with a chamfer bit
can properly do this. Filing by hand can ruin the lip and
probably the drum. And if too much material 1s removed
from the lip in an effort to level i, 1t cannot be repliced!

Timpani

Unlike drums and keyboards, most timpam buh
years ago are inferior in sound and construction to those
made today. However, there were exceptions. Leedy
made some timpani with deep bowls and extremely
sharp bearing edges, and these drums have a very goad
sound and resonance. Early Ludwig timpani also had
good sound But with the advent of the extended colta
and larger bowl diameters, it 1s indeed rare to find a set
of antique timpani 1n any of the concert halls of major
orchestras. It seems the major advantage in owning a
pair of these drums 1s portability. Most modern tmpani
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are quite massive and will not easily break down to fitin
a small car

When looking for a good buy on old timpani, be
sure to check the bearing edge of the bowl If it 1s not
perfectly level, only major work will correct it. Other-
wise, minor bowl dents, cracks and damaged or mussing
pedal parts can be restored.

Keyboard Instruments

Many percussionsts (myself included) believe that
keyboard instruments reached their peak durning the pe-
nod from 1910-1940 This was the ume when the two
leading companies of the day, Deagan and Leedy, were
in compettion to produce the best instruments, regard-
less of the expense. Most of the xylophones and early
marimbas of the time used only straight-grained, top
quality rosewood that was seasoned for several years
before use. Consequently, the bars have aged and stabi-
lized for all these years, and today 1t 1s quite possible to
use the hardest plastic mallets without denting them 1n
the slightest (however, I don't recommend hard plastic
mallets on anything but bells) Therefore, if the bars on
these early instruments are 1ntact, the instrument 1s gen-
erally worth its asking price, since repairs or restoration
to the frame or resonators can be easily done with mod-
ern matenials Today, most of the best rosewood 15 1n
short supply; even then, to
obtain 1t from certain parts of

bas, if the bars are undamaged, the instrument is worth
it. Glockenspiel cases are easy and relatuvely inexpen-
swve to replace, and all the components of a vibe frame
can be made from scratch.

As the interest 1n antique instruments continues to
rise, so too have the prices. But there are still bargains to
be found, and to those of you still looking, keep your
eye out for white-haired ladies with large attics!

For my next percussion repair and maintenance ar-
ticle, I intend to solicit some helpful hints from some of
our leading professional timpanists on how they change
and tune timpani heads. Perhaps some interesting con-
troversies will occur! »

Central America requires as-
sistance by helicopter gun-
ships! And according to noted
bar expert Bill Youhass of Fall
Creek Manmbas, most new
instruments not only have bars
that dent easier but also re-
quire re-tunmng within a year
of manufacture
Glockenspiels were far
superior to those made today
since the bars were high car-
bon steel which 1s too expen-
stve to produce today Anyone
familiar  with  Deagan
“Parsifals,” “Round Tops” or
Leedy wide-bar bells from the
1910’s and 20’s knows that
there 1s nothing available to-
day with a comparable sound
This 1s especially true of the
“Parsifals” which had resona-
tors. Early vibraphones from
the late 20’s and 30’s also had
the same high carbon steel
bars, which are incredibly rich
sounding as compared to
today’s standard aluminum. As
with xylophones and marim-

€ 1990 Yamaha Corporauon of America

L =
Yamaha’s complete line of drum sticks and mallets are designed

to enhance the percussionist’s performance. For any style of music,

Yamaha sticks and mallets deliver the crisp, clean articulation and

sensitivity required. Demand Yamaha drum sticks and mallets at your
local music store —and play the very best you can.

Yamaha Corporation of America * Band & Orchestral Division
3445 East Panis Avenue, SE<P O Box 899 * Grand Rapids, M149512-0899

YAMAHA
accessonies M
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A 13" HH Sizzle Hats

B 16" HH Thin Crash G 10" AA Mini-Hats

C 18"HH Medium Thin Crash H 18" HH Chinese

D 10° HH Splash | 17 HH Thin Crash

E 20' HH Heavy Ride (all cymbals are ‘brilliant’ finish).

Photographad in LA, by cmﬁmm for Sabian,

fere is something very spectal
rabnur SABIAN HH cymbals.

Completely hand hammered
from the purest bronze, each is
unigue, With a distinctive sound.
A distinctive fook. Darker, richer
and warmer. Very expressive and
very musical, in any siyle of music,

With SABIAN HH cymbals,
leading drummers fike Sonny Emory
can focus on their perfarmance.
And defiver their very best.
Because with Earth, Wind & Firg,
Anita Baker, David Sanbarn, and a
multitude of others, Sonny's cymbal
sound is always his own.

Even in an age of uniformity
fhere are those who dare fo be
themselves. .to be the best.

Sorny Emory and SABIAN HH,
HEAR THE DIFFERENCE.

And be yoursell.

&)

: ( ;t-wz(ﬁzf 2ot

_HEAR THE
DIFFERENCE.

Europe
Ghistelles
6322 Route Delevens
06670 Roquette Sur Var
France
Telephone: 33-93-08-93-17
Fax; 33-93-08-46-30

North America
Meductic, New Brunswick
Canada EOH 1LO
Telephone: (506) 272-2019
Fax; (506) 328-9697
Telex: (M4-27541




1991 PERCUSSIVE ARTS SOCIETY

18th Annual Percussion Composition Contest
sponsored by Ludwig Music Publishing Company and the Percussive Arts Society
For further information, contact PAS, 123 W. Main St., Urbana, IL 61801,

phone 217-367-4098.

PURPOSE: The Percussive Arts Society sponsors an annual competition to encourage and
reward those who create music for percussion instruments.

1991 COMPETITION
CATEGORY: Unaccompanied Five Piece Drum Set Solo

AWARDS: The composer of the winning composition will receive $500 plus publication by
Ludwig Music Publishing Company. Every effort will be made to arrange a
performance of the composition at PASIC ‘91 in Los Angeles. Second place will
receive $300, and third place will receive $200.

JUDGES: Louie Bellson, Robert Breithaupt, Steve Gadd, Steve Houghton, and Ed Soph
(pending April 1991 performance schedule)
ELIGIBILITY: Previously commissioned or published works may not be entered.
PROCEDURES: 1. Clean, neat manuscript is required. Composer’s name may appear, but it
will be deleted for judging purposes. All entry copies become property of
PAS.

2. Difficulty of the composition is left to composer’s discretion.

APPLICATION FEE: $15 per composition (non-refundable), to be enclosed with entry. Make checks
payable to the Percussive Arts Society.

DEADLINE: April 1, 1991. All materials (application fee, application form, and manuscript)
must be postmarked by April 1,1991.

1991 PERCUSSIVE ARTS SOCIETY
18th Annual Percussion Composition Contest
(form may be photocopied)

COMPOSER’S NAME

ADDRESS

CITY STATE wp

TELEPHONE NUMBER (include area code)

I hereby certify that the enclosed composition is original and that it has not been previously commissioned or

published.



WHEN:

WHERE:

1991 PAS MARCHING FORUM - GENERAL INFORMATION
PASIC "91

Thursday, November 21,1991 - Individuals
Fnday, November 22,1991 - College Drum Line Division
Saturday, November 23, 1991 - High School Drum Line Division

Disneyland Hotel, Annaheim, CA

SELECTION OF PARTICIPANTS:  (no applications will be accepted before August 1, 1991)

Ensemble - The first ten entries in each division received on ofticial application torms will be accepted, with the
next bwo entries as alternates. Participants will be notfied of acceptance by return mail Performance positions

will be determined by a random drawing on October 1, 1991

Individuals - The tirst 24 entries received on official application forms will be accepted, with the next four entries
as alternates. Participants will be notified of acceptance by return mail  Performance positions will be

determined by a random drawing on November 1,1991

Opening date for applications: August 1, 1991
Deadline for applications: October 1, 1991

Fmnal schedules will be avarlable on November 1, 1991. For further information and official application torms, contact PAS, 123 W Matn 5t, Urhana,

IL 61801, Ph (217)}367-4098

1990-1991 PAS INTERNATIONAL DRUMSET SOLO CONTEST

Sponsored by PAS and supported by industry and commercial membership, this event promises to be the biggest and most exciting drumset

contest ever

AGE:

ENTRY FEE:

AWARDS:

FORMAT:

Two Divisions | Any age up to and including age 18
[l Ages 19-23

$15 by check or money order, payable to PAS. All participants must be student or regular members of PAS

All contestants will recetve a Certificate af Participation  Five finalists will be invited to the PAS International Convention in
Anaheim, CA where they will be judged by a panel of celebrity drummers and show business personalities Arrangements are
being made to feature the winner in a vanety of settings granting them nternational exposure (featured spot at the IAJC
Convention, co-feature with Lowe Bellson in a concert situation, etc ) The five finalists will recerve product prizes {drumset,
scholarships, etc )

Required solo comnussioned by PAS specifically for the event. Solo will be mailed upon entry and registration for the contest
The solo will include a vanety of elements which show the participant’s skills including basic tme concepts, freefopen
improvisation and varied styles The participant will be required also to trade 4 bars of tme followed by 4 bars of solo, up to 32
bars All performances are by Video Cassette tape, RT 120 VHS. Maximum performance time himited to ten minutes Tapes are
to be mailed to PAS for distribution to selected screening commuttees Deadline 1s May 1, 1991.

All partapants will  be {imited to a standard 5-piece set. {snare drum, bass drum, 3 toms, and cymbals as desired) No eledtronies will be
permitted For addional rnformation, contact Dave Black, PASIC ‘91 Hast, c/o Alfred Publishing Co PO Box 10003, Van Nuys, CA 91410-

0003

NAME

OFFICIAL ENTRY FORM
(form may be photocopied)

AGE

ADDRESS

Ty

STATE zip

TELEPHONE NUMBER ({include area code)

SCHOOL

TEACHER

MAIL TO: PAS, 123 W. Main St. Urbana, IL 61801. Phone 217-367-4098

Fall 1990 55



PERCUSSIVE ARTS SOCIETY
1991 VAL AND VENUS EDDY COMPOSITION CONTEST

PURPOSE: To expand the mallet percussion repertoire and to encourage composers of percussion music.
ELIGIBILITY: 1991 limited to women composers; no age limit

AWARDS: 1. The composer of the winning composition will receive $1000 plus the option of publication of the work
by Meredith Music Publications.

2. Additional works may be given Honorable Mention designation by the judges, and those works will also
be submitted to Meredith Music Publications for consideration.

3. The winning composition will be performed at a future Percussive Arts Society International Convention.

JUDGES: Marta Ptaszynska,internationally recognized composer; Gordon Peters, Principal Percussionist, Chicaﬁo
Symphony Orchestra, Warren Benson, Professor of Composition, Eastman School of Music (decision of the
judges will be final).

PROCEDURE: 1. Compositions must must be written for xylophone and piano or for marimba and piano.

2. Compositions should be 4-8 minutes in length.

3. One copy of the manuscript should be submitted. Cassette tape recording may be included. Entry
material will not be returned.

DEADLINE: All materials (one copy of manuscript, application form and optional cassette tape) must be received by
Sept.1,1991.

Send to:Val and Venus Eddy Composition Contest, Percussive Arts Society, 123 West Main St., Urbana, IL 61801

For further information, contact: PAS, 123 W. Main St., Urbana, IL 61801 Ph. 217-367-4098

PERCUSSIVE ARTS SOCIETY
1991 VAL AND VENUS EDDY COMPOSITION CONTEST

(forms may be photocopred)

COMPOSER’S NAME

ADDRESS

TELEPHONE NUMBER (include area code)

TITLE OF COMPOSITION

I herebycertifythat the enclosed composition is original and that it has not been previously commissioned orpublished.

SIGNATURE
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1991 PERCUSSIVE ARTS SOCIETY
PERCUSSION ENSEMBLE—CALL FOR TAPES

PURPOSE:

The purpose of the PAS PERCUSSION ENSEMBLE—CALL FOR TAPES 15 to encourage, promote and reward musical excellence in percussion
enscmble performance and compositions by selecting the most gualitied high school and college/umversity percussion ensembles to appear at
the annual convention.

AWARDS:
Three percussion ensembles will be invited to perform at PASIC ‘91 i1 Anaheim. Each ensemble will be featured i a showcase concert (no less
than 45 minutes in length) on separate days of the convention.

ELIGIBILITY:

Ensemble Directors are not allowed to participate as a player i the group. All ensemble members {excluding non-percussionists, e g pranists)
must be members ot PAS and currently enrolled in school This will be venified when application materials are received Ensembles who have
been chosen to perform at PASIC may not apply again tor three years

PROCEDURES:

1 Send a non-edited tape (cassette only) to PAS (see address below) Tapes should be no longer than 30 minutes in length
demonstrating literature that you feel 1s appropniate. The tape should include only works that have been performed by the ensemble
during the 1990-1991 academic year Include program copy tor verificaton No more than three selections should be on the tape
All compositions must be performed in their entirety Tapes will not be returned. Scores may be included (optional) to assist the
evaluatian process Photocopies without the written permission of the copynight holder are not allowed Scores can be returned, if a
pre-patd mailer 15 included
The tapes and scores (optional) will be numbered to insure anonymity. The tapes will then be evaluated by a panel of judges
3 Inwited groups are expected to assume all financial commitments, room, board, travel, organizational responsibilities and to furnish

their own equipment One piano will be provided as well as an adequate number of music stands and chairs PAS will provide an

announcement microphone Additional audio requirements must be provided by the performing ensemble

tw

APPLICATION FEE: $25.00
$25 00 per ensemble (non-refundable), to be enclosed with entry Make checks payable to the Percussive Arts Society

DEADLINE: April 1, 1991
All matenals (application tee, application torm, cassette tape, program{s) for verification, optional pre-paid return mailer, and oplional scores)

must be postmarked by April 1, 1991,

FURTHER INFORMATION: Contact the Percussion Ensembte Committee c/o PAS, 123 West Main 5t, Urbana, IL 61801 /(217) 367-4098

APPLICATION FORM
(form may be photocopied)

Category High School College MUniversity

Ensemble’s Name School Name

Ensemble Director’s Name Address

Ensemble Director's PAS Membership Code Number City State Zip

Telephone Number {Include Area Code)

To nsure the same quality as the performance tape, please mdicate the number of returning ensemble members
On a separate page list ensemble members and their PAS Membership Code Numbers Please include $25 applicatton tee with application

| hereby certify that | have read the requirements and regulations stated above and understand that failure to abide by these regulations will
result in the disqualification of our ensemble.

Signature of Ensemble Director o
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Practice Techniques for Efficiency in Learning

HE PURPOSE OF THIS ARTICLE IS TO
provide the reader with practical information
b on how to practice mallet keyboard instru-
ments and to differenuate these pracnce con-
cepts from concepts mvolving other percussion mstru-
ments.

There are six basic skills to be mastered i1 order to
play mallet instruments (vibraphone, bells, xylophone
and marimba), and they are as follows-

1 proper grip and stroke action

2. speed and accuracy in technique (legato and
non-legato)
sight-reading ability
muscle memory skills
smooth rolls (tied and untied)
ability to assign good sticking patterns to written
music.

When a student plays the snare drum, he learns a
vertical stroke and stands in a stattonary position in front
of the drum. A different physical approach s necessary
when playing mallet instruments because the keyboard
15 spread out honizontally. This may not occur to the
student and he may tend to play the instrument as he
would a snare drum, using high vertical
strokes, thus losing some technical ac-
curacy. Standing 1 a stationary position
to play a mallet instrument would also
cause problems, as the student would
be off balance when shifting registers.

The student should stand in the
nuddle of the playmg area so that his
weight can be shifted to address the
section of the mstrument being played.
In the case of larger instruments such as
the marimba, the student should learn
to walk back and forth by comfortably crossing the feet
or sliding them from side to side, keeping in mind that
he should always face the instrument directly, not at an
angle

VI

Mallet Keyboard Instruments
Kristen Shiner

As for musical exercises, the concept ot a vernical
multiple bounce stroke on a snare drum can be trans-
lated to a horizontal “drop stroke” on « manmba  Fust,
have the student drop his mallet on one note as a spring-
board for a senes of random notes actoss the keyboard
(either up or down) 11 a sweeping mouon The hand
should be kept low and relaxed, and there should be
only one large motion containing smuller, connected
motions, just like the single wrist stroke which produces
a number of buzzes on the snare drum After the stioke
teels relaxed and smooth on random notes, specitic
puches (1.e. open fifths or an wpeggio) may be prac-
ticed. The left and night hand patterns for a major scale
may be practiced separately and then combined to pro-
duce a relaxed, legato sound (see figure 1) This fust
legato technique is essential when playmyg a prece ke
Flight of the Bumblebee or a Buch violin transcrniption

Figure 1 “Drop stroke” one motion = many notes
Ex.: preparation for major scale—
result = smooth & fast

A~

TGk

REPEAT PROCESS GOING DOWN SCALE

Another must for mallet instrument study 1= a thot-
ough understanding of music theory and the abihty to
execute scales and arpeggios fluidly Music theory (scales,
arpeggios and harmony) should be taught usmyg the
crrcle of keys Have the student first pracuce scales mds-
vidualiy. Then have him play through the circle of keys
without stopping. Begin with C, then play through the
flat keys and the sharp keys and vice versa The ability to
look ahead in harmonic sequence is an essential part of
the mallet player's overall musicianship. Also, it 15 1m-
portant to visualize arpeggios and scales us shapes und
groups of notes NO LESS THAN ONE OCTAVE AT A
TIME in order to master the vocabulary keybourd pui-
cussion.

Practice Time

Musicians spend a vast amount of time practicing,
but don't always use this time efficiently. In order 10
maximize efficiency and develop concentration, prac-
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uce ume for mallet instruments should be divided into
the following areas: techmque, kinesthetic exercises,
repertoire, and sight-reading.

These four areas should be part of every practice
session.

While working on technique (i.e. scales, arpeggios,
double stops and rolls), the student should concentrate
on correct hand position, stroke, even tempo (METRO-
NOME!) and accuracy. It is important to remember that
percussion students who start by learning snare drum
will have a natural resistance to learning mallet instru-
ments; the challenge of reading pitches and playing
accurately can seem overwhelming. For this reason, the
first few lessons should allow the student to get comfort-
able with the instrument by playing exercises and famil-
iar tunes learned by rote, not by reading music. This is
an excellent way for young mallet players to maintain
enthusiasm for a sometimes technically frustrating in-
strument.

Perhaps the most important idiomatic element in
playing percussion keyboard instruments is kinesthetic
sense (or muscle-memory) because of the lack of tactile
sense used as i piano playing. Although seldom ad-
dressed in method books, this skill is THE KEY to play-
ing percussion keyboards well. Muscle-memory can be
developed by practicing “focus” exercises, in which the
player looks only at one central note or area and uses
peripheral vision and muscle movement sense to play
the correct notes (see figure 2). This skill should be
practiced at least as much as scales and arpeggios, per-
haps even more, as the student progresses. [For a more
complete set of focus exercises, see “Idio-kinetic Exer-
cises for the Marimba” by Gordon Stout (PN, July 1986)].

Figure 2--Focus exercise for muscle memory
Look only at “focus” note = practice slowly so
muscles may “remember” distance

* Practice this type of exercise using other scale
patterns such as chromatic and whole tone.

Kinesthetic sense as well can be developed by look-
ing only at the music while playing. Using peripheral
vision as a guide is the key to developing good sight-
reading ability, which is essential. Keep in mind that
muscles will only develop correctly if focus exercises are
practiced very slowly and concientiously, and we must
continually remind our students of this. [George Hamilton
Green's Instruction Course for Xylopbone (Meridith) is
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perhaps the best source of published practice guide-
lines, as it emphasizes slow, accurate practice. This book
is highly recommended for development of two-mallet
technique.]

Many students spend hours practicing a piece and
yet still seem unprepared during lessons. The problem
lies in the method of practicing The student needs to
master an effective learning sequence, as outlined here,
for thorough and accurate learning of music

At the first reading, work out STICKING and write in
where necessary, with the intention of practicing as such
from then on (see Appendix 1, Guidelines) COUNT!
Don't guess at rhythms thus learning them incorrectly
ISOLATE difficult passages and practice them until they
are correct. Then practice the passage in the context of
the piece until the entire section can be played without
stopping. ALWAYS READ GROUPS OF NOTES, not indi-
vidual pitches, noting the musical line and its shape.
Make a mental note of stepwise motion and melodic
leaps, eyeballing the pattern. It may help to draw phrase
marks over note groups and occasionally have someone
move a piece of paper over the line of music as 1t is
played, forcing the eye to READ AHEAD Analyze some
of the harmony (arpeggios, chords, etc ) before playing
to increase awareness of the larger structure

When the learning sequence has been completed
and the piece is thoroughly and accurately learned, 1t 1s
advisable to MEMORIZE it for performance. This allows
attention to be focused on technical accuracy and musi-
cality rather than note-reading. An invaluable aid to
memorizing music is to study it away from the instru-
ment. Be able to visualize the music being played on the
keyboard so that in a performance situation, the intellect
can be relied upon when the body is hampered by
nervousness.

A part of every practice session should be devoted
to sight-reading. Keep a selecuon of music on hand
solely for this purpose. Remember that good sight-read-
ing skills develop from consistently reading without
stopping. For a more complete guide, read “How to
Sight-read Correctly” by Gordon Stout (PN, Winter 1989).

Practicing efficiently is difficult for beginner and
professional alike, but it is a valuable skill, well-worth
learning. And the greatest gift a teacher can give a stu-
dent is patient encouragement.

Appendix

Guudelines for deciding on sticking patterns for two
mallets:
1. In general, sticking alternates between hands
2. Use double sticking where necessary and musi-
cally appropriate:

a. Begining by looking at phrases, not single
beats, and decide which hand to begin with,
using alternate sticking. The most appro-
priate sticking avoids awkward cross-overs.



when a new pattern follows a sequence, and

b. If sucking needs to be doubled to avoid a

the new pattern needs 1o start on the other

cross-over on a leap, use double sucking on a
weak beat, not on a downbeat This keeps
musical punctuation strong (see examples).

Use double sticking on smaller intervals, if

possible.
¢. Usually, repeated phrases have the same

hand to avoid crossovers i leaps in that new

pattern. (see example)
d You may occasionally use double sucking on

a downbeat if the rhythm 1 slow enough 1o

retain force. (See examples)
e. If possible, use double sucking on the same

sticking for continuity and ease in memornza-

manual. =

tion (see example). An exception would be
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GET THE LOWEST AIR FARE TO PASI(C!

VEESON INTERNATIONAL TRAVEL AGENCY
& AMERICAN AIRLINES

PRESENT

SPECIAL SAVINGS FOR PASIC "90

Y RY/ 0] |

5 5 O O ’ " ANY PUBLISHED FARFE

Just dial Veeson's toll-free number below and identify yourself as a PAS member.
If American Airlines does not service your area Veeson will offer discount rates
on another airline.

PLUS

Each person purchasing an American ticket through this program will be ent
in a drawing for one of two free American Airlines tickets to be announced
at the convention.

I DIAL: 1-800-456-1360 NS

ALSO CALL FOR RENTAL CAR RATES!

Using this program will help PAS negotiate good discounts in the future.
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PASIC '90 Silent Auction

The Percussive Arts Society will once again host a silent auction taking bids on percussion equipment and
services generously donated by suporting companies. 100% of the proceeds of this auction will be used in the
PAS Chapter Grants Fund helping to bring quality clinicians, programs, etc. to local chapter functions. Last year
we were able to raise a total of $2,025 in the silent auction program which was combined with additional funds
allowing over $5,000 in chapter grants to be awarded in 1990.

Below is a list of all donations made to date. If you plan to be in attendance at PASIC '90 please also plan to
participate in the PASIC '90 Silent Auction!

Company Thursday Donation Friday Donation Saturday Donation
American Drum of VA Choice of Mallets $50 Choice of Mallets $50 Choice of Mallets $50
Cappella Drumsticks Stick Bag, 12 pr. sticks

and T-shirt $143.95

CPP/Belwin, Inc.

4 Perc. Ens. by Phil Faini $60

Beyer Dynamic Snare Mic w/clip and bag $140

Deschler Percussion 4 Bill Molenhof Mallets $52 4 Warren Chiasson Mallets $56 4 Rick Altman Mallets $64

Vic Firth, Inc. 4pr sticks, 1pr timpani mallets, 4pr sticks, 1pr timpani mallets, 4pr sticks, 1pr timpani mallets,
1pr keyboard mallets, T-shirt, 1pr Jazz "Rake" Brushes, 1pr keyboard mallets, towel,
Fanny Pack $101 Vic Firth Wrist Watch $102 sunglasses, T-shirt $106

Fredrico Percussion

2 Wah-Wah Shakers & 1 Bass
Samba Whistle $50.44 ‘

GP Percussion

1pr Fits-All Timpani Gauges $235

1pr Fits-All Timpani Gauges $235

1pr Fits-All Timpani Gauges $235

KAT, Inc.

"Real Pad" $159

"Real Pad" $159

L.A. Caseworks

22" Cymbal Case $76.50

Stick & Mallet Case,
10" Tambourine Case $118.50

Mushroom Mallet Case,
10" Tambourine Case $71.50

LP Music Group

Generation II Bongos $234.95

Granite Blocks $199.95

Bar Chimes $72.95

Ludwig Industries

Set of 4 Good Vibes Mallets $88

Speed King Pedal $135

Stick Caddy $61.50

Ludwig Music Pub. Co.

Gift Certificate $50

Gift Certificate $50

Gift Certificate $50

Mapex Percussion
Technology

Orion Series Snare Stand $125

Orion Series Mapel Piccolo
Snare Drum $250

Double Bass Pedal $325

Meredith Music Pub.

Music Selection $50

Pro-Mark Corp.

Jumbo Stick & Mallet Bag $54

Jumbo Stick & Mallet Bag $54

Jumbo Stick & Mallet Bag $54

PureCussion, Inc.

lea. 12"/6lug & 13"/6 lug
Chrome RIMS $140

lea. 12"/6lug & 13"/6 lug

Chrome RIMS $140

lea. 12"/61lug & 13"/6 lug
Chrome RIMS $140

Repaircussions/Stotz
Cable Timpani

Set of 8 Triangle Beaters w/
"Beater Bag" & Tri Clip $53

Set of 8 Triangle Beaters w/
"Beater Bag" & Tri Clip $53

Set of 8 Triangle Beaters w/
"Beater Bag" & Tri Clip $53

Ross Mallet Inst., Inc.

Steel Bar Orchestra Bells w/
Hardwood case $685

Slingerland Percussion/
H.S.S. Inc.

Student Snare Kit $299

Thanks to all of these companies for the donations made.
It is this type of support that has helped PAS to grow to be
the only World Organization for Percussion.
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PASIC 90
Exhibitor List

The following companies will be exhibiting at PASIC '90,
Exhibits will be open November 8-10 from 9:00 a.m. to 5:00 p.m.

Ligipa .l'il:p.'l.lh-ll-l'.:r_'all'!,-'

AdamsPercussion
San Arilonia, T
Alfred Publishing Co., Ini.
Wan Muys, CA
America” Dirurn Mfg. Co.
Dienver, CO
American Drum af Virginia
Eoanoke, VA
Avedis Zildjian Campany
Monaedl, MA
Mike Balter Mallelz
Morthbrook, L
Eerklee College of Music
Bostan, MA
Eeyier Dynamic
Hicksalg, NY
I.Dw Calate Mfg. Co./Regal Tip
Burtrark, CA
Cappella Wood Ent.
Highastown, M)
Clevelander Drum Company
ClevelandHeights,
Columbus Fercussion
Codumbus, OH
CPPBelwin, Inc.
Miami, FL
ddrum, Ine.
Trumitusdl, €T
Deschler Percussion
Bockville Cenre, NY
Cirum Workshop, Int:,
Mewhury Park, CA
DrummersCollective
New York, NY
Drums & Dramming Magazine
Cuperting, CA
Encore Malleis
Cowesla, OK
Evans Fraducts, Inc.
Cidge city, KS
Falicon Design
Clearwaler, FL
Fall CreekMarimbas

middlesex, NY
Wic Firlhs, Inc.
Dedham, s

Fredrico Percussion
Mechanicsbung, PA

Giobdline Percussion Products
Spokane, WA

G Percussion Timganl Mfg.
Blocenimgian, 1M

The Growe 5ckaal of Music
Van Muys, CA

Grover Enterprises
Cambridge, &

Humes 8 Berg Mfg. Co. Ine,
East Chicago,IH

Imlersvarld MusicAssociates

Beatd ehoro, T
LB, Publications
Bellewville, IL
J.ALG, Diruimd
Arlirgion, MA
L' Dum Shop
Ealwmoee, MO
Jupiter Band Instrumsenis
Adislin, T
K#man Music Corp.
Bloomfiedd, CT
KAT, l#c.
Chicapes, MA
Neil A. Ejos Music Co.
San [ Niegi, CA
Kori Percwssion-U.5A.
Foval Oak, Bl
LA, Caseworks
Whesling, WV
LF. Music i
Garfaeld, N,
LudwigIndustries, Fec,
l‘ILIIer [¢]
LudwigMusic
Cleseland, OH
Manny's Music
New York, NY
Mapex Perc. Tech /MIDOCD Inbernalicnal
I:ﬁ'll"lgi"lpm_ IL
Marimba ise
Arcata, CA

Marimba Pradisciioss
Asbiiry Park, M)

Meredith Music Pubicatinm
Algxancia, WA

Modern Drummer Pablications
Cedar G, 1|

Bobby Christian Music amd allets
Oak Park. |1

Musicians Institute [FIT}

Hollvsaod, CA
New England Carseryalory
Bioatan, sd&
Noble 8 Canley Ca.
Cranwille, AMA
Faiste America, Ine,
Frea, CA
Pa” Caribie Tours
ElPaso, TX
Fanyard Publications, Ine,
Akron, OH
Pearl Interrational, Inc,
Nashville,TN
TheodorePresser Ca,
Bren Mawi, PA
Pro-Mark Corp.
Hoagagan, TX

Purecussion, Inc.
Fdinneapol is, MM
Eema, Inc.
North Hullywecad, CA
RepaircussionsStotz Cable Timpani
Rochester, NY
RhythmTech s,
Mamaroneck, NY
Ross Mallet Im# riirssemis, Ind,
Chippewa Falls, Wi
Sabdan, 1td.
Pickering. Cnitario, Canada
Shure Brothers lagarporabed
Evanston, IL
Silver Fox Pertmssdian
Fort hdepers, FL
Slingerland/H.5.5, Inc.
H||_'|||rru|'d__ Va
Sonor
WE:lhllr:\.'. NY
Stngray Percussion, Inc.
RivieraBeach, FL
The United States Air Force Eand
W NN, DC
Trick Percazsion Products
Schawmbung, IL
Lidu Direm
Freehold, NY
Steve Weiss Music
Philadelphia,PA
Yamaha Cnrpanralion of America
Grand Rapids, &l
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ORIGINAL MUSIC FOR ALL LEVELS

Snare Drum Ensembles

Percussion Ensembles Big Band Series

Brass Melodic Series Concert Band Series
All composed and arranged by

BOBBY CHRISTIAN

Tympan| Solos

The Dean of Percussion & Hall af Famer
Make your next clinic or concert a real event with
BOBBY CHRISTIAN!

Send for free calalogue:
BOBBY CHRISTIAN MUSIC & MALLETS
P. 0. Box 2098 - Oak Park, IL 60302
Tel: 708/848-3250 - Fax: 708/386-8068

RHOMBUS PUBLISHING

Frov Cowplenny MIrey [Rerrssnan il
i

wihich ferm o complote khrame fos

refprence and performance.

Series ALLM Porcussbon Toaxt, S18 00 es, vl

W 7 a7

Wal, I Assc-Amess as-Asmors, 152 pages |

® I pages of Afncan, Cuban, and Brazilian conpa dhythans in |
rraemble; dorers of adaptafions o doume sef; et dional |
accompanyng irstriments © Brggae and Salsa maisi

& 5 page amsbses o wesden idioms o dnom sl I

Wal, 1 Tsaomasy Tarnuesse, 117 pagies

o Lonsnepss and appeods bes or perlsmmong Soeth Iradean tabida
ifrumss, Ind luches 40 photographs of Iechnigues; 80 pages o |
e e repefione; arnd mech mewe

Weal, [0 Awcees, Miioss & Moo, Poss ., |36 pages
& MY i usdraleig S s Oerpth PR Comer eaeary
& pertormance af o hesteal malled ingtrume s
®  Argilysess ol madn oocepis ing ||_.l‘||'||'r|:nq_"|-:l Mo s, LRI
merters, mwHtl Mol latan, prasiagl Eeyrinibone, polymeten |
e Fulingls (SR LRttty che=ains frovm racdiezaal and « LA TR
rary literahone, with sdeas for =L PR 3 Cuatem 5wk

s hisdiang

Clave, 800, 40 pages

& Amcan clvebell poficrms: Cuban clave with mesdy and
hass: dopens of vanators on Cubain ©laves lie "..-'.1-|||||-| &
indeperdence and saloiag Svle oo conga and dnae g

& Heanng clave a5 a phalosoghy within all styles of musi

Drum Sel Adaplations of Tabla, $10.000, 75 pages
& 11 transeriptiong of tabda rhathens in 100, 400, 50 aed 7
weritten o leaefy arsl ©anolully 1or ke dum we plager

Payment by chick o mwrsiey ondder: ine lisde £2 (000 ¢k i
Bricownus Pua., Bos 1B Asros Siancs, Bosmos, A 02123




Focus oN PERFORMANCE

he crossover of Latin rhythms is ever present
in today’s music. From rap to reggae, Latin
percussion is being used in g wide variety of
settings. It is important that today’s percus-
s:onisl be acquainted with as many types of music and
instruments as possible; not only for artistic gratification
but for practical reasons as well. Theimbwales, which are
the ainly Latin drums played with sticks, serves as an
ideal vehicle for the integration of Latin rhythms intcuir
musical vocaluilary, Since percussionists already have a
certain amount of stick technique, tone production is
less difficult as compared to congas and bongos which
require mofe time to master the various hand strokes.

The rimk=ales are descendants of orchestral timpani
used in the European influenced Cuban [Fainron bands
in the early 190415, Greatly evolved since then, the tim-
bales have become an integral gmrt of the Latin percus-
sian section and Afro-Cuban music as a while.

Toaday's typical timbwale set-up consists of two single-
headed, metal drums. The small timbal is set in front of

the player (right-handed), the larger drum is to the left, a

holdover from the timpani. ™armally, two cowbells are
mounted oixa holder attached between the s, The
large mambo b1l is on the right, while the smaller clia-

The Timbales
Norbert Goldberg

cha bell, mounted slightly higher, is on the left. A sus-
pended cymbal is often used 1o complement the set-up

Aside from learning the basic patterns for the tim-
bales, it is essential to know which sounds to use and
when to play them. For instance, when a softer sound is
desired, the timbalero’ plays on the shells of the drums.
This technique called paila or cascara is wsed during a
soft voal or instrumental section, such as the beginning
of a song or a piano solo. Here is an example of the mos:
conmenly used cascara pattern played on the shell of
the small timbal This pattern can alsa be played on the
bell and is used for mambo and other fast lempos. As
with all time-keeping panerns, the clave is outlined within
the rhythm. The following example combines the 2-3
clave played with a rim-click on the large timbal with the
casearn played on the side of the small drum.,

Example 1

The same rhythm can be adapted to the 32 clave by
starting on the second measure. In this next example,
the left hand strikes the large drum on beats two and
bour, alernating berween muffled and open sounds. The
stick: rests on the small timbal_

Example 2

Two-handed cascara patterns are ofien played; the
right hand on the small imbal shell and the left on the
large. The resulting sound adds a crisp, metallic edge to
the underlying foundation provided by the congas and
bongos. Here again, the clave is incorparated within the
accents of the pattern, as in the following example of the
2-3 cascara. The left hand fills in the accents of the right
ata much softer dynamic level,

Example 3

A trademark of the timbales is the ‘sbanico’, Literally
rransdated as fan, the abanico is a shor fill which acts as
i pick-up to the dvwthm and s alse used as a cue o
signal a break or change in the music, The abanica,
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played on the small timnlzal, generaly consisis of arim
shot on the third beat, fllewed by aroll on four, leading
to another rimshot on the downbeat of the mext mea-
sure. The roll cam be played in different ways depending
on tempo and individua preference. For fast tempos a
press rall is sometimes used and played with the left
hand; the right hand plays both rimshors. The following
is an example of the abwanico leading into a moderate
cha-cha temypa. In this case @ nine-stroke open gl could
be used.

Example 4
i i
¥ & 2 ik & b - ha i T
s =t e e e e e L
L] FE

* Left hand played with stick-muffle by pressing into
head

The mambo bl is played during louder sections
such asan ensemble instrumental chorus mr during the
mantuno section, a repeated figure which provides a
base for the soloists. Typicaly, mambo bell patterns are
often played on both the mouth and center of the bell.
For an authentic sound wuse the shank of the stick with a
strong wrist stroke. The first example for 2-3clave ISone
of the most popular k=l rhythms for faster tempos,
followed by smme common variations.

Example 5

Eo § &= 1 Cwienll Wwiaors (ormersy kor 1 - | Dy

T ™ decomntd wotes - rscesii
- s ——— e
= ===
- — b W 5
. | . | . . L & % N
L ¥ =
ti__i_ & d & + bl '
T ¥
; A gdre L3 11 1]
- i k
i A iled | 1. T
|

Proecdom sl i L. o 2 e 4 iy i O 2

Aside from playing a suppormive rall in the Latin
rhythm section, the timb=les are an exciting =olo instru-
ment capable of & wide range of sounds and expression.
Timhbale solos ar= often played cwer a manmuno wing
syncopated counter-rhythms and short thematic phrases
that cross cwer bar lines and ignore downbeats. The wse
of contrasting timbres and tonalities such as muffled and
open tones, rimshiats, flams and rolls, can al be used to
create a complete musical statement.

Please refer to Vol. 24 =i (Apr. L9846 Bbtbmic fm
frroedsciion in Latim Music for additional information. .

i Peroussive Motes

Incomparable sound.
Unbelievably portable.
The best of both worlds.
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Theintelligent alternative

“| used the Anheier cable system in
the Cleveland Orchestrafor 39 years.
I"'m glad they are available again for
today s timpanists.”

For a free brochure:

22 Jemison Road, Rochester, NY 14623
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MERGING NEW TECHNOLOGIES
WITH TRADITION sicnding the best of both

Yamaha uses space age materials fo create instruments with the
rich tonal character fo rival fine instruments from the past,

Our new Acoustalon™ compaesite fiber tone bar produces a
full, rich sound with the choracteristic warmth and resonance of
its rosewood equivalent. It adds a fresh and exciting new tonal
dimension to modern mallet instruments like the YX 330 3%
octave Acoustalon™ xylophone and the YM 2300 4 octave
Acoustalon™ marimba,

Our willingness to explore new concepts and our unmatched
technical resources lies at the heart of every Yamaha concert
percussion instrument.

We grow becouse we dare.

Comgaralirs spas inem onalh af
resewsed (bap) ond Ao -
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FOCUS ON PERFORMANCE

HE FOLLOWING ARTICLE ORIGINALLY
appeared in the International Musician, the
afficial journal Of the American Federation
af Muigicians in June of 1949, From it we can
el some insights into rbe attitudes towards percussion
art the time. Probably of most interest are ihe -
graphs of the percucecionisy many of whom hawe retired
o died. Many are fegerds in owr profession such as
William Street, &lmad Duiff] Saed Goodman, Fred Hinger,
Charles Smith and Sam Dewop wha gre seen at fbe
beginning Of thetr careers, Cithers are rar as well Baowen
but mao less desere to be recognized as progenitio of
o profession. | wowdd like to mention shar rthe article
ey qeeiiten by Hope Stoddierd wlvo was auistan) editor
of the journal at i time and ix bejng reprinted with the
BEReraLs fermission of the International Musician.
When the cymbal player suddenly stamds up, holds
ot e shining discs and lets go with a gigantic wshgr,
then sits down and for the rest of the evening looks as
though he were quietly working out = game of chess,
don’t decide, “That’s a pipe job. Wish | could earm my
living rhar way!” Because if youi wene a cymbal player
and let your hands slip as easily into = false move as
your mind slips into this false conclusion you would
keep your job just about one week. The truth is, never
was a profession mare exacting. Never wasa higher
premium placed on poise, on control of the nerves, on
split-second timing, on an in-
violable sense of rhythm. One

wham an evening perhaps. But ]

.4 that WHAM comes
one hair-breadth
too late or too early,
a concert is ruined,
a reputation lost.
¥

if that wham comes one hair-
breadth e late or 1o carly, a
concert iS ruined, a reputation
bast.

Also @ tympanist, Saul
Goodman of the New York
Philharmonic Symphony ig-
chestra pointed cait to this writer
in & consultation om percussion,
io be a percussionist requires
more than that inviolable sense of rhythm, It requiresa
highly developed sense of tone codor. Though = dnum-
mer here and there may be satisfied if he manages only
to coame in on time, the true percussionist lives in a
world of sound walues and tonal shadings which the
average person could scarcely ewen comprehend. Then,
oo, the true percussionist rewvels in dynamic power-in
the burst of sound, in the enveloping thunder.

The very word, “percussion” - *“the sharp striking of
one boxdy against another, violent collision, especially

Percussion in Our Orchestras
Hope Stoddard

Repmnt From Mererrarianal Maserian

such as causes a shock™ -indicates the essential charac-
ter of this section of the orchestra. Percussive instri-
ments serve to bring the senses o focus, to startle, to
amuse, to incite, ewen. Thus parade bands, patrictic
assemblies, political rallies are strong on percussion,
Not that the percussive instruments cannot be charming,
toxa, Tchaikovsky’s Nutcracker Suite, in the “Dance of
the Sugar-Plum Fairy,” for instance, gets its quality of
childish innocence and delight throughuse of the celeme,
And percussive instruments can be lugibricas — as wit-
ness the rattling bones (xylophone) in Sain&adns’ fermse
Macabre- exotic as is the triangle in Mozart’sAbduction
from ibe Senaglio or funereal as are the gongs sounding
out in Gossec's Marche funebre.

In the smaller orchestras one man— and many folks
consider watching him worth the price of their ticket —
leaps from cymbals to chimes, to triangle, to gong. In
orchestras of medium proportions there is usually a
regular tympanist, plus a regular percussion man. The
larger symphony orchestras have threear four members
of the percussion section who, aside from the kettle-
drummer who “stays put,”are able inmizmens of stress
to give their attention to any of the large= variety of
instruments. It is to be undersiond, though, each mem-
[xr is considered a specialist on one instrument, say, o
the cymbals or the xylophone, and, except in emergen-
cies, reserves its use to himsell In many orchestras when
the score calls for extra perciis-
=100 AN eXtr man iS Engaged
When budget considerations
make this impossible, as in the
smaller orchestras, a note here
and there just has to ks skipped.

Probably because ouir age
is one of starts and shocks, as
well as one of inventions, md
©[1 SCOres are rich in psrcupssive
effects. These, in fact, can be
bought ready made. Unlike
Beethoven, who createda storm
in his “Pastoral” il of the wsual airchesteal ingredients,
Crofi in his Grand Canpon Suite actually uses a wind
machine to simulate the effects ofa starm. George Arithe:]
uses an airplane propeller to indicate the actual sound
of the contrivance.lbrt in his Dhipertissemend indicanes the
whistling of 2 music hall audience by z siren. Eric Hatie,
when he wanis to give the effect of a typewriter, wses a
typewriter. And Resphighs in his Pine of Rome duplicates
the song of a nightingale by having the phonograph
record, be it noted, is customarily plaved” by one of the
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men in the percussion section. Also it is the percussioni

section which achieves, in Honegrer's “Pacific 231, the

illusion of the sound of i triin moving. Fercrssios means

drums to mast people. Kettle drums (5o named from

their shape) do dominate the section. Many ofiur mijor
symphony orchestras are equipped with four, though
some get along with threear even two. Each instrument
is confined to a range of abowra perfect fifth. Their
composite range is bt

Quick shifis in pitch-brought about either by hand
or by mechanical device-are a requisite in =uch works
as Richard Strauss’ “Salomne's Dance” and in [¥lndy's
Summer Dy on ibe Mouniaiy, as well as in such mod-
ern American wistks as Copland's Hilfy ihe Kid, William
Schuman’s Third Symphony, Sam Barber’s First Sym-
phony and his g Waich and an Crdwnance Map,

The Kettle drusms —rvrmpuni is the other word for
them — are u=ed generally in jfirie passages to reinforce
the wind instruments, especially the trumpets. At the
end of his Faurnl Symphony Beethoven gets a mysteri-
ous i isime effect through their use. And music Loy
er= have become conditioned to either conveying, for
instance in the Scherzo of Beethoven’s Ninth, 2 whole
range of joyous and triumphant emotions.

A versatile member of the drum family is the snare
or side dlrum — that small cylindrical olyject with two
heads ith« “batter” head ani the snare-head)
stretched over a shell of metal. It is a hody and
bone to Ravel’s Halero — and for that matter to
most compositions in which the rhythm is pre-
eminent. Single notes on it are not effective. It is
utilized mostly for its rull which produces a
tremolo, its “flam"™:

and its “drag”: E l

The tenor drum is larger than the share
drum and hasa wooden shell deeper in relation
to its diameter than that of the snaredmim.

The bass drum, that largest member of the
dinim famuy — ot measures troan two to three feet in

The glockenspiel (this translates “bell — play*) has a
chromate range and sounds like “A," although it is writ-
ten like lim : i, ,....;..,.,

FI’— r—ﬂ =
"-:Iil:ﬂl o xliven gl

The rectangular steel plates are arranged like a pi-
ano keyboard and are struck with hammers varying
trom wood to soft rubber. The player reads netes on the
treble clef written bwo ootaves below what he actually
plays. Composers, 2 word of warning! Use the gj.r-ch;cn-
spicl sparingly since it has a tone as penetrating as an icy
wind., Wagner stepped up the “Dance of the Appren-
lices" {from The Masfarsingers) with itz use and
Tohalkovsky gave the "Chinese Dance” in his Murreracber
Sreife just the eight lift through its medium

The celesia is a sont of keyboard ghlockenspiel, since
it has a simplified pianoforte action. This instrument is
best adapted to arpeggios and light graceful chordal
effects. Since its tones cannot be sustained for any length
of ime, whatever melodies are assigned it shoukd con-
tain no notes of great length. And, since its tones are of
ethereal fragility, accompaniments should be thinly
srorad,

Pitched an octave below the glockenspiel and con-
siderably urger than it, the xylophone has bars of wouod
instead of steel. The player, a hammer in cach harel,
stands while performing, Its tone is dry and wooden.
That rattling of bones in Saint Saéns' Dance Macabne
prethy well describes it

Philadelphia Orchestra (L to R): Leonard Schulman,
Fred Hinger, James Valerio, David Grupp

A variant on the xylophone, the marimba consists of

diameter- has thicker heads (stretched less tightly) than a zeries of bars of weood cut 1o scund various notes, each
the two smaller drums. A soft-headed stick produces onluar egyui ppsec with a metal resonaior e to i, Its top F
it sounds thunderous or quietly awse-inspiring. Beethoven is ane cctave lower than the top F on the x¥lophone
used it in the finale of his Ninth. Symphony; Haydn Percy Grainger has macke wse of it 1n mao qujw-'iuun::.
scored it in his Milifary Sympbony Mozart used it in his Of definite pitch also are the chimes, a set of metal
I Seraglio, and Berlioz in hisSymphony Famiastigue.  mibes - eighteen is the usual number - suspended from

Drums set the beat in the percussion section, The a metal frame, tuned chromancally and sruck with o
group which provides melody is called the “rupeful per- hammer. They simulate the sound of church bells acdmi
cussion.” Most of these instruments possess bars which ralsly. Tehaikovsky uses them in his 1872 Oerrtrere,
are graduated in size and arrangedin scale progression Mahler in his Symphony Ma, 2 and Sibleius in the fourth
like the keys of the piano. movement of his Symphony MNo. 4.
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(Clockwise from Lop)

Mew York Philharmonic: Saul Goodman
Boston Symphony Orchestra: Boman Szulc
Kansas City Orchestra: Ben Yudelowitz
Houslon Symphony (L to B): E.E. Stakes, Les Mosler,
Ceraldine Ball, David Wuleger
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(Clockwise from fop)
Vancouver Symphony Orchestra: Victor Tuff
San Antonio Symphony [L to Rl: Sam Denov,
Leonard Stern, William Schinstine
Denver Symphony Orchestra (L to Kl: Walter Light, Jr.;
Walter Light, 5r.

Rochester Philharmonic (L to R}: Stanley Street,

Hugh Robertson, Robert Swan, William Street
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Focus oN DRrRuMsET/STU

OR THOSE OF YOU WHO HAVE NEVER
recorded your vibraphone in a studio, it can
be an ear-awakening experience. Not only
the desired sound but unwanted noise and
distracting buzzes and rattles go on tape if your instru-
ment is not studio ready. With the price of studios what
they are, it can be very expensive and time consuming
to wait until you are in the studio to make adjustments in
yaur equipment.

All musical equipment, especially the mechanical
ones like vibes, marimba and drusms, need to be made
studic-ready and constantly maintained, even if it is =
new instrument. Dealing with annoyances in the sound
studio cam Ix a real burden, killing the creative mooid of
everyone involved.

| “se a Mus=ser M55 Pro Vibraphone and have found
1 few standard adjustmentsnecessary on all Musser vibes.

1. On alder M-55 vibes, there is a leg brace on both
sides that allows the instrument to fold. There iss metal
rivet button that willbuzz at certain frequencies. A quick
and permanent remedy for this is towrap some electri-
cal or any available tape around the bracket and cowveg
the rivet push button. This problem has been solved by
Musser where they now use a leg brace that is longer,
connecting the frame with the leg at the place were the
pedal connects with the leg, usinga wing nut to attach it.

2. There is a metal hinged cover that goes over the
belt assembly that vibrates where the plate touches the
wiodien frame, Placing felt or something soft under the
plate solves the problem.

3. There are certain sympathetic vibrarons that oc-
cur on all instruments and change from oo to room.
The only way to deal with
Ihese problems is to allow
enough time to set-up and
play youir mstrument in the
roomm. Vibrations from the
resonators or the frame can
generally be eliminated
with some available duit
or electrical tape. Certain
frequencies set off wilwra-
tions in the room, an mic
stands, control rexm windows, lighting etc. Itis gener-
ally preferred to have a fairly dead room to eliminate
oo NOise.

Transients can be = real problem and difficult to
deal with. Transients are the high averiones that are
generated from the vibrating bar and mayzr may not be
heard by the ear, causing the W meters to peak and
generally di=tort and saturate the magnetic tape. 1have

®
I find that vibes

®

DIO PER

most difficull instruments
to record.

CUSSION

T

Problm in Recording the Vibraphone

Jerry Tachi W

found the the noteslI}, E and A of the upper octave to be
real transients. The problem can be dealt with in several
‘.’."“J.:r'.‘i:

11 Make a mental note of which notes cause these
transients and play them softer. However this approach
tends to take away your creative freedom, and is difficult
to think about when recording.

21 Experiment with different mics and mic place-
ment. All imies have certaincharacieristics and their specs
will show their frequency curvie. Where the curve peaks
the corresponding frequency will also be emphasized
when played, and the reverse istnse for any dipsor sags
in the curve. | prefer to start with a fairly flat sounding
mic. The curee will be represented by a straight line
across the frequency spectrum of that mic. 1attempt to
find the true sound of my instrument without any ool
orations from the mic itself. Certain FZM microphones
have a flat response and record very tree and in certain
situations; Neumann 17-£7"s also piodduce a nice warm
sound on the vibes.

Once we’ve decided on the mic, e next challenge
is placement. There are many factors to consider when
placing the mic, however, yiour performance and ability
to play your instrument without interference with the
mic should get prime consideration. If your recording
sounds bad because the microphones got in your way,
by will ever say that itwas the engineer’s fault.

T'try to keep my mics about two feet above my
vibes, between the B-flat and C-sharp on the Bwtom
end and the G-flat and B-flat on the upper end. Other
factors to consider are:a) leakage from other instru-
ments B size of the room ¢l Iype= of mic [umi-clirectional
cardicid, etc.). Tell the en-
pineer where you want the
mics and that you want a
[lat sound and let him help
decide on the correct mic

i If all else fails, lim-
ilérs and compressors can
be used to squash these
transients before they go
to tape. Be careful in using
these machines; they can
create an unnatural sound. Some engineers only want to
use compressors and limiters as outboard gear in the
mix; however, if yiou have an over-saturatedvilyz sound
an tape, caused from the transients, they cannot be
removed later. When listening toyour vils sound, don’t
be too concerned with the W meters; listen to the
sound and be sure that it is not distorting, and that the
transients are not o« Iy, Some engineers will be quick

are one of the
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to pixint caul that you can't possibly be hearing distarticn,
the VU meters show thatthere is plenty of head rocam.

Let vour ears be thi judge.

In summary, | find that vibes are one of thw= mast
difficult instrumemnts ta record. Bath the mechanical as-
pects and ke mature of the sound make it @ real chal-
lenge, bur with today’s excell=nt innovations in
microphones and recording technclogy it is possible i

uel a good recording of vibes.

Now theat we have a good sound on rape=, wie must
clear our heads and concentrate ON getling OUr best and
most artistic performance recorded, G luck and may

we all receive aGrammy..

:BERGAM

The Art & Joy of
HAND DRUMMING

Learn to master traditional and

innovative techmigues
and to musically apply them to

adiversity of hand drums.

Bergama's video presents the unlimited
rhythmic and tonal potentials of hand

drums, from the tambourine r conga to
the Indian Kanfira or Balinese Kandang.

He has performed withFrank Zappa,
Emil Richards, Lou Harrison, Alf Akhar
Khan, Shadowfax and the Repercussion
Unit. His video can help to expand you,
awn techniques and musical crealivity.

Eergama’s in-depth instructions and
brilliant performances make this video
and & FREE supplementary manual
invaluable resources for the comeprmed
amateur @ seasoned professional.
RSl M by L o]

Availabie ln music 3fares or from:
INTERWORLD MUSIC ASSOCIATES
67 Main St. Erattlelars, VT 05301
(B01) TE7.5519

SPresenis

BILL KRAFT TIMPANI MALLETS

3820 N. Timber Ridge Road . Coweia, Dklahoma 74429
(918) 4864971
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JOIN THE
WORLD OF
FASTMAN

and study with John Beck,
president of the Percussive Arts
Society. Mr. Beck, a professor of
percussion at the Easirian School
of Music, is also timpanist for the
Rochester Philharmonic Orchestra.
His wide experience places him in
demand as a soloist, clinician and
conductor. e has published
numenaus articles and cosrmpsisis
lions.

Experience the Eastman
iradition of excellence ihe wery

best in private instruction BM,
MM and 1A degrees in pErcies-
=iom ensemble, symphonic and
=0lo performance opportunities
awelt-rounded musical education
which prepares graduates to be
performers and teachers of the
future.

Far an application and information
on programs and auditions, wriles
Chares Frusenstjema, Direclor of
Admissions, Deparimeni FH 90
Eastman School of Music, ¥4 Gibbs
Sireel, Rochester, MY 14604,

(F181 2741060,
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Electronic Percussion: The Artist or the Medium?

: 15T A PEW DAYS AGO, IRECEIVEL A VERY
nice letter from Gordin Rowand of Spring-
field, Ohio. Mr. Eowand pointed out that he

2 ~ wasane of the first twenty-five chartermepm-
ber '\-Of our Percussive Arts Society. After introclucing
himself in the leier, he we

“In playing marimba, my wrist control produces =
very wide range of dynamic control. From the rafters
roaring to the silence required to heam pin drop! This is
more than can be produced on the piano or crgam
where the control stops at the ke Yo are right about
some routine cummercial ads. But nothing can replace
the real artist. I believe this expresses my concers for
electronic drums.”

I thank Mr. Eowaned for sharing his views andeaking
the time to respond to thearticle in the Spring 1990 issue
of Percussive Motes [ agree with him one hundred per-
cent! Nothing can replace the real arist. But, the gues-
o is then: “@ho is the artist, the performer or the
mesdiums,

While some advertisers waould like you to think
differently, most readers wouldargue that the pesformer
is the artist. The medium is jusl the tool used 1o convey
the message. To say it in a nutshell.. .you can’t compose
like Strawinsky by simply buying a certain brand of
manuscript paper.

The other side of the coin is also valid. Manuscript
paper is a teal. Without the proper tools, the artist may
not be able to ture his
ideas into reality. To push
this analogy e fusthier,
the tool of manuscript
paper carries with iteen-
furies of history. The five
line staff is ideally suited
for our particular type of
Western notation which
has developed duet” our
particular musical instru-
ments (additional 1oals),
Would Stravinsky have been able to express his artistic
talent if notation still relied on neumes placed around
single line staff? What would Stravinsky's music have
sounded like if his tals were entirely different (no ma-
jor/minor system, only string instruments, adjustable
luning systems, etc. J?

The point of defending both arguments is to realize
that the artist is the creator who must wse the available
ks to convey his or her art. Both the artist and the
medium are intertwined andmarried together ing sym-
biosis that is essential teart's wegy existence.

¥

... the artist is the creator
who must use the available tools
to convey his or her art.

s

L

Norman Weinberg

Mr. REowramd also jumped right to the heart of the
mitter by saying that the control of the sound can’t stogp
at the key. In other words, the artist must be able
control the tools. And to do thatwe must have tools that
carn be controlled.

L#1'= examine a suspended cymbal, and see how
this sl can be controlled by the artiar. First of all, the
artist can select the type of beater used to initiate the
sound. Small tips createa different sound than large tips.
Hard sticks produce a different sound thiam soft sticks.
Heavy sticks wviske a different sound than light sticks.
Yo might even say that sticks of different materials
contribute another facet of the sound: wuwud, plastic,
nylon, cord, weoal, foam, rattan, etc. One could even go
further by choosing less comman materials such as a
cello b=y, fingers, coins, combs, etc.

After the artist decides which beater to use, the pizx
consideration could be playing position. Play near the
bell, on the bow, or close t: the edge? How close to the
edge? How far from the bell? Is the cymbal going 1 be
hit ance or struck many times to create a roll? Perhaps
the coin is scraped from the bell toward the edge. Per-
haps the bell is =ruck with the shaft of the stick rather
than the tip. All these factors need to be weighed by the
artisl.

Next, the artist must decide how hard e hit the
cymibsal (or how fast to drag the coin across the surface).
A cymbal is a” extremely clynamic tool. Any volume,
from “rafters roaring” e
“pin drop” is available to
the artist

Last but mail least, the
artisl needs to decide the
length of the sound. Will
the cymbal decay ruiru
rally? If the sound is
muffled. should it ston
abruptly or feather its
way into silence? Should
any muffling be em-
ployed while the cymbal is being struck?

As yill can see, the cymbal is a roal which possesses
numeroias parameters just begging o be controlled. By
making different choices, a” artist could create literally
thousands of soumds. Is it possible to create a” elec-
tramic cymbal that can be controlled to this extent? Why
not? In fact, let’s inventarie right mova,

We'll need to start witha controller that is about the
same size, shape, and weight as a” acoustic cymbal. By
doing this, we’ll make the instrument “feel” agumiral as
posstble. Our controller must b able to sense the g
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tion of the beater, and it rmusi be very responsive to
pressure so that it can respond to dynamics in a natural
manner. Char controller should also be able to sense
pressure at sane point when it’s grabbed by the hand
during muffling.

Take a look at theillusirztica. This potential control-
ler is made up of concentric ringssf force sensing risis
fors. FSH technology is not new {currently it is used in
prochucts by several manufacturers), but it is rather ex-
pensive. Because F5lis read changes in pressure rather
than vibration, they could be placed very close together
without fear of cross-talk or false triggering. This con-

troller is broken up into two halves so that the performer

could program reo unique sound sources. This way, it
would be easy to emulare the use of a different stick in
each hand. The controller should also include an area
that could be touched in order to produce the effect of
muffling the sound.

The signal from the controller must now go to a
trigger-to-MIDI converter. The converter's job would [
o read the signals from the Fslis and then determine

stored on an optical disk for automatic transfersl to the
sound generator when they were required,

The sound generator should be able to receive any
type of MIDI data and route it to any control availablemn
the machine. Perhaps velocity could be mapped to the
attack pemion of the amplitude envelope, the filter cut-
off frequency, the stereo placement, vibrato, or a hun-
dred other parameters. Readings from the muffle surface
could also be routed to any pasamwters or groups of
:lill'a.nl'l'l:.'lﬂ."i.

As you might guess, an electronic percussioninzsr-
menl like this doesn’t yet exist. Even though thezchimnal-
gy to create such an instrument exists, the price of
manufacture would be prohibitive. For example, if each
of the 2,032 sounds were five seconds long (in order to
catch most of the natural decay), the sound generator
would require almost 170 minutes of sample time. With
2 sample rate of 44, 1k per second (the sonic quality of »
coanpact disk), that amounts to over 400 megabytes of
RAM!

While that may not be practical at this time, who

where the cymbal was being
struck. Depending on its position,
each FSR could be programmable
along several MIDI paramerers
MIDI channel, MIDI note number,
minimum velocity, maximum -
lacity, velocity cunve, velocity sen-
sitivity. Typically, an FSR near the
bell of the controller would fire
the sound of an acoustic cymbal
being struck in the identical posi-
tion. Velocity switch, velocity cross-
fade, note stack, note alternate, and
other MIDI features could be in-
cluded to give the controller muire

Solit Halves

/ /

MMuflle Surfsme

forniows wiat fne future will bring?
Many people remember when g
six transistor radio was= over a
hundred dollars, and just a few
years ago, digital warches were
only for the wealthy. As the price
of memory continues to goes
down, and the construction and
manufacture of electronic de-
vices becomes easier, faster, and
cheaper, instruments like this
may end up in the discount
stores.

If an instrument like this did
. 1 exist, it could be controlled along

Comcentric Circles af
Force Sensing Resistors

versatility.

The muffle surface should be able to generate a
variety of MIDI information. It would bean FSR and
respond to pressure. Normally, the wisount of pressure
could be mapped to Note-Off velocity [low pressure
readings make the sound fade gradually while high
pressure levels cut off the sound muore abruptly), but it
could alsix be used for things like pitch bend, vibrato,
master volume, or stereo pan controls.

The signal from the trigger-to-MIDI converter would
then go toa sound generator. The sound generatonmust
have many, many cymbal samples in its memory. We'll
need samiprles af cymbals from six to enty-six inches
in diameter. We’ll need samples of small light wood
sticks, large heavy yarn mallets, and samples of gyepy-
thing from coin scrapes to fingernail pings and up bows.

The current MIDI specification allows sixteen i
creet channels. Each channel is capable of receiving 127
different note numbers. A little math will show that there
could bea maximum of 2,032 different sounds available
at one time. If more sounds were needed, they could be

0 Percussive MNotes

several more parameters than its
acoustic counterpart. In addition to the choices of in
strumens, beater, playing position, volume, and duration,
decisions could be made concerning the the sound’s
envelope, vibrato, pitch bend amousni, frequency con-
tent, stereo placement, and mci. But, would it be mu-
sical? Would it be cast aside because it wasn’t a “real
instrument” capable of true musical expression? Or,
would the artist be able to express his control over the
tool, and make it become a medium of subtle nuance?
What do you think? 1s it the artisi or the medium? .
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Focus ON RESEARCH

The Indigenous Use of Raspers and Ratchets and its Influence Upon

HE FAMILY OF PERCUSSION INSTRUMENTS
| amaong the oldest known to man. Their
invention and discovery are lost in time.
However, their worldwide use by various
tribes, cultures and races attests to their ancient past.
The focus of this research was to examine the types of
indigenous percussion instruments that produce their
sound by scraping.

Primitive man ior even the higher apesistiuck two
items together to scare other animals or to warn their
neighbors of territorial trespasses. It is but a small pro-
gression to the rubbing together of those same two
items to produce rasping sounds. This basic sound-pro-
ducing technique can be seen in very young children.
When roddless are handed two sticks or toys, they often
begin hitting them together and then rubbing them to-
gether.

The act of scraping is so basic to human nature (and
the sounds it can pro-
duce are so unnatural)
that the earliest musical

Western Art Music
Norman Weinberg

pine cones which were rubbed together to accompany
the dancing in certain parts offoriugal.” A more modern
use of the rasper can be found in the washboard of the
North American Black. This normal household object,
played with sticks or fingertips covered by thimbles, was
a normal progression in the history of using the avail-
able materials at hand to makemuisic.” Just as the Paleo-
lithic hunter used bones and the North American Black
uzed 2 washboard, cultures have always used common
materials to build their instruments.
The ratchet or cog rattle, as it is sometimes called, is
4 technical innovationuficar the simple rasper. Asu later
mechanized furm, it can be looked upon as a combina-
tion of the operator (the stick used to rub the surface of
the rasper) and the sound-producing source (the oy
of the rasper itself) into one unit. An interesting reversal
of rule=s takes place for the operator now produces the
sound while the cogwheel initiates the sound. The ratchet
consists of u cogwheel
which is either re
valved, twirled, or

use of raspers has been ¥ spun by means of :
linked to mystical orre The act of scraping is so basic to handle against one or
tigious ceremonies. The human nature... that the earliest more semi-stationary
Aztec culture used bone ) tongues of wood or
raspers at the funeral musical use of raspers has been metal. When rotated,
rites of kingzs and prin- linked to mystical or religious the tongues sirike the
cipal warriors. But even . cogs of the wheel, pro-
at that time, the rasper ceremontes. ducing the characteris
had developed to the ] tic sound,

point where it was Known by names
resonated for extraval- such as Crecelle in
ume. Bone raspers have France, Ratsche in
also been found in the Pekarna Cave in Moravia, Germany, Eaganellz in Italy, and Carraca in Spain, the
Czechoslovakia dating from the Paleolithic era.Faekan  ratchet is an instrument with widespread and diverse

seems to believe that these Paleolithic bone raspers wer
used by humters * perhaps to flush game and animals out
into the open.

Raspers have been used in many places by prehis-
toric man. Notched sticks have been found in the Great
Basin, the Plains, and near the Gulf of Mexico. There is
s evidence that these sticks were placed on baskets
or inverted pottery to increase theifrescmance.” In India,
the Muria Ghonds of the Baster State have a legend of
the first musician. This god (who had the ability to play
eighteen instruments it one time) was named Lingo,
and played all of the basic instrumesnt types known to
the tribe including raspers! Fre-Colombian cultures of
South America used raspers made of dried fruit zhells*
which may have been the historical precedent to the

e

uses. In addition, itshiztony dates back quite far. Borysni ®
whose illustrations show an already advanced state of
development, gives several depictions of types of ratch-
ets. One depiction is of a “hax rattle,” a very large con-
tainer with four slats set at different angles designed to
hit the tongues at staggered intervals. Another illustra-
tion is ofa large ratchet used during Holy Week in Spain
and Mexico. Called theMauiraca, this instrument consists
of approximately twenty sprockets on a large wheel
which can revolve to strike a single tongue.

The religious uses of the ratchet have varied. In the
Roman Ciithisdoa Church, ratchets were used to replace
the bells during Holy Week, particularly on *aumiy
Thursday and Good Friday " It was during this period of
the liturgical year that the bells were sent to Rome to be
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blessed by the Pope. Duringehie [=wish holiday of Purim,
ratchets stillare used by the children of the congregation
during the reading of the book of Esther.

The use of the ratchets as warning devices has =
history which dates back several hundred years. Inmie-
dieval Europe, ratchets were sounded by the pullers of
carts containing the bodies of those dead from the Black
Plague, When the ratchet was heard, people knew to
shut their doors and windows to prevent the spreading
of the disease. Another use of ratchets as warning de-
vices existed during the nineteenth century. Before the
invention of radar, sailing ships would sounda ratchet
when in fogbound weather, and in so doing, let other
ships in the area determine their approximate position
and distance. '™ Ratchets also were used by watchmen
during the first World War in Eurcpe as gas warning
devices™

Children have a fascination for smaller versions of
ratchets, used worldwide as toysgaimies, ar party favors.
Because of their valumse and ability to cut through the
loudest settings, ratchets also are used atiparting events,
such as football or soccer games, and as simple noise-
makers to cheer an teams. In many parts of the wirkd,
ratchets are used to scare birds and animals awayfran
crops and villages.

“In the last thirtyyears, the role of percussion in the
orchestra, like that of chamber music has completely
changed; once percussion played an episodic purt in
music, now it is often an essential force "' The use of
raspers and ratchets in the repertoire of Western an
music has had a curious life. The rasper would seem to
follow the normal progression in that most percussion
instruments arz“_.inroduced into the orchestra on the
basis of a certain instrument to be associated with a
definite set of facts, often not even related to @ musical
aspect.™™ Stravinsky calls to mind the sacrificial rituals in
the Rite of Spring, and composess such as Milhaud
brought the indigenous South American dance music
into the classical setting. The Afro-Cuban and Latin
rhythms were made evenmuore popular in the late [940°s
by Chana Pozo of the Dizzy Gillespiekanid. " Dances such
as the Ehumbsa, Mambo, Merengue, Cha-cha and maee
became crazies in North America. Composers influenced
by juzi brought these dances and their characteristic
instruments into the concert hall. Gangware states that
these instruments’ “..main purpose is to give authentic-
ity to the performance of the music of these Latin
American Cowntries,”" Latin American COMPOSers, go-
ing through periods of nationalism, would write for the
instruments, styles, and forms which were native to their
homeland. The ratchet, on the other hand, seems to go
against Gangware's theory, for it has always been used
in the orchestral setting asz sound effect. Used to imitate
various sounds fromm gunfire to awkwardmovernent, the
ratchet has no cultural or nationalistic nature. Perhaps
the reason for this lies in the basic noise-making appli-
cations it has assumed over the centuries.

B2 Percussive Noles

It has been shown that raspers play highly varied
roles in cultures around the waorld. In some cultures, the
rasper is a very specialized instrument. The metal rasper
peculiar to the Maninka people of Guinea, is used only
to accompany the songs of the Jali, which were an elite
caste of professional musicians who acted as advisors to
the Emperor and chronicled the Maninka society.™ In
some cultures the rasper’s use is widespread. For =x-
ample, a similar type of metal rasper used in Mali can be
played by any member of the tribe without restrictions
while all other instruments of the group are subject to
strict caste requirements.'” In still other cultures, the rasper
has come full circle. For instance, raspers are now used
in modem rack bands and high life groups in Upper
Volta which now look toward Cuba for musical inspira-
rici. ™ It might b2 remembered that Latin America, sl
importantly Cuba, received its musical heritage from the
African nations.

In terms of Western art music, the rasper has now
lost most of its indigenous cultural associations and is
looked upon by comtemparary composers as simply
another sound-generating device. Just as the bass drum,
triangle, and cymbals were first associated with Turkish
music, and later lost thisculmiral connection, raspers too
have followed the same path. .

Norman Weinberg is ar Associaie Professor of Music
arf Del Mar College in s Christi, and sevves as
Frincipal Timparnist with the Corpres Christi Symgpbony
Crrehasira. He bus taught at ibe Ruben Academy of
Music in ferusalem, The Dniversity of Misourt at Kansas
City, and Indiana {imiversify.

His last book. The Complete Electromic Drum-
wtr, Bas recently beeri frildished 5y Modem Drummer
Publications, and The Last MIDI Bool, wxas prebiished
iy Alexander Pubdicarions in March, 19588 Weinberg
bas puehlished articles in several fowrngls including
Modem [Drummer, Percussize Notes, Percussive
Notes Research Edition, The Instrumentalisi amnd
Rbythm He bas compositions praubfished by Souibern
Music Company. A, be ties @ guest clinician ar the
1988 Percussive Arix Society fmiermaticnal Convention
in Sar Anfondo, Teeas,

A Selected Listing of Works Using Raspers and
Ratchets
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Irasruments in Crobsimenon, (PFh D, disssnaion, Nodhwesiem

Umiversity, 19657, p. M7

14 Gordon B. Peters, The Dnmmmer Man: A Treatbe ar Farcussics,
(Wilnete, - Eemgser Peters Publications, 1979], p. 204

15 Gangware, Fercwenkon i Drclestmian, p. 135
15 Crove Dicronary, &y, “Ouaineca.”

17 Garove Dicisonary, 5. v. “Mali.”

18 Ibid., 5. v, “Urppes Violna,®
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The Percussion programintegrates the traditional

| ive in Western Percussion with music of other cultures featurinpercussics in acenir
1 ule. The program includesparticipaticn in the 20th Century Players ensemble, andi
1 lnzzprogram. Indesigning anindiyiduslived corrioulum, the studentmay explone percuassi
i ilykes from North and South India, Bali, Java, West Africa and Latin America

Currant faculty includes:

John Bergamao Taranath Rao

Carl Burnett Adam Rudolph

Ed Mann Efrain Tom

Alfred Ladzekpo E.B.T. Wasiiodingrat
Kobla Ladzekpo I. Myoman Wenien

Ihe informal atmasphere is particularly conducive tGmprompus gatherings of msician
n itself alearning experience, which frequently result irnmiore pemmanent  association
Ihe Repercussion Unit, Californiak.A.R. Unit, L™Eau and Eracha are recent example

CalArts offers BF&4 and MFA degree programs
in Art, Dance, Film/Video, Music and Theatre. Contact Calfirts

Office of Admissions, 24700 McEsaan Parkway, Valenciz, California 91355,

or call toll free (B00] 545-ARTS (from other states)
or [B00) 292-ARTS (within California).

and immow
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MANNES

Artistry & Commumnity

Ai Mannes lht.-_',r go tug{*l]‘lﬂn

The skills, understanding, and originality
of artistry are fostered by a superb faculty
in a caring and supportive community.
That's why Mannes graduates succeed.

PERCUSSION STUDIES

TIMPANT ANTY PERCLSSIEN
FACLULTY

Niorrmm Frseman
Norman Grossmas
Hirmam] Ve Hyming
Taker Rosrnherper

THE MANNES PERCESSIDN
ENSEMELE

NEW YURK AUDITIUNS: Janaary 7, 199]; Manck 5. 60 T, B, 19 May 21022, 23, 24, WL Aupust
ilales b b mhmbiinied, LS ANGELES AUTMTIONS: Felipean 4, 5, 199 DALLAS-FT. WOKETH
ALTINITIONS: February 6, 1991, CHICAGO AUDTHINS: Febroary 8, 1991, Cald BO0-292-30040 ar
F2-5H0210 fur lerther inlosmatiog

PROGHEAMS OF STUDY: Masier of Music, Post-Graduale
|'|i|-|nr||.| Bachelor of Musie, Bachekar of Sesnes [|I|-|IIII'J.. THE e
Profeesional Studies Certifiene, SCHOLARSHIPS ARE AN N]:B,
AVALLARLE. DOBEMITORY ROOMS ARE AVAILARLE. - -

FOR FURTHER INFORMATION: Write or call Me. Maribyn COL LEG E

Cererens, Threchir af Ad meissbans, The Maanes ‘I:-\.||||'p|' off Musie,

150 Wesi B5th Street, Mew York, BY. 10024, 212-58040210 or OF Mu SIC
e L e THE R S, ), b

i i o e Ve Rollann’ s Sl Beamici i




SeLecTeD Reviews OF NEW PERcCUSSION LITERATURE

AND RECORDINGS

Pubdishers and compotes ame imvided fo neb-
mil mplerigls io Peroussiee Woles e ba
crsidered for revdiw, Selection of revieee s
arnd dhe saining of restews are i sole o
sty " Ie Revdoww Edllior of Percics doe
Nodes. Comamaras aboeir Whe ks do mor
mesinarity reTect fbe ofinions of ke Percues-
St AT Sacdedy. Simd mehmrisrions fo o
Lambery, & O Sooc Iﬁ-_ﬂ_‘.'ll e L fpaer-
siry, Loasvom, Oblaboma, D54 71507

Drumset
Literature

Tokal Drogms Y

Emic o Formae

§1505

5204 Durdas St West 502, Islicgton
Chetinio, Crsach

Turel Dvamed is llee [t of a planned rwo book
series and is designed 1o help a beginming
siklent beam basic rinthm pomnion and per-
farmanee pechmigoes fr the drom et Thes
i enaugh written inforsarion that a snadent
coatdel likely leamn 1o play withow the aid of 2
weacher. Finding & good kescher i onoour-
aged, bowever, arel theme are even evaluacion
sheeens chal o seackes can G0 oul alen the
aiderd cormpleics vanous levels.

The book concemeancss on reading
rhyythme at first, using only the snare and bass
cnems. Later, the: cymloel o ba-bat is ncleded
unel gxurcisrs of ocne Or MOore Measures ane
the s Thers aps aleo some drum solos
and fills, and wrinen examgples of beas whach
wers used on varkous reconding videos. The
recorrcling examples ane from such groups as
Guss N* Hases, Def Leppard, Shy and the Fam-
ily Stcinm, Fush, the Desobie Beodhers ard Fash,
Wirel &nd Fire, The last chapeer in the book
tas several pages devoted o exercises amd
riusic bsed om b pote trplets. This seccion
coninues o b i b PopdBock vein rather
than an ineradusctenn o the g@ee syl of play-
g, The authar eive thal a cassetie will be
E'.'ll'[hl:ﬂm.'la ee an addiianal five i wight
chsllars) in the mear fubare, bt was not avail-
able for review,

Toral Orums offers o relmively ke
umourt af information and presemts i in a
cheds and concise manner. Sudents will lioely
find the ooe of TWo messare beals fram e
waniaue albums wery interestivg and helpful
Although asy beginning iuslent coiskd ben-
el fraom this book, the evaluation sheet an b
e af the clapler makes & seem s though it
R prrnir.l.].' intemded far a Faurnper age siu-
clenl.

= Dymin Glidsock

GE Music Publishing
P.0O. Box 5740
Minneapolis, MM 55407

This book conmins the “complee listirgs of
all the possitle rhythms and accent panerms
based] on ore bar of Sth noles o 4% time,
Lith noses in 204 time, Bh rede tripdeta in A
dme, ard 2th nowes in &8 lime” Bech ox-
ample in gheem in thres differens vemions: L a
coaminuwous B or Ll sole pamern with ac-
ocents 21 @ simple patiern of notes and ress
ad 3] a “resore complen™ palcry which wees
different niote walues. Depending on baw yos
interpiret the informalian, there are B, 16, or
24 different panerns per page

Wirtuzlly ik first shing asyvoene will ootice
abour dhis book is the ununml way it & put
wpsther The excreisc papes anc cul down the
middle so thm pamenns on the et side of he
page can be combired with different panems
that cceur @ the right side of the page {or
vicewersd), soemewhers carker ar laler in the
book. This allows for thousands of possibile
combinations withea the necessity of laving
each wariation on a sepamse page. The book
alss has rwo kdemnscal “fronc covers” wihich
presenl e Sth and triphel sections in one
direction and the G/8 snd LiHh Hole sectior
n the cther. The mapuscripgn is primsed on
card sioach pageer; s, even though e ook i
fairly thick arsd has divided pages. & is rela-
tivedy stusdy.

There are many ways in which dhis mane-
ral could be wsed, and it ix left up 1o the
wndginalion and crealivity of the shecdent or
peacher b diseaver which waye would be ap-
propriate for their sinaagon. Because thees are
w0 many possaile combinatinms of pages (ans
therefore rhyhimis), i woald wke a very long
time bofom anyone would ever play every
wariaton. b lase, phyinu syalematically
chroughout the entire bl weould probabily
appeal to anly & small percemage of snadencs,
I weould likely be mauch more enjoyabile and
banuficial o randomdy mix and mach pages
0 that eshancemnsnt of sight-reading tythms
is the goal mther than just playing though &
cerain pumbser of pages.

Ripehmer ard Accenis has an inseresting,
formiat and provides & good, open-ended
mouree for rhythmic reading.

-Iymn Glaiseck

Edited by James Lambirt

Mastering the Drumse: D11V
Cluck Kemigan

$14.5%

Cerderstream Publecotioes

PO B 5450

Fullenon, CA GA65%

Migsiering rbe Dres S is &n impressive 183
paps book on four-imb coordination. Ik ds
divided i thres large sections- ightl nolgs,
tigplets and mstesnth noles, with a consider
ably larger rumbser of pages devooed o Sec-
ciens [11. s mull]puw.l; Fﬂh ape; impeovecd
readirgg obdiry, grester faciling for druma cham
inicrpeetation, a much improved feeling for
syncopilions ared chythiic subdivsions, a
beetier “ear” for different rhythens and a greaaly
expaided wocabiatary of ways e apply thisg
rhiythms oo the drum ser, gready improed
cemire: ol all fuer lanbs, cic., g2c. ™

The core of each semion is eight pages of
smngle leve symoopatad chytlms. Tleese fhiythens
are 10 be played i varoas ways which are
chsseribed in e poges preceding cach synoo-
pation section The encscmes oover the e
signamures of 44, 34 and 554

The insiructions on haw w ply each ex-
ercise are chear, ban there will be 4 cemam
arrrrnl of tme requeed for orontation. Onee
the swden understands 1he syspem, there
shoudld be no peables in detemmining wlal o
practioe.

Thas iz a bk Tor developing coordina-
tion and the abilty 10 read and play symco-
pated rhythms in a vangty of waya, It does nem
have a series of beals o "geooves” thar migh
B umsexl in a perfonmance mbuation. Mosi of
the exeycises Wil secm 1o Be pasl thal — exer-
cize. But, weith penctecs, thee cRefomes ookl
greatly enhance one's ability 1o play and be
creative. li ds bosi sused for the intermediame
B achvanosd siudert Wil empays a syslemslic
ared thoreagh approach 1o four-limb coordd-
wialica,

. Lymm Giasock

Difficulty Rating Scale:
I-Il  Elementary
II-I'Y Intermediate
W%l Advanced
Vit Dafficult
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Bilnary Rhytlums for Drwms
Paul Hamirez
Alphonse Lechue (Faris) (156859

caercises for dnamaet using varkous hamd Feer’
imsirurseni ki 5. Tenmgos (oo 4 i
18y MM, stickoings and accems are o be cases
Fully fllowed, The aulbdr stades ihat =ach
exerries should be played comtinuously for al
least 3 minutes! The &5 exercises for hands
alove would also be gosd for non-dnamset
players 1o develop coordinmed-independence
fiar mevltipenussion work

Suimbile for asmy beved derusnset player with
bagic reading and technscal shilitess

- Jobw Baldein

Binary Rhythoms, Vol 1
lecques-Frascois Juskowiak & Dominigque
Marseille

Adplsanse Lechic (Paris) (19899

The 14 pirces for dnsmser in this fist wolumes
are ranked easy (5], fairly easy (21, laicly difi-
cul {40 and diffical (51 Three fave socompa-
nying bass pans (which are maduded), and
o has an acoompanying dnam machiee gt
{shythims wimen cut), The fally-notted solos
use @ beas 17 syrmbuaks for the various sounds,
mcluding a second bass drum in one piecs, 4
Chinese cymbal are 2 cowbell. Not only can
the pleces be spodicdBeasmed perlonmed an
cosnplere soldos, they can also be broken down
imio indivichml messures anddos groaps af
riisares thal on be incorponated oo the
dramenes’s origirad sali. Varicuas drummers’
styles are included, e.g, Sseve Gadd, [elf
Porcaro and Cackos Vega.

Sustable for peogressan siuly as well as
recitalfestival performance where apprope-
atg, Broommensd ed.

- Jodst Baidute

D Sessions, Book 1 -0
Peter ¥ Carman

Fl4.s

Pl &, Kjos Music Comgasy
4302 Jutland Dirive

San DHego, Califoreia

With &0 many crom = meibods available
Iﬂldﬂ.'. IE |5 |serreaingly difficult far 2 publica-
tion 1o distingaish lself from the ciber offer
ings. Part of the unicquences of Drum fexions
Iz bz overall look. Some dnen set methoels
give the impresson tha they were werimen
paicichy and pablished very cheaply. This is
mod sowench Dves Sgmniome. Thers bas been an
chvious amempd i make cthis publication vi-
sually amractive. What really is imponare | of
course, i the methed sell, I it logical? ks &
enjoyable encugh sothat & snsdent will warg
s cankinua its stuchy® [z it educational by sound
lo this casge, there was as much emphasis
placed on the pedagogic conpen &5 thers was
i e packaging. If somecne doesn't like i
presernmion, @ will ot b beciisn they fek
1kt the author or poblisher ted oo past doow
something together,

#i6 Percussive Notes

Thee fiest eight pages give informacion
about the drams, the grip (ol maich aml
trachiticeal), basic motion, and muasic nots-
tion (This sectios o mcew detailed and exoor:
ing. in it informacion than vimually any oiber
ook on the markel.) The nest 17 pages ae
exercises and musical exammples for the hands,
e srdpe, cymbals and ioms. The bass dnsm
sas o be included on page 28 and is almast
present for the rest of the booke Mear the ond,
the method of playing ibe hi-hat with the foom
is presened. The losi pages deals wilh the
Eurang of the dnams.

Inchuced with che Dok is 3 sudio gquality
audio cassetie ape. L OonIEing musscs ahor
selections called "Minl Joms” and five longer
pieces called “Sessicrn®, The sleciions are
recarded rwice = the fissn dene witly the drums
angl the socond time withow. The dnam pan
of each plece is aomed in the ook and in-
cluchs patierns that wene previcasly m soar-

Drum Seenions should be o very erjony-
abde arel Beneficial method for the younger
teeginning sudent. Perer OFGorman amd the
prublishier dhould be commesded for cheie
chedicarsoin v qualicy. & highly recommanched
e,

-l Glasseok

Keyboard Percussion
Literature

Charlciton Capers and Keep Movin'
George Hamilion Geeen

arr, Boby Becker

Eeyboasd Pencusssan Publications

by Marinoba Froductions, Ine.

PO Box 467

Asburry Parke, B 07712

haripeton Capere and Kpap Modn® aee mwo
previcusly unpublished picxea of Coorgo
Hamihon Green which have been amanged
lar gy loplwone sak: with marimiba acoompanis
mena (four plapers). Charionon Capers 6 an
up-tempn parcn which feasunes the charecrer.
st Cluarkeon I']'I!ﬂjl.ﬂl while R'I‘J_.’ﬂ'm‘n “Is an
example of a medium “foemo” The averall
siyle s, of coiaree, that which Mr Becker and
Mexis Fawe mebde 20 pognilar over ibe lost
o decackss.

The accompanimerns can be played an
twe or Four marimbas (with slighely alered
it B the ™Wo Bgenl versonl; and, if
avallable, a fourand-ane-hall acave (low F)
marimba is preferable for player fous.

Inchided with dhe ssome and pars s a
sheet giving perfonmance niotes on he insing-
mentation, how 1o play the oflk, malle selec-
tiom, an opional percusEsion stompandment,
and some very Fmeresting irdersaiion an the
compasitan itself, This sheet will be very
helpfal 10 ensembles thar bave non played a
largs numbsy of picoes in this style.

Charlesten Cdgers and Kesp Mowe'
should be very populss scitions o the key-
Tcird lilerature.

L Glasrock

Multiple
Percussion
Literature

Supplice 1

Crerand Barlios

25

Gerar Billawsdot, Edieur

14, rue de MBehicuier 3000 Pasis
Theadare Presser CoEgany

Swice s @ beginning rultiple perousson
&0 wilh piano accompaniment. I is 39 mea-
mures | benggh and hus a2 performance dme of
U5 The required instnenenabon consets
af snare deams, kw 1om, mangle and sus
peraled cymibal

Rhpthm and techeical demands are veny
Eratic, allivaing the shodent oo concertrale o
the frequently changing cynomdcs. The plana
accompanimend i simple enough b be per-
foemicd by viduvally any percussion peaches
who reacs melodic notaticn. I8 is alsa writhen
in mach a way that will allow e tzachker 1o
Uimen carsfully w e percussion pan.

Supglice is not “flashy™, bl i s e g
af piece thal offers the sudent a valushle

musical Experience &1 o very eady kol
- byrin Citnck

Methods
Literature

La Classe D Baperie [V-V]
Ermmadsiie] Boursauli and Guy Lefevre
Alphanse Leduc

175 ke Saink Honome

T30 Paris cedex

This iz dthe third in & series of books dealing
wilh vamicuos fythms and exercises for dians
Miost af the 53 pages are written for deam set
bust these are seme mngle line exercises(for
s dnam) and revo liess excriso ffor mare
anid bass or anare and hi-hea) scamesed peri-
cxlically throughent the book

The firs hall of the hoak deals with ihe
compoand time signatuee of 1208, 98 and &
8, and the 44 mmer wih e beaw Svaded
into Sth noee wiphets, The second balf uses
s mame tme signaures bl also inchsles
other fommen meters and often divides the
beat ieso ﬂq_l.'ﬂ]. rwn sl Four parts The LS
tem of opsn and close circles is cecasionally
given for stickings although there |5 50 expla-
nalicn for this glven in the begaming of the
book.




The exemcises mnge from ore sesmne o
m:n.ni:'cpug:mltnﬂ and cover many diffi-
wah aspects of dramening inchuding rock syle
beats, jazz and rock independence. fills and
salo marenial {akhough not specified as sach),
undml::;lwﬂnmdwhmlﬁlhl b
played while reading a dnem chart, There i
alsz g uhmamm.ﬂd’m—-:};bunmwm

Drae o the: vamiety of amas covesed, this
could be & general all-parpose dram set book
P Ihe intermechate io che sdvanced plyer
While scane students may nok firel all secuons
dinectly applicable w their cumens siation,
virtually everyome should br able io use -
tices of this publicaiion o help Funher their
musical goals,

-LymR GhEsosk

FEET FIRST

Frank Belhice

Dwnein Tracks, Inc.

218 M. Visgiedi Ave.

H. Mascapequa, NY 11758

Fer R is a type af “sick comrol® medhod
far the feer. Afwr a 14 page Inorodisction!
irctnactiam section, the book begiss with some
WHMM-UR eXercises and then moves on o
single mroke patterns, doulsle srake Palerms,
paradiccle paneens, mined pamenns {a combi-
macion of the above), sisnilianeous fralcTns
(wlery the bass dnam and the hi-lat can bty
kave notes @ the same time) noo-continuenis
sixterrah nole palierns, groove paiterns, asd
a few pancmma at the end imvalve the s,
The: exercises age ani and ™o measures in
lengh arel ame supplemnenied by 16 messure
aodom

There & a great deal of emphasis placed
an the “splash® iechmique lor e hihar &
eectiodn af the inkradisction cxplains bow this
ia plvyred, whether it i found singuhirdy or in
suxceeaaion. Whae this is not @ new technique,
it may b unknown or seldam used by many
periormers.

This publication was not intesided 1o be a
definkive bosk on foot costral, B does nig
aeIp b ghe every possible vasimion of
each palterm, nor does it contain any IEpEe ar
ewing style exercisos. It i 4 specialy book,
even morw 50 thas e lide might suggest
Studkesils Wanling o mastes e “splash” wech-
nicue woukd be hand pressed o find 5 mose
helpful publication; snd Far thoss siudcnia,
thix book ks highly recommeensded

- Lynm Glemock

19 Musical Studiss For Vibraphomse 1-V
Emmanise] Sejourmne

Alphorse Leduc:

Editiens Musicales 17% rar Saint Honose
T Pagis cedex 01

']h.:u-ﬂﬁlmlmuhrﬂipirnslhﬂ:mngﬁ
from 30 secoeds o 2 172 miranes in length.
They cover a wide vanety of siyles séich ane
described as “pEr, swing, funk, blues, on-
ETIPCrary music, neos-ok al i i ons
of Enle Saic and Johann Selasin Bach” Four
of the mineieen pieces are ducs with piarer
and there is 2 separae boakle includsd s

mniains just the pleces with piano. Al af the
campsasilions are istended 1o be pedormed
while helding four mallets altbrough same of
thie eardier coes could be played with me,

The firt two siudies ape s0 simple that
they could be e for the very Firs lessen an
keybousd percussion, They progress in such g
way that it wouk likely uke a tnoe beginner
several semeslers b successhully play the hae
few soloa. Stickings are indaded an the firs
Lhires pieces and sumbers T through seves
bave pedal indications. There is o e i
e of single line, melody with harmony arxl
chorsd styles of wriling. As with any collec-
tiees, cevtain soles will likely be maore appeal-
ing to scene shudenis than ctlers,

This book has some very anractive fea-
rares and anyone looking for a collection of
sbrart pleces for vibraphone should definitely
consider this publicatan.

- o Gileock

Brazilian Rhythins

Mene

H12.50

Ediions Aug Zarflub (Pariai Theodose
Prisser {15689]

This dewsdled, M-page vext presenis "o comgpi-
baticn of original Brasifan rhyibens sclecied
froun o varied pool of the mos represencee
oo (Marmcan, Samba, Bajao, Fremn, etch
wrinen i reo fomms: ane for sevenl perous-
#i0m instnaneents, and anogher Taithfally
acdapied for drums alane.” The “weveral per
sk insiruments” refered o dn clude cxxixi,
ganzd, agogd, cuica, vidaguks, reco-reco,
pandemn, rambuemba, Lmboim, Sigideina,
apala, cains, surdo, copre-surdo anpd
repirsque, Aloag with the thythms and their
vanaticds, the author inchudes hisiorical, mus
sical and pesformancs informarion. Alln-all,
e text iw very clear sl stmightforsard i
myle. Recommemaded.
- Jiahr Balawtn

The Complete Works of William G, Strest
Eclited by Johm Beck & Harrison Pesdey
1295

Eastanasn Sehescl of Music/Casl Fischer (16040)

This cellection of 3% studies, sobos and dues
ber snare dram and timpani were wrinen by
Wilbarn Streer for wse by lis sudems ar
Easrman. Mary of the srnase didm ahickies ane
mether “Spone-Eke” in ther approacts i ascoent
and/far icking cosnbirations. While the s
joriry af molerials seems 1 be bosed on @
cancen-syle apprmch, there are soome sud-
125 and especially duets that are rudimeneal i
nature, The evades ackiess problems such as
tempy, dynomics, doned chythms, stcking!
accent cambinations, cokd syynhmie grospings,
Mamasrolls, e

Suitalde for the istermediae 10 advasced
srare drumimes whe i willing re work wich
coRcerrlgon, perseverance aod diligence
Highly secommended.

- fobr Lalday

Snare Drum
Literature

Alfred's Beginning Snare Drom Discis [
on

Sandy Feldstein & Dave Black

§5.05 book! §7.95 ssemes $12 95 both
Alfred Publishéng Company Inc. (19500

These 15 dsets include single strokes, sim
clicks, Mames, naffs, and rolls £55,13 and 175
Mieters used inchude 204, 34, 474, ¢ and &8
Tesnper and dynemic markings are cear and
easily sead. Side [ of whe mpe contans the
Firsl Pari and Side Il contains the Second Pam,
theas the stsdent can play cither pan slong
with the recoding

Althosugh the duss ape designed to -
kw speaific pages ard ewercies in Alfred
Druns Methed Book L, they are cemaindy suit-
able for use with sny method as lang as the
sudent has the requesite undersanding and
akill. The duets would alse be suiable for
elesnentaryfunsor Figh festival use Becom-
e ke

- Jelery Bl

Kyle and Ricky Jive ¥

Jarses Jurrens

§2.50 (spore)

Soulbwern Music Co. (@5T-A%0 { 15950}

Thes easy 45-measure snare drum duet could
b viewed from ether the nadimestal o con
cen-syle sals, Very few molls are used - - pone
sisorer than a full beat (in 44 and 2040 Omly
Part I bas any flams (six) Both pans have
grosaps of four sigseenths which eculd be
viewed a8 pammdiddles. Pt | seems 1o domi-
naie slightly mast of the Gme. Dyramics and
ACCETIE AFE Sngy I rend

Suiesble for an clementary or boginning
juier bigh festival peece.

- foden Siigtusn

Timpani
Literature

Concerts Fof Timpan! & Orchestra V1
Marshall Griffith

Price not given

Marshall Gilfih

Thee Chevelorad bnstiogte of Busic

11021 Fasat Rledd

Cleveland, s 44106

COMCERTD i & one movernent work For 3
umpand which & dedicwed o Clogd Dl
former tanpnist with the Qeveland Orches-
Iri 1L opers with @ slew inroduction of peclal
L which is remindscent of the cpening of the
Brahims Symphony Mo 1, This leads 1o s Fas
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ringthenic catinato, a slow bysical section wih
sk viclin and fimpani, which then traps-
Tearens 1o e Cadenza. Next comes & returm o
ihe begioning, but In a highes range. The
Concero ends with a fapfare exchange be-
meeen impani and orchestra. The Concena is
approzimalely seven minuees in lengih.

Thes work is quite tonal and s interes-
ing rhythoie comtent and the onhesirbog
COYEr Biumestas cobors. As mentioned above,
the woak requires ¥ dname inchling o pic-
colo tmpani which poss 10 o high B in i
Cadenza. The woik B wrimen in the hagher
ranges of the droms which helps with the
clarity arsl projectian ower th crcheatra. Thire
are pomallet or pedal indications in the soone,
beap frcem the 1spe that was sabmaned thesy &
ample pich and malbet vakery o provide -
denes appeal. Highly recommend,

- George Prock

THE CUMBERLAND RECITAL STUTHES
-y

Alan Cumberand

Price (A given

Alan Cumbrerand

PO, Box 36

ot Croary Cplcl. S00Z
Ausiralia

This s a coenprehensive collection of 22
graduated solos for 204 and $ tmpani. Each
#lo ingludss wning changes, arsl cach has
numencas dyramic changes and challengsng
hythunes passages The soles cover mosi
meters and include changing meters as well.
T pilch clunges are not inclicaied, and in
moat of the solos the maller selecwon is left w
the discration of the 'Fhiﬁ'lilr T pnnl i ey
clear, bt thene are NEMERUS pRge Turm ol
Jeums thest mvost be handled

Thiz cellection is an excellent scurce foo
the college sudia, and all of the sclos ame
sufficienily imeresting o be included in de-
Eree recitals, Highly recommended

= George Frock

Percussion Ensemble
Literature

Aux Quatre Coins/Champetre [
Gerorgs Pacoyneki & Ewvelyme Stroh
$5.00 each {scone and pars)

Exliticrn Aug. Zurfluh (Pads)y Theodoee
Fresser (19850

These two short works for mangle, mmbon-
rine, gram dnam, piane ard inangle, mmbog.
ring, casmnets and plano cam be played by
oo or three young perussionists. The o
versiona anc alighthy &Elerent in their scoring
[And the plano pan ks mare difficalt than the

percussion pars)  Dynamics aro cleardy
mmarked in the scoee and pasts. Mo anplement
imdications ane included.

BE Percussive Moles

Susmalsle Far eknenlary shucly or Festival
pisces,
-_.Eﬂlr: Herlcludn

EALET for TRIOS FERCISSTONISTS ¥4
lacaques Deleduse

price mod given

Alptamase Leduss

Edlitiora musicales 175 nes Saira Honoee
P00 Paris ceclex 011

This is am excellem seiting for theee experis
e players, each using a muliple set up of
reveral insruments. Nomion aclidés baoth
freer ancl meterec passages, and the pans are
pocadinated in & comgplex manner Tratns-
mertasion of this 18 minue wock includes
vibes, marimba, & Cimpund an:d pumersas
drums, cymbals and accessories which inchade
cerwbella, wirkl-chimes, am-tams, tambourine
and crotales. Each player has his own pan,
B egly of Chese has o mind sooee ardue line
1o help with prepamicon and performance.

T exlitar fas sk greal cane in prepar-
irgg the parts. The print i very clear, and therne
are rests ot each page morn. This is a est for
the achvanced percussion chamber group.
Highly recoanmended.

- Crecarger Firoclk

ROYAL FIREWOHRES SUITE IV-¥
3. F Handel, ase Steve Giamno

1z

Soaither M T,

San Amonko, Tx

This three movemeni ensemble. La
Refoussance, Boase dml Mmmuel s soored
for bells, xylophone and manmba. The pref-
ace at the b"ﬂ""-"ﬂ"-ﬂ- supgesin thai the mallet
parts can be doubled w perform a mallen chiir
The piim is vesy clear, and the oditos has
taken care o avold page tums. The marimba,
which i par theree, s wrilen in trebile el but
s marked Bva basso, thus requiring 4 coneert
grand manimbia with a low A, The opiicnal
perumion s are sylimtically fining for the
period This should be a oioe addivon for the
mallet crmembile, and the 16h nole oangos
will provide challeege.
- Camrge Frock

THREEZX 1
Thamas A Arosm
500

Kendar

P O Bax 17H
Delevan, NY 1442

THREEZ i #n appropnate @le for this casy
e im 308 tiene. The instnsmenearion inclickes
snare dram and weocdbiock, rom tom o mm-
Bodrne asel Pdda diiem andder suspended
ayimial. The publisber submirs a groding of 2,
bt this may be o high becavse the wechni-
<l demands 43 not go beyond single strokes
o aps, There ars numerous dynamic changes
and changes of color sl 33 rim-shots and
playing on the rdms. This should be o fun

exuiembile for the beginning erscmble
. George Frock

Instructional
Videos

Greg Blssometie Privace Lesson 15Y1
{rreg Bissaneite

$39.95

D1 Music Video

541 Avenua of the Americas

News Yok, HY 10011

Alter s briel imroducon, Mr. Besancie playa
a lengthy solo which demonsrares a warieny
of siyles and time fesh. He then o abos
the imporance of regularly ploying w#h a
dnusm wackene o click track ane Gips recomd-
ing pour playing Cxher topics include the
prip, vasious rucliments, having a epetcime of
*licks® that vou copy From oher players, and
thr: importance of reading,. ome of the other
pliymg demomalcations Cwhich ofien ame per-
formed with sequenced keybosed groove) deal
wilh Latin snd fer svles, playing sath brashes,
douhle bass deums, and playing with & -
plecement of the lime feel, Each iepic i ad-
equately discussed before @ is pesformed
which isespocially helplul duot s twe fact that
same =xamples are only played ara fasiempos.
The owerall mamner of dliscussion is infrmal
arsl enthusiasse, As woukd be sapened, the
plaving & very smpmessnce and well recorchsd,

There & a greai deal thar can be learned
fram vides, which ia true of all tapes which
feanure this level of performer. The cassene
case stasen that tha kevel = from "beginner oo
e ard, while this s most cemamly comect,
i would Beely he the most belpful mogee
sericus intemmediae sudent.

- Ly Cilvessock

Peier Erskine Timekeeping 2
Peier Erskine

53995

=21 Muasic Video

51 Avenue of the Americas
Mew Yook, MY 10011

The subtitle for this mpe is "Afro-Carbbearn,
Brazilian and Funk® and ahhough the even
cighth note styles are smphasized, the jazz
influence is cemaialy nol dscarded. (Flaging
latrzls on different styles of music s some-
g % all do for communicative conve-
nience. Me. Ersltine states that Tl prisic js all
related, arsd all pair of the same thieg™ and it
is gasy o hear this relackomship he refers win
his Pl.ﬂ:.'l.l'l.g._l' bir. Erslcine = again scoomps-
nicd by Jotn Abbercpombie and Marc johns
s Who are wivalualde m helping convey
somme musical concepas that are pressmed on
1 e,

A with pze, Mr, Erskine’s approach o
the varioue sraigin sighth and sixtesly note




styles is controlled improvisationn — kecping
iz "spdnit” of the basie matem or style while
slill Being creative. He abio shows lsaw some
elements of oo ke might be effecuve in &
difleroni context, once kEdan ackreewlcdging
he relalionship that can exist berween slyles
Some of the cther praciical playing tps deal
wills Tecling the smallest comivsom o sami -
o of che faiern, Enoemp when W __'\;IJ}' ]
simpie patiern rather then a maonre CEIMpHTE
ane, and lisrering 1o the bass alarpes. Toves of
the pon-lans paeces ane *Labor Dary*® o jazz
pizce that demonstsaies three differom ap-
proaches 1o the e song) asd “[n Walked
Slaya® whach is a relatively free composition
thial emphasizes “motion, veloiny andl hex-
rure” radver chan a sleely pulse

Inchided with the wpe i @ thiny page
bookkes contining some writen infommacon
;llll"\- mu=scal I|::IE.I|I'||'||Ir:- ol the Fossie paterns
which are demormimned. (4 very helpdid s
me saving Conic lusiain §

Me Esshine comveys his informaticn @ a
oenoEe and amicdlate manner A2 usaal his
playing is irapiring withour being gravuinous
or fashy. Stodents lesaking For ghis tYpe al
wideny will cerainly not be disagysinied

LM Do

“The Fantastic World
of Frame Drums” by

Glen Velez

Glem Velez embodies the frue
spirit Of percussion. This video is
@ must fOI svery serious percus-
stonist, -MICKEY HART*

In this exciting video Glen Welez, the
world's leading framedrum player,
and Paul Winter Consort percussion-
ist, shares his extraordinary tech-
niques and musical perspectves, Only
Velez could present such an array of
traditional and innovative techniques,
tonal Possibilitiesand rhythmic
Patkerns,

With insightful instructions and
inspiring performances Velez's vides
and FREE manua will serve you as
sankinuing creative resources.

639.95 ppd. Wik, shar s vesbabids s
ipecial osler] VT maklanis sbd 4% dabe b,

Available in MUSiCabores o from:
INTERWORLD MUSIC ABSOCIATES
&7 Main St., Bratilebaro, ¥WT 05301
[BI2) 157 - 551§
fhey s e
[14 T i sankranc 3
Iykodisc ecording "At The Edga”

Study with one of the world’s most
prestigious percussion ensembles.

B
L -

RERReY

A

.2
5

James Collay

University of  _ «
nnati

CCM's percussion program iS designed

innovative contemporary techniques of

Fan
. = £ pi et Chhvia 09320000
| cidl

to meet the varied demands ofdays
percussionists, fram traditional
orchestral percussion to the most

chamber performance. A mgjor focus
of thegreup has always been the
teaching and coaching of young
musicians, with many of their
students having goneem to

careers in major symphonies

and teaching positions

throughout the country.

TP ol be impragible fo
overpraise The Percussion Group's
performances. <The Miw York Times

Few applicatan inlforoudien, eaian
. Hasedd Lasies, Auslsland Tess
L oBrge-Unnsarvemd ooy ad Muck

CXIX] 554=5402, FAX {313 3380201

Double
Your

Mow, & tambourine with a volce as
full and rich as bwor the Grower
Tamibourine—hand-crafied from
the flinest materials for quick

e sponse, wide dynamic range,
posker and projecion.

And, owr hand-hammered jingles,
Aavallalile in German Silver, Beryl-
llhwm Copper or Phosphor Bronge,
offer vou the choloe of three
distinciive sounds.

Doulde your impact with an lnstru
ment capable of expressing your
talents. Ask for the Growver
Tambowrdne by name.

We don't just bulld your
tambourine, we oreate it

Avallable at selected dealers.

GROVER ENTERPRISES

29 Bigelow Street
Cambridge, MA 02139
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NEWS

Chapter News and Membership News

OMNTARIO, CAMADA
Professional Percussionists

Following their exceptonally well-received
comwer in Ghosbare, New Jomey and resi-
dency in Millersville, Pennsylvanio, NEXUS
reiummed home o Toronoto o appear on a
aelas program jor the benelit of the Yok
Cenere for Hefugee Smudies a1 York Universicy.
HNoxzus member Bob Becker has just firished
a residency an the University of Mebmsha-
Licgaln in the “Aris Are Basicl piloi program
for Ams in Edwcation st the Lied Cemwer, a
fererunses for Mexis' vinl thers next January
Mexus has also been working rowards dhe
new Takemiisu concerno commissioned for
Kexus and the Boson Symphony by Casnegie
Hall io be premiered this fall In pasticulas
Raobin Engelman has been secking two oc-
nave of Boocbams, oo an easy msk® The group
& kaoking For a mow stvdio, oo, ae their re-
hearsal space of Eaay years B now oo longer
availatle

ARKAMNSAS
Chapter Mews

Jamnes A, Scain peeiepied a coroer pecus-
siom clinks and recieal for spadenss ared direc-
W in the Hef Springs arm hosied by the
Lakeside High Sehosd Musie Depadment.
While in Arkansas, he serred as an adjudica-
e for the Arkansas State Dniversity™s Aneial
Percussion Ersembdes Festival, bosied by Sheri
Dees. Alter the festhal he presenied clinics
i ensemhle pesforsarce and inlempeetalaon,
performing &8 & section perussiooist, ded
perfomming a multipercussion sl In April,
her also appeared as guest xylophone solois
with the Memphis {Tennessee) Sare Univer-
sily Pepdiissaon Exsembile fander ihe direction
of Framk Shaffer, Jr) for te Music Teachers
Maoticeisl Assccimticn's Amnual Cosfereros in
Little Bock, While in Memphis, he pedormed
ar MEU aed presented & clinic an il ssoey
of aylophone liversiene fram 1850 vo 19%0 arxd
demonsirared beginning mprovisaticeal siyles
for music of thia period.

CALIFORMNIA
Chapter News

A mrdster eockshop for inbeemedsate/advanced
maller srudemts was presented by Julie
Spencer for the Southern Callfomia PAS
Chaguer at Calilornia Swtne Univessing

mMonhridge in lae July.
a0 Peroussive Nolos

COLORADC
Chapter Mews

James A. Straln has bees sppointed Asis-
tant Professar of Percassion and Theory ar
Fon Lewis College in Durmsnge. He will also
serve as timpanist and principal peroussioniso
lar tha San Juan Sympbony. Dunng the 1588
9 acndemmic year, S WS i edence b
thee Basimian School of Music purswing his
Doctorste of Musical Ars in percussson per-
[orenance ancl literabu e

Thwe Colorado 1990 Day of Porcussion was
heemed by Terry Smibih ar the Universioy of
Colomdo College of Music in Boulder in mid-
Marcly, Chinks werw presented by Gary Bar-
rler (chord voicings for jaez wibes) and Do
Prorak (eresl] dname and MID. The followe-
ing percussion ensemblks were foansed
perfomance Alr Acackemy High School (Mllke
Sherpa, dircckx), Momezusn-Core: High
School (Hodney Risthalber, directars Metro-
palians Soape Colleges (Mark Fosied, dirsoioe],
and the University of Colorade ot Boukler
[Terry Smith, difecics). A percussion cham-
ber mumis meciinl Feature:d Mike NMevin amcl
Gray Barrler playing vibes, enisine, and
FAT mallet contraller, and percussionist Termy
Yermillion performming with rubiss Gary
Namine John Abdridge displayed his sxens
mve collection of fine okl snane drams, ard
John Galm exhibied his 1920°s dramset aced
his CGhanian drumes. Approximately 75 pecple
were inamendance ai the day's events.

IDAHO
Chapler Mews

Firz Limstgrant $even Grimo ard Cheel
Muster Sergeant Randall Eyles of The Ursed
Stales Al Force Bend, Weshingson, TV, oon-
ducred peroussion cinkcs, dasses and sessinns.
with stulenia al e Unseersity of Idaho in
Mascow = Hsuary. The o gercadisoil
were o part of the University's 13th Anral
Bapddfest The event inclucked perd;

Edited Er}-' John Baldwin

wnd Cerine gave san cliness, Nive kssons, Four
retvearsals and meo comcers. Topics covered
included: Critena for Self-Evabuacion, Consid-
srationg for Sooee Snsdy, Credentiales for the
Crradhaste, Cowrol and Effective Dhaipline,
Prigramming - - Bepericere vs. Lherabare, The
Principal Fercussiomist - - Band Direcior's Best
Friend, Cymibals, Tambowiise, Triangle and
Caetanets, Composing are] Amangieg for Per-
cussion, Hagiume amd Movelry Xylophoss
Ferformanes and The Percussionisrs Pencil

MASSACHUSETTS
Chapter News

Berklee College of Music Percusaion bnstnsc-
oy Wiceosr Mendoza was inviled o presem
peroussion master classes of the Boyal Col-
lege of Music, Trinity Colloge, the Hoyal Acad-
emy of Music and Guildhawld 2 England this
sty This was Mendom's second mp o
England where his classes wer ol
cally recerved Lt year, [n additon 1o his work
im the chssroom, Mendoza appeased onsioge
al e Bass Cled and the Bulls Head, meo of
Lorpdon's most esteemed jarz venues. The
Fbexic an~bown wibe‘marimbo player ard mobed
Latin-lazz speciaka i a pesfanmer with wide-
sprend mnternaliomal appeal A pantial roster of
anists with whom he has peformed inclucles
guitarisi Egbeno Gilsmond, piamist Michel
Camia, wumpeter Cliude Roditi, and Saxo-
phonist Fagquilo I¥ Bivera. The Popular, [apa-
riese, Chapeman Stick player Eaisu spatlighis:
Mendozn’s maller work oo his lses) albuam
riecrrelisd for the Bing Becards label of Japan.
Mt has recrdex] twm albumes of his oeen
composilons with the Vicor Mendozs Latin
faid Cruimtet, His second album, §f Cely You
Krews, Tesuring Paguitg ['Rivera and Claudis
Re=liti, will be released by the Burops=an
Bellaphcey'Ciptimism ks, Eardier thes sprng,
Wi Hﬂw&dmmE;ﬂh
maller designed by Mendozs for the Finh line
of signatare mallers. Mendor pursued jazz
sudics at Berklee College of Music and cur-
rencly serves as &n instnecror of Vil and Latn-
i g Eilits i5i Berklee's Pedformance De-

by bands from Herméson High School (O
cgond, la Grnde High School {Oregon),
Kamiakin High Schonl (Ke nsewick, Wishing-
tonk, Woodinville High 3chool (Seanmle,
Washingion], Mead High Scheaol ansd Uneer-
sity High School (Spokane, Washington),
Cortral Valley High Schocl (Vemdale, Wash-
mgloe) and Werakdsee High Schea) Mash-
imgicn). Each band's perfoemance was cri-
tequed by Grrimeo. The Universicy of kdaho Wind
Ensershile performed 3 conoert which inchoaded
a performance by Eyles of Conceming for
Marmba,  Darng their qul:!,l sk, E::ll'I".

pammena.

O Wedmesbing, Mapch 21, over 90 studenis
fronm thee Berklee Schenal af Miuss:s visited the
factary of the Avedis Zikdjian Company, and
were them memed 10a cnic by Loaie RBellson
arsl Zack Danziger. This second visic hosted
by the Zilchsan Compary was organized by
Berklee's Percussion Dicpariment and the
Eroup wWas sccoempanied by Dean Ander
son, Chalrman of the Percussion Depanment
The snichents Weme growded by Annand Zildisan,
afser which they began an exiensive tour af




Zikljian's facilities. They were shown all o=
peectz af b provess from the arisan naee of
the hard-hemmenng used i making the "5
Zidjian® range 1o i sophistcation of the
coenpuler hammer that slapes ihe sound af
the "Z Seies” The wour was Kllowed by a
banclean and &n aftesmen clinic perfammanee,
Dusing the afternocn clinie, Bellsan was hon-
ored by Armand Zdjian and the Zildjan
Company with a special awasd celebrating bis
over fory-year relitionship wich the company.

MICHIGAN
Professional Percussionists

Yamaha Corpemation of Amsrican, Band and
Orcbemml Division, ks announced rao key
MANEge el promotions n ks Marketing De-
padmend. Chriside Clerdak wuas promoted
from Pefcussion Product Specialist o Market
Dieveloprment Manager - - Acceisarics, Danvid
¥ia was promoved from Peroussion Predise
Specialist to Market Development Masager - -
Percussion. Cierlak is respoenitle for mashes-
ing all of Yanalu's grooing lisss of wind,
peroassion and orclvednl siring aceessnries,
¥ia is pesponsibile for oversesing the marker-
ing of Yamaha's extensive lines of concer,

marching ane sbudern percussion a5 well as
percussicn wamaaty conirol

NEVADA
Professional Percussionist

The Las Vegas Marimba Quartet, in can-
fanctice wilh the Reed Whipple Cubural Gen-
ter, Charlearon Heights Ans Center, and § gen-
crins grank from the Stae of Mevach, pro-
duced a comeen seres which spanred Masel
LR 1 Jaly 1585 with the final comeen bwing.
a Children's Concent Sesics combining boeth
the Las “egas Marmba Ouiaret and the Las
vegas Prrcusskon Quarist programs. This was
presented an comseoutive Sabarday aftesmoaors
e auslienees consisling of children and scdules
aliloe. The concent was such # success, i bas
tween schedaled for the 19690 sess0n ond a
possibe wur of Southern ard Ceperal Me-
wada. The Fall of 1969 had the Marimba Quar
1et continaing thesir cown Kiddie Concert Series
ond returning bo the Fashion Show Mall for
Watiomal Hispanic week ardd later for flve
works from Thanksgiving o Chstmas play-
ing ousican armangements of carols as well 2s
thime of Toen Brown and Danald Miler, The
highlight of the Chratmas seasan lorthe Ly
was an invitation by the execuitve producens
ol the NBC ielevision show "CHEERS in pers
foem at the ansual Chrismas pasTy. LVMG)
traveled o Burbank, Califomis, o the back
Lot of Parmount Siodios shesre thio set of
"CHEERS® Is located. An evening of entestain-
FeeAit Wil provided by LVMG for the s and
crew of "CHEEIS" abong witly otber noabile
Hollywcd stacs. The progem for the evening
was o provick: Christmas music durEng din-
ner and sing-along <arols after dicner for e
chaldren, with Kirstie Alley directing.

The IVMQ} began 19 by tmveling 1o Ani-
Fat e parrfodms w1 Yevapai College i Prescor,
Anizoge The concen wis xtremely well -
tended and fiture phins for am extense four
af the Southwestern United Smies are cur-
rendy urdersvay, |n February, the [VS0 was
brawstrex by @ reques from ihe Mevach St
Council an the Ars o perform ac che
Governos's s Swards Barejuet held ar the
Alegis Park Besat i las Wegas. Prominem
messitiims af e ams commanity as well 2s
Chovernier Bob Miller ard members of bes stali
were in anerdance, The LVMGQ performed
bight fevarites and music of Moo and Gus-
temala as the guesis amved.

In siber professiom] news, on Feb, 18, Jack
Cennes appeared with the Screnain Chasber
Orchestra under the disectica of Maestro
Hod ol Fornandez in & pedormance of Lices]
Nowale's Comcerti for Vi Thapasd and Or
chesima al the Flaminga Library Auodiarums,
which was aimudeast live by KNFR 1o all of Las
Vegas Cerna is the Toander of the LMGY and
prinvipal percussionisd of the Las Vepas Syme
phesiy Cechesira.

NEW JERSEY
Chapter News

Modered Ivamemer, o worklwids dnsmming
migazine, has arnoiknced thar Joe Morells
and Joeusthan Miover will highlight Festival
Weekend T The evesn will be skl for the
founh consenmive year on Saturday asnd Siin-
day, September B2 at the Memorial Audioo-
rium ar Moniclair Smee Colleges in Upper
Moz Liir, Mew Jemmey. Concesved in 1947, he
Festival s a nan-rompetitive way of drawing
the drummirg comnrundy tagelher Using a
clini‘concem format @& the intisare confines
of the Memorial Auslilorium allows auclience
members 1o view, listen 1, bearm fro”,
oo with e different perfarme s over
the rwo-day pericgl. Besides Morello and
Morver, there will be three additional wsadd-
class drummers each day, performisg their
oy Uiggue bmnds al '.'hm.&-'prrrumﬂn.
The Festival "Weekeral "¥] will begin each day
i 100 PM. Tickers may be ordered i ad-
wanoe via order forms avallable i the July,
August and Sepremiser issues of Medern
Dysimmer Inlerested pontics may also ander
tickets by conmiing the mugazime olfices:
HH-F38-1140, As @ aid o long-distanes trv-
elers, discouns fares have bee” made avail-
able through Contineraal Alrlines. For peser-
vatiens, call Continental ar 1-S00-468-T0E2
Canel give group [Dn & EZOPMT) For hobel
accommssiiiions af discount fabes, OOl
MID's afficial mavel agency, Travel Venlses,
at 2007235 B0 (eollest)

NEW MEXICO
Chapter News

Crady . Edwards has zceppied the grduate

sRsistantship at the University of Now Mexios,
where he will stucly weith Chaiz Shwalis. Craig
reseived] fils BA degres in percussion
Bastern NEmois Universiy wihers e stucied
wiih Frofessor [ohnny Lee Lane.

TENNESSEE
Chapter News

The Limdenmond Shedio of Pencugsion, under
the direction of Stasn Head, presonted 8 or-
chiestral percussion clinic on Saturday, May
26, at the Linderrevocd Chinstian Chuech. The
feanured clinician was Clrdsto pher Deviney,
perciksicnist with the Mew Oweans Phillhae-
mmandc. s his presentation, Chris cowepsd snane
drum, cymbals, waritssirmne, splophors and
bells. The use of a slide projectar, Epe: Gl a
folder ol the excerpts wsed far all present
ke for a wonderfil learnisg exponence.

The Linckermwood Suslio of Peroussion, ider
the direction of Stan Head, presemsed s
Spring Concen in the sanciiary of the
Lindhenwood Chinstan Church. Selectiors by
Jahannes Brahms, Warren Benason, JO7 Dhstlon
aned Yz Firh were perfoemed. The feabaned
work on the program was Ficcaia by Carlos
Chawesz.

TEXAS
Chapter News

Marvin Sparks, Jr has accepied e pri-
tlon of Director of Percussion Stuclies an the
Universiy af Housan He will teseh apolied
peercission, direcs all [eETuEsion groups amd
smach the peramsion methods ches. Manvin
moeived his B.M. in peformance a1 the Und-
versilty o Mlinois where he soufied with Tho-
e Siwe. He recentdly recejved his Masers in
peflormance at Eastern lllincds University,
studying with Professoce Johnny Lee Lane
Marvin is sbie on the smff wih the United
Statos Percussion Caanp ai Basiermn esch sum-
met

WEST VIRGIMNIA
Chapter News

The first Southern Wesa Virginia Day Of Per-
cussion was held recently @ Concond College
in Athens. Jim Bupp presentsd a drumss
clinic on performance styles, and appeancd as
featured soloim on the evening concen with
the Conoond College Jazz Percussion Exsemibile
under the direction of Dug Overmicr.
Other ersembles appeasing on the evening
performance wene Ghio University (Guay
Reamamkm, director), West Visginia state Col-
lege, West Virginia Tech {Pat BTy, dhrec-
tael asd the Prepamaiory Division Percussion
Ensemble (Joe Earls, dirccior), Doar prizes
ancl materials were furnished by ¥amaha,
Likljian, Pro Mark, Bemna and SclmerLadwig,
Programa and oiler materals are available by
conmactisg Doy Overmier, College Box 23,
Copseord College, Athens, West Vieginia, 24712
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PASIC "90 Final Information

[f v hiave mot vet rogistenied for PASTE 90 vou have missed the deadline. Please plan to register in Philadelphia. Fees
fior PASIC M) are as follows

Registralion H50
COne Day Registration 520
Family Member Attencing 520
Hall of Fame Bancuet Ticket 525

PASIC 90 T-Shirts will be on sale at the registration area,

I vou are flying to PASIC "0 there are theee convendenl modes of fransportabion i the Adam’s Mark from the airport.

1} Hental Car

2} Taxi {approx 315-30 one way)

3 Limelight Limo Service (57 one way when you wdentify yoursell
as a PASIC atlendee at the Limelight counter near baggage claim.)

If you are driving to Philadelphia you may wish to become familiar with the map below, The Adam’s Mark s locatid
7 miles from Center City and 12 miles from the airport via the Schuylkill Expressway (1-76) to ity Avenue Exit. The hotel
{5 at the Intersection of City Avenue and Monument Boad,

ETAFL I"qr i
Ty Abimsix O

The Yisitors
1k B A John P Kervedy
(P16] BN 1000




PROGRAMS OF PAS MEMBERSHIP
M

Member-readers of Percussive Arts Society
cation in Percussive Motes. Mlease be sure

the program indicates the complete address and date of the performance.,

Compiled by Wilber England

are invited to subimit printed programs of percussion pecformances for pubili.
to include the publisher or source of each work and check to be certain that
Dwe to space imitations, please do nat swhmi

studlio or cfass performances. Mease mail all entries to: Wilber England, Indiana University, 2116 Wimbleton Lane,

Bloomingion, IN 474071,
e
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Message from PAS Secretary Randy Eyles

As secretary of the Percussive Ans Society it is my responsibility o
aversee and coordinate all PAS contests. In my final year as Secretary [am
delighted to repor that all of our contests are run by active and compe-
bent comadttees, and are headed by dedicated and capable leaders, On

~ behalf of the Percussive Arts Society it is 2 pleasure for me to publicly

thank our PAS Contest Committee Chairmen for their cxemplary manage-

~ ment acumen, perceptive well-defined goals, and organizational excel-

PAS MARCHING FORLUM COMMITTEE

Ward Durﬂ!t,ﬂl‘ﬂirrmn
A Selmer Company

" Ludwig & Musser Percussion Instruments

PO, Box 310

_ Elkhart, TN 46515-0310

PAS CONTEST & AUDITION PROCEDURES COMMITTEE
1991 DRUM SET SOLO CONTEST

Geaorge Frock | Chairman

Departiment of Music -

The University of Texas at Austin

Music Recizl Hall

Austin, TX 7E712-1208

PAS COMPOSITION CONTEST COMMITTEE

1991 DRUM SET COMPOSITION CONTEST

Lynn Glassock, Chairman

1923 Ephesus Church Bd.

Chapel Hill, NC 27515 :

FAS VAL AND VENUS EDDY COMPOSITION CONTEST COMMITTEE

1991 WOMEN COMPOSERS CONTEST : :

Linda Macey, Chairmsn
B47 Avalom R,
Lawrence, KS H6044

PAS PERCUSSION ENSEMBLE COMMITTEE
Douglas Wolf, Chairman
Gardner Music Hall

* Unlversity of Uah

Salt Lake City, UT 84112

In 1991 the Percussive Anis Society is proud to sponsar its eightecnih
annual Compasition Contest, tenth annual Marching Forum, and its third

-annual Sola Competition. The Compasition Contest and the Solo Compe-

tition invodve a different medivm each vear — drum set has been seléected
foor 1997, i e : -

This year the Pércussion Ensemble Comamittes has decided o initiate
a PAS PERCUSSION ENSEMBLE - CALL FOR TAPES instead of our usual
contest. It is hoped that this will encourage mare ensembles 1o partici-
pate.

Also this year a new contesr, the PAS VAL AND VENUS EDDY
COMPOSITION CONTEST will present a woman composer with $1000
fist prize! Every effort will be made to present winners from all PAS
contests a1 PASIC "01 in Los Angeles - a fantastic opparunity for young
percussionists, Plan to be a winner and perform at BASIC 91
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SUSTAINING MEMBERS

The Percussive Arts Society would
like to axf=re=x its appreciation to e

Danmar Percussion Products,
Van Mz, CA

Jollowing organizations wha, ddrm, Tumbull, C T

throuwgh thelr contributions, bels
RurtLre @nd sustain the Society.

Itax avith thedr sufgnort that PAS s
bacome and will continue io be ik
World Organization For Percus
Sl

Manufacturers/Patrons
Avedia Fildjian Co.

Euari Percussion USA

Faiste America

Pearl International, Inc.

Rermios, Inc.

Ross Mallet Instruments, Inc.
Habian Ltd.

Selmer Company: Ludwig Dirum
Cion/Musser Industries

Yarmahia Corporation of America

Distributors Wholesalers

Beyer Dynamic

Jupiter Band Instruments, Inc.

Kaman Percussion Procucts

Lang Percussion

Latin Percussion

MAPEX Percussion Tech./
Midco International

Roland Corporation, U.S.

Sonor Percussion

Y amaha Canada Music L.

Product Specialists

Adams Percussion, San Antonio, TX

American [irum: of Virginia,
Roanoke, VA

American Dum Manufacturing Co.,
Denver, CO

Mike Balier Mallets,
Morthbrook, 1L

J.Ix. CalatodRegal Tip,
Miagra Fals, NY

Cappella Wood Ent.,
Hightstown, NJ

Century Mallet Instrument
Service, Chicago, IL

Clevelander Dyum Company,
Cleveland Hts.,, OH
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[rum Workshop, Inc.,
Mewhury Park, CA
Encore Mallets, Coweta, OK
Evans Products, Inc.,
Dodge City, KS
Falicon Design, Clearwater, FL
Fall Creek Marimbas,
Midcdlesex, NY
Vic Firth, Inc., Dedham, MA
GF Percussion Timpani Mfg.
Bloomington, IN
Tom Gauger, Brookline, MA
Golden Bélls, Monrovia, CA
Grover Enterprises,
Cambridge, MA
H.Q. Percussion, St. Louis, MO
Humes & Berg Mfg. Co.
East Chicago, IN
Interworld Music Associates,
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L.A. Casewarks, Wheeling, WV
Kevin Lepper Percussion,
Hanover Park, IL
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Asbury Park, NJ
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Granville, MA
The Original Drum Screen,

Grand Rapids, M
Pan Cariks Tours, El Paso, TX
D. Picking & Co.,

Bucyrus, OH
Pro-Mark Irum Sticks,

Houston, TX
Purecission,

Minneapolis, MN
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Rochester, NY
Rhythm Tech I,

Marmaroneck, NY
ythmes & Son, llkirch-

Graffenstaclen, France
Shufe Brothers Incorporated

Evanston, IL
Silver Fox Percussion

Fart Myers, FL

Stingray Percussion, Inc.
Rivera Beach, FL
Lidu Drums, Freehold, Ny

Drum Shops, Teaching studios,

and Other Retailers

Cliff Alexis, [kekalk, 1L

Sam Ash Music Stores,
Hempstead, NY

Asian Sound, Calngres,
Fed Rep Germany

Atlanta Pro Percussion, Inc.,
Smyrna, GA

Herbert Brandi-Notenversand,
Karlsrihe, Fed Rep
Germany

Coyle Music Centers, Inc.,
Columbus, OH

Dick DiiCensm's Dy Shop,
Cuincy, MA

The Drum Shop,
Dearborn Heights, Ml

Drummers World,
New York, NY

Drugmes Ltd./Franks Drum Shop,
Chicago, IL

Dirum Specialist, Glenview, IL

Fredsico Percussion,
Mechanicsburg, PA

Goldline PercussionProducts,
Spokane, WA

Huber & Breese, Frusier, M|

JAG Drums, Arlington, MA

JZ's Drum Shop, Baltimore, MD

Just Drums, Shawnee, OK

Professional Music Center-Drum

Shop, Las Vegas, NV
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Tommy’s [mum Shop, Austin, TX
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Philadelphia, PA

The Woodwind & rasswin,
South Bend, IN




Publishers

Alfred Publishing i, Inc.

Bands of America

C.L. Harnlwoise Co.

CMP Records

CPP/Belwrin, Inc.

Chinese Percussion Development
center

Bobby Christian Music and Mallets
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Marv Dahlgren
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Down Beat

[irums & Drumming Magazine

Empire State Percussion Music

i and L Publishing

Harold Homwrland Music
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International Association of
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J. B. Publications
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Hal Leonard Publishing Corp.
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Ludwig Publishing Cu,

Mallet Unit
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Mel Bay Publications

Meredith Music Publications

Modem Drummeer Publications

Musikverdag Zimmermann

NACWFI

New Music Marimba

New Music West

Mg

Nichols Music Publications

Panyard Publications, Inc

Per Mus Publications

Joseph FPorcaro

Theodore Presser co.

Rhombus Publishing

Smith Publications

Southern Music Company

Windsor Music Publications

Academic Institutiogs
American Conservatory of Miiic,
Chicago, IL
Aspen Music Festival,
New York, NY
Perklec College of Music,
Boston, MA

Birch Creek Music Center,
Door County, WI

Boston University, Boston, MA

Brooklyn College Conservatory of
Music, Brooklyn, NY

California Institute of the Arts,
Valencia, CA

Capitol University, Columbus, OH

Casper College Music Department,
Casper, WY

Clarion University of Pennsylvania,
Clarion, PA

The Cleveland Instimuie of Music,
Cleveland, OH

Colorado State University,
Fort Collins, CO

[efaul University, Chicago, IL

Drummers Collective,
New York, NY

Duff, Liverminne, CO

Duquesne University, Finsburg, PA

Eastern Music Festival,
Greensboro, NC

Florida State University,
Tallahassee, FL

The Grove =chioc! of Music,
Van Huys, CA

Indiana University,
Bloomington, IN

Indiana University of Pennsylvania,
Indiana, A

Imteclochen Arts Academy,
Interlcchen, M1

Wilfric! Laurier University,
Waterloo, Ontario, Canada

Musicians Institute (FIT},
Hollywood, CA

New England Conservatory,
Boston, MA

New Jersey achioial of Percussion,
West Orange, NJ

New York University,
New York, NY

Oberlin Caonservatory, Oherdin, OH

Peabody Institute, Baltimore, MD

Rutgers University,
New Brunswick, NJ

San Francisco Conservatory of
Music, San Francisco, CA

The Shepperd School of Music,
Rice University, Houston,
TX

Temple University, School of
Music, Philadelphia, PA

United States Percussion Camp/

Eastern Illinois University,
Charleston, 1L

University of Cincinnati College,
Cincinnati, OH

University of Oklahoma,
Norman, OK

University of Western Ontario,
London, Ontario, Canada

University of Wisconsin,
Madison, WI

VL& Btate University,
Blackshurg, VA

West Virginia University,
Morganiown, WV

This publication is
available in microform

from University
Microfilms
International.

| Pleaas jand wilorma lioh aleasl Ui Ll

hlams

Farpan T b e

Akira

Lity

Skmba Lig

Plaaan | ]

Al dollres 5513554, In kiickigan,
Alaaks aud H ii cmd] callact 3153280 -1 MDD Oy

mal gy R ey,
M0 Morih feeh

yE E & Irisres
1, A Arbor, BT B3O8

Fall 1990 101




DIRECTORY OF ADVERTISERS

Adams Timpani
13814 Lookout Road
San Antonio, TX 78233

American Drumof Virginia. ...
8440 Barrens Road, . ¥V,
Hoamoke, VA 24019

Al SBNCES 14
2329 Marshall Rd.
Lanscawnae, PA 19050

Avedis Zildjan Company
22 Longwater Drive
Mareeell, MA 02061

Mike Ealter Mallets
P. 0. Box 531
Marthbrook, IL 60065

Berkles College of Music
1140 Barylslon St
Boston, MA 02215

California Institute of the Arts
24700 MicBean Parkway
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Bobby Christian’s Music & Malets
531 Marth East Avenue
Oak Park, IL 60302

Capella Wood Enterprises
P.O. Box 247
Hightstorwn, W] 08520

Cincinnati College Conservatory of Music 8
BoxPN

University of Cincinnati

Cincinnati, OH 45221

Cleveland Institute of Music
11021 East Blvd.
Cleveland, OH 44106

Drum Screen
2565 28th St. S.W.

Suite #7

Grand Rapids, MI 49509

Drums Ltd. ... Y]
222 4. Jefferson
Chicago, IL 60606
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Drum Tracks, INC. ... 69
P Box 1375
N. ."-"Iaiﬁ.‘.p-:"l.:|||.|. NY 11758

Eastman School of Music
26 Gibbs St.
Rochester, NY 14604

Bncore Mallets . .. ...
3820 M. Timb=s Ridge Road
Coweeta, OK 74429

Frank Epstein
/o The Boston Symphony Orchestra
Symphony Hall

Boston, MA 02115

Fall Creek. ..o
1445 Upperhill Rd.
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VicFirth o e
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Dedham, MA 02026

.. 49

Franz Manufacturing
240 Sargent Drive
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5P Percussion Timpani Manufacturers
P Box 1954
Bloomington, IN 47402
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P.O. Box 28187
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Grove School of Music
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Van Muys, CA 91411

Grover Enterprises
29 Bigelow St.
Cambridge, MA 02139

HQ Percussion
P.O. Box 430065
St. Louis, MO 63143

Interworld Music Associates
67 Main Street
Erattleboros, VT 05301




Faman MUSic COIP. ..o, 50 Repaircussians/Stotz Cable Timpani ... 38, 68
P.O. Box 507 22 lemisan Road
Bloamfield, CT 06002 Rochester, NY 14623
Eori Percussion, USA. ... 32 Rhombus Publishing ..................coooiii, 66
1414 5. Miain .. Box 184 Astor Station
Royal Oak, Ml 48067 Boston, MA 02123
Luchwig/ Musser Industries ... Coverabaian Ltd. ..o 53
A szimer Company 4800 Sheppard Ave. E
P.O. Box 310 Unit 115.
Elkhar, IN 46515 Scarborough, Ontario, Canada
MI Sdr5
Manhattan School of Music....................cco %
120 Claremont Ave. Shure Brothers ... 41
New York, NY 10027 222 Hartrey Avenue
Evanston, IL 60202
fannes College of MuSsiC ..o
150 West 85th St. Smith Publications ..., 19
New York, NY 10024 2617 Chwynnilale Ave.
Baltimore, MD 21207
Marimba ONe ........ccocviiiiiii 30
P.O. Box 786 Steve WeISS MUSIC ..o 30
Arcata, CA 95521 P.O. Box 20885
Philadelphia, PA 10141
MusiC INSHULE ..o 76
1655 M4l adden Place Talamala ... 30
Hollywood, CA 90028 F.Cr. Box 247
Firu, CA 93040
Pusikverkag Zimmerman . 68
F.Ci. Box 94 01 83 Temple UTVEIStY . ... 21,
D-6000 Frankfurt am Main 90 Esther Baoyer College of Music
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PASIC 91 - ANAHEIM

COMBINE A TRIF TO PASKS 91 WITH AN EXCITING
vizil o Digneyland for your children and Family mem-
bers. The Disneyland Hotel in Anaheim, California will
serve as host 1o PASIC ‘91 from November 20223, and i's
shaping up to be one of the most exciting conventions
ever. Located next to Disneyland and st mirutes rom
the Hollywood/Los Angeles area the Disneyland Hopel
makes the convention aite ome of the best in the sodd

A M-minute drive from Southern Califomia’s best
beaches, the Disneyland Hotel is also within an hour's
drive of deserts and mountains, Designated the "Official
Howel of the Magic Kingdom,” the hotel is linked 1o
Dvisneyland via the "Disneyland Monorail System” which
loops the park and the hotel,

‘The Disneyland Hotel (named one of the nation’s 50
favorite family resorts by Setter Homes and Gardens) is
sinated on 60 acres of lash, tropical gardens and contains,
1,174 guest rooms (B9 of which are designated o ac-
cammdadate the handicapped)with 104 suiles, 13 restan-
ranis and lounges, 35 shops, 10 tennis courts, three

Dave Black, Host

poals, daytime and nighttime entertainment and a sandy
beach. The hotel offers 2 family plan for those wishing
to bring their children. Their is no charge for children
under 18 sharing a room with parents; additional per-
s0ns are $15 per night

Anaheim also serves as a hub o all major Sowthem
Califpenia anractions including: The Spruce Goose, The
Cueen Mary, Knoit's Berry Farm, Universal Studios, Magic
Mountain and Movieland Wax Museum. The Anaheim
Convention Center is within walking distance, Major
showrs, expositions and spodting events inchude The Tee
Capades, Ringling Brothers/Barnum & Balley Circus and
The Harlem Globetrotters.

Bie sure to watch future issues of Percussire Notes
for more infoemation and details as arrangements are
Aralized for the 1991 PAS Intemational Convention in
Anaheim, California. Por fumther information, contact
Dave Black, PASIC 91 Host, ofo Alfred Publishing Co,,
PO Box 10003, Van Muys, CA 91410-0003, =

GUIDELINES FOR CONTRIBUTORS

1. Percussive Notes, the imernational jowrmal of
the Percussive Ants Soclety, welcomes for consideration
contributions of interest to percussionists addressing any
aspect of pedagogy, performance, new or existing rep-
ertary, history, and instrument construction or manufac-
e, Pleass send manuscripds and other communication
Ly

James Lamber, Bxecutive Editors
Percussive Noleg

P, O, Box 16355

Cameron Lnivessicy

Lawton, Ok 75305

2. Manuscripts must be typewritien or computer-
produced, with double-spacing throughout (including
quotations), on high-quality 8 172" x 11° non-crasable
paper, with margins of at least one inch. Foomoles,
tables, and captions for illustrations must also be type-
wiritten with double-spacing, and submitted on separate
8 1/2" x 11" sheets. Two copies of the whole manuscript
should be submited.

3. Musical examples should be short and limited in
number. Each musical example must be on an 8 1/2" x
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11" shest and numbered Cexample 17, etc.), with its
approximate locaton indicated in the margin of the
typescript. Generally speaking, examples cannot be re-
produced a5 part of 2 sentence. Authors should be pre-
pared to supply all musical examples in camera-ready
copny.

4. All diagrams, drawings, charts and special figures
must also be on separate B 1727 x 117 sheets and mum-
bered (*figure 1%, etc.). Authors should be prepared to
supply this material also in camera-ready copy.

5. Photographs submitted for illustrations should be
glossy, positive prints, from 47 x 5° to 8° x 10 in size.

6. It is the author's responsibility 1o secure permission
o quote from music or text under copyright, prioe o
submission of the typescript.

7. On matters of form and style, please consult a
general handbook, such as The Chicage Manual of Shie,
13th edition (Chicago: University of Chicago Press, 1982).
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