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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 a wide variety of
settings. It is important that today’s paws-

sionist be acquainted with as many types of music and
instruments as possible; not only for artistic gratifkation
but for practical reasons as well. The timbales, which are
the only Latin drums played with sticks, serves as an
ideal vehicle for the integration of Latin rhythms into our
musical vwabulary. Since percussionists already have a
catain amount of stick technique, tone production is
less difficult as compared to congas and bongos which
require more time to master the various hand strokes.

The timbales are descendants of orchestral timpani
used in the European influenced Cuban Danzon bands
in the early 1900s. Greatly evolved since then, the tim-
bales have become an integral part of the Latin percus-
sion section and Afro-Cuban music as a whole,

Tcday’s typical timbale set-up consists of two single-
headed, metal drums. The small timbal is set in front of
the player(right-handed), the larger dmm is to the left, a
holdover from the timpani. NormaUy, two cowbells are
mounted on a holder attached between the dams. The
large mambo bell is on the right, while the smaller cha-



played on the small timbal, generally consistz of a rim
shot on the third beat, folkxved by a roll on four, leading
to another rimshot on the downbeat of the next mea-
sure. The ml1 an be played in different ways depending
on tempo and individual preference. For fast tempos a
press roll is sometimes used and played with the left
hand; the right hand plays both rimshots. The following
is an example of the abtinico leading into a moderate
cha-cha tempo. In this case a nine-stroke open roll could
be used.

Example 4

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

The mambo bell is played during louder sections
such as an ensemble instrumental chorus or during the
monhmo section, a repeated figure which provides a
base for the soloists. Typically, mambo bell patterns are
often played con both the mouth and center of the bell.
For an authentic sound use the shank of the stick with a
strong wrist stroke. ‘I?x first example for 2.3 &W is CXK
of the most popular bell rhythms for faster tempos,
followed by sotne common variations.

Aside from playing a supportive roll in the Iatin
rhythm section, the timbales are an exciting solo instru-
merit capable of a wide range of sounds and expression.
Timbale solos are often played over a montuno wing
syncopated counter-rhythms and short thematic phrases
that cross over bar lines and ignore downbeats. The use
of contrasting timbres and tonalities such as muffled and
open tones, rimshots, flams and rolls, can all be used to
c*eate a complete musical statement.

Please refer to Vol. 24 #4 (Apr. 19861 Rbytbmic Im-
pnmisation in Latin Music for additional information. .

Incomparable sound.
Unbelievably portable.

The best of both worlds.

The intelligent alternative
to chain.
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the Cleveland Orchestrafor 39 years.
I’m glad they are available again for
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Cloyd Duff
For a free brochure:

Brian Stotz (716) 436-7630

22 Jemison Road, Rochester, NY 14623







Focus ON PERFORMANCE

HE FOLLOWING ARTICLE ORIGINALLY
appared in the Intermtioml Muhim, the
offictal journal of the American Federation
ofMusicians in June of 1949 From it we cm

.get sonar insights into the attitudes towards percussion
at the time. Probably of most interest are the pboto-
graphs of thepercussionists many of whom have retired
or died. Many are &ends in our profession such as
William Street, Cloyd DUE Saul Gcodmn, Fred Hinge,
Charles Smith and Sam Dmou who are sem at the
beginning of tba’rcmeetx. Otbm me root as well know
but no less deserve to be recognized as progenitor of
ourprofmion. I would like to mention that the article
was written by Hope Stoddard who was mistant edito?
of the journal at the time and is behg reprhted with the
gemrouspermihon  of the IntermtionalMusician.

When the cymbal player suddenly stan& up, holds
out two shining discs and lets go with a gigantic wham,
then sits down and for the rest of the evening looks as
though he were quietly working out a game of chess,
don’t decide, “That’s a pipe job. Wish I could earn my
living that way!” Because if you awe a cymbal player
and let your hands slip as easily into a false rnwe as
your mind slips into this false conclusion you would
keep your job just about ax week. The truth is, never
was a profession mxe exacting. Never was a higher
premium placed on poise, on control of the naves, cm
split-second timing, on an in-
violable sense of rhythm. One -.

such as cawes a sho& -indicates the essential charac-
ter of this section of the orchestra. Percussive instm-
merits sewe to bring the senses to focus, to startle, to
amuse, to incite, even. Thus parade bands, patrkxic
assemblies, political rallies are strong on percussion,
Not that the percussive instruments cannot be charming,
tea Tchaikovsky’s Nutcracker Suite, in the “Dance of
the Sugar-Plum Fairy,” for instance, gets its quality of
childish inncence and delight through use of the celeste.
And percussive instruments can be htgubrious - as wit-
ness the rattling bones (xylophone) in Saint SaCns’ Dame
Macabre- exotic as is the triangle in Mozart’s Abduction
from the Seraglio or funereal as sm the gongs  sounding
cut in Goss&s Marcbefunebm

In the smaller orchestras one man - and many folks
consider watching him worth the price of their ticket -
leaps from cymbals to chiies, to triangle, to gong. ln
orchestras of medium proportions there is usually a
regular tympanist, plus a regukir percussion man. The
larger symphony orchestras have three or four members
of the percussion section who, aside from the kettle-
drummer who “stays put,” are able in mcxnents of stress
to give their attention to any of the large variety of
instmments. It is to be understocd, though, each man-
be is considered a specialist on one instrument, say, on
the cymbals or the xylophone, and, except in anergen-
ties, reserves its use to himself. In many orchestras when

wham an evening perhaps. But
if that wham canes one hair-
breadth too late or tco early, a
context is ruined, a reputation
lost.

Also a tympanist, Saul
Goodman of the New York
Philharmonic Symphony Or-

. . . ay that WHAM comes
one hair-breadth

too late or too early,
a concert is ruined
a reputation lost.

Percussion in Our Orchestras
Hope Stoddard

the score calls for extra percus-

w

ston an extra man is engage”.
When budget considerations
make this &possible, as in the
smaller orchestras, a note here
and there just has to be skipped.

Probably because our age
is one of starts and shocks, as
well as one of inventions, mod-
em scores are rich in txrcussive
effects. These, in fact, can bechestra pointed out to this writer

in a consultation can percussion,
to be a percussionist requires
more than that inviolable sense of rhythm, It requires a
highly developed sense of tone color. Though a drum-
xna here and there may be satisfied if he manages only
to cane in on time, the true percussionist lives in a
world of sound values and tonal shadings which the
average person could scarcely even comprehend. Then,
tco, the true percussionist revels in dynamic power-in
the burst of sound, in the enveloping thunder.

bought ready made. Unlike
Beethoven, who created a storm

in his “Pastoral” out of the usual orchestral ingredients,
Grof6 in his Grand Canyou Suite actually uses a wind
machine to simulate the effects of a stem. George Antheil
uses an airplane propeller to indicate the actual sound
of the contrivance. Iben in his Diwzttiementindicates the
whistling of a music hall audience by a siren. Eric Sat@
when he wants to give the effect of a typewriter, uses a
typewriter. And Resphighi in his pine of Rome duplicates
the song of a nightingale by having the phonograph
record, be it noted, is customarily “playefl by one of the

The very word, “percussion” - “the sharp striking of
ax bcdy against another, violent collision, especially
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men in the percussion section. Also it is the percussion
section which achieves, in Honegger’s “Pacific 231,” the
illusion of the sound of a twin moving. Percwsion means
drums to most people. Kettle drums (so named from
their shape) do dominate the section. Many of our major
symphony orchestras are equipped with four, though
some get along with three or even two. Each instrument
is confined to a range of about a perfect fifth. Their
composite range is about

Quick shih in pitch-brought about either by hand
or by mechanical device-are a requisite in such works
as Richard Strauss’ “S&me’s Dance” and in D’Indy’s
.SwmnerDay on he Mow&in, as well as in such mod-
ern American works as CopIand’s Billy the Kid, William
Schwnan’s Third Symphony, Sam Barber’s First Sym-
phony and his Smp Watch and an OrdnanceMap.

The Kettle drums - tympani is the other word for
them - are used generally in fitie passages to reinforce
the wind instruments, especially the trumpets. At the
end of his Fourth Symphony Beethoven gets a mysteri-
ouspimzissimo effect through their use. And music Iov-
ers have become conditioned to either conveying, for
instance in the Scherzo of Beethoven’s Ninth, a whole
range of joyous and triumphant emotions.

A versatile member of the drum family is the snare
or side dmm - that small cylindrical oblect with two
heads @he “batter” head ani the snare-iead)
stretched over a shell of metal. It is a body and
bone to Ravel’s Bolero - 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 roll which prcduces a
tremolo, its “flam”: _

and its “drag”: 7 1
R d-- m

The tenor drum is larger than the snare
drum and has a wooden shell deeper in relation
to its diameter than that of the snare doxn,

The bass drum, that largest member of the
, r . .cuum tarnuy - It measures krom two to three feet in

diameter- has thicker heads (stretched less tightly) than
the two smaller drums. A soft-headed stick produces on
it sounds thunderous or quietly aw&nspidng. Beethoven
used it in the finale of his Ninth. Symphony; Haydn
scored it in his ~ili&y Sympbotzy; Mozart used it in his
IlSwaglio, and Berlioz in his Symphony Fankmique.

Drums set the beat in the percussion section, The
group which provides melody is called the “tunehI per-
cussion.” Most of these instruments possess bars which
are graduated in size and arranged in.scale progression
like the keys of the piano.
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San Antonio Symphony (1 to RJ: Sam Denov,
Leonard Stern, William Schinstine

Denver Symphony Orchestra (L to R): Walter Light, Jr.;
Walter Light, Sr.

Rochester Philharmonic CL to RI: Stanley Street,
Hugh Robertson, Robert Swan, William Street





CUSSION,,,
Problems in Recording the Vibraphone

Jerry Tachoir

OR THOSE OF YOU WHO HAVE NEVER
recorded ycu 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 instrw
merit 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
your equipment.

All musical equipment, especially the mechanical
ones like vibes, marimba and drums, need to be made
smdic-ready and constantly maintained, even if it is a
new instrument. Dealing with annoyances in the sound
studio an lx a real burden, killing the creative mocd of
evetyone involved.

I “se a Musser M-55 Pro Vibraphone and have found
a few standard adjustments necessaty on all Musser vibes.

1. On older M-55 vibes, there is a leg brace on both
sides that allows the instrument to fold. There is a metal
rivet button that will buzz at certain frequencies. A quick
and permanent remedy for this is to wrap some electri-
cal or any available tape around the bracket and cover
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, using a 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
wwxien fmme. Placing felt or something soft under the
plate solves the problem.

3. There are cenain sympathetic vibmtions that oc-
cur on all instruments and change from xom to room.
The only way to deal with

found the the notes D, I and A of the upper octave to be
real transients. The problem can be dealt with in several
VJays

1) 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 mics have certain charactetistics and their specs
will show their frequency curve. where the curve peaks
the corresponding frequency will also be emphasized
when played, and the reverse is true for any dips or sags
in the cwve. I prefer to start with a fairly flat sounding
mic. The curve will be represented by a straight line
across the frequency spectrum of that mic. I attempt to
find the ttue sound of my instrument without any col-
cnations from the mic itself. Cettain PZM microphones
have a flat response and record very ttue and in certain
situations; Neumann U-87’s also pmduce a nice warm
sound on the vibes.

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

I try to keep my mics about two feet above my
vibes, between the B-flat and C-sharp on the bottom
end and the G-flat and B-flat on the upper end. Other
factors to consider are a) leakage from other instm-
merits b) size of the room cl type of mic (uni-directional,

cardioid,  etc.). Tell the en-
mese problems is to allow
enough time to set-up and w

gineer where you want the

play yc~urinst~ment in the
morn. Vibrations from the

Ifind that vibes are one of the
mics and that you want a
flat sound and let him help

resonatotx or the frame can
generally be eliminated
with some available duct
or electrical tape. Certain

most da&ficult instruments
to record.

‘z!

decide on the correct mic.
3) If all else fails, lim-

frequencies se; off vibra-
tions in the room, cm mic

item and compressors can
be used to squash these
transients before they go

stands, control mom windows, lighting etc. It is gener-
ally preferred to have a fairly dead mom to eliminate
mom noise.

Transients can be a real problem and difficult to
deal with. Transients are the high wettones that are
generated from the vibrating bar and may or may not be
heard by the ear, causing the W meters to peak and
generally distott and saturate the magnetic tape. I have

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 you have an over-saturated vibe sound
on tape, caused from the transients, they cannot be
removed later. When listening to your vibe 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 tco hot. Some engineers will be quick
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to point out that you can’t possibly be hearing dismrtion,
the VU mews show that there is plenty of head room.
Let your ears be the judge.

In summary, I find that vibes are one of the most
difficult instruments to record. Both the mechanical as-
pects and the nature of the sound make it a real chal-
lenge, but with today’s excellent innovations in
microphones and recording wchnology it is possible to
get a good recording of vibes.

Now that we have a good sound on tape, we must
clear our heads and concentraw on getting our best and
most ati%ic performance recorded, Gwd luck and may
we all receive a Grammy. .

The Art & Joy of
HAND DRUMMING
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Focus ON DRUMSET/~TUDIO PERCUSSION
Electronic Percussion The Artist or the Medium?

LIST A PEW DAYS AGO, I P.ECEIVED A VERY
nice letter from Gordi” Rowand of Spring-
field, Ohio. Mr. Rowand pointed out that he
was one of the first twenty-five charter mem-

hers of o”r Percussive Arts Society. After intrcducing
himself in the lener, he wrote:

“In playing marimba, my wrist control produces a
very wide range of dynamic control. From the rafters
roaring to the silence required to hear a pin drop! This is
more than can be produced “n the piano or “rga”
where the control stops at the key.Yo” are right about
s”me routine comnxrcial ads. But nothing can replace
the real artist. I believe this expresses my co”cern for
electronic drums.”

I thank Mr. Rowand for sharing his views and taki”g
the time to respond to the atticle in the Spting 1990 issue
of Percussive Notes. I agree with him one hundred per-
cent! Nothing can replace the real anist. But, the qws-
tion is then: “Who is the a”ist, the performer or the
medium?,

While some advertisers would like y”u to think
differently, most readers would argue that the perfo”ner
is the aaist. The medium is just the tool used t” convey
the message. To say it in a nutshell.. .y”u can’t compose
like Stravimky by simply buying a certain brand of
manuscript paper.

The other side of the coin is also valid. Manuscript
paper is a t”ol. Without the proper tools, the artist may
not be able to turn his
ideas into reality. To push

Norman Weinberg

Mr. Rowand also jumped right to the heart of the
ma”er by saying that the control of the sound can’t st”p
at the key. In other words, the artist must be able t”
control the tools. And to do that, we must have tools that
can be controlled.

L&s examine a suspended cymbal, and see how
this tool can be controlled by the amist. First of all, the
a”ist can select the type of beater used to initiate the
sound. Small tips create a different sound than large tips.
Hard sticks produce a different sound thhn soft sticks.
Heavy sticks i”voke a different sound than light sticks.
You might we” say that sticks of different materials
contribute another facet of the sound: wo”d, plastic,
nylon, cord, wcol, foam, rattan, etc. One could eve” g”
fmther by choosing less co-“” materials such as a
cello bow, fingers, coins, combs, etc.

After the anist decides which beater to “se, the next
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 t” be
hit once “r struck many times to create a roll? Perhaps
the coin is scraped from the bell toward the edge. Per-
haps the bell is str”ck with the shaf? of the stick rather
than the tip. All these factors need to be weighed by the
anist.

Next, the artist must decide how hard t” hit the
mbal (or how fast to drag the coin across the surface).
A cymbal is a” extremely dynatic tool. Any volume,

from “rafters roaring” t”
“pin drop” is available to
the artistw

. . . the artist is the creator Last but not least, the
a&t needs to decide the

who must use the available tools

this analogy eve” huther.-.
the tool of manuscript
paper carries with it ce”-
mries of history. The five
line staff is ideally suited
for our particular type of to convey his or her art.

length of the sound. Will
the cymbal decay “am-
rally? If the sound is

Western notation Which
has developed duet” our
particular musical instm-
me”ts (additional t”&).
Would Stravinsky have been able to express his artistic
talent if notation still relied on names placed around a
single line staff? What would Stravi”&y’s music have
sounded like if his tools were entirely different (no “u-
jor/mi”or system, only string instmments, adjustable
Nning systems, etc.)?

muffled. should it sto”
abruptly “r feather its
way into silence? Should
any muffling be em-

The point of defending both argumentz is to realize
that the aflist is the creator who must “se the available
t&s to c”“vey his or her art. Both the artist and the
medium are intertwined and matied together in a sym-
biosis that is essential t” an’s very existence.

ployed while the cymbal is being struck?
As y”u can see, the cymbal is a tcwl which possesses

“umero”s parameters just begging t” be controlled. By
making different choices, a” artist could create literally
thousands of sounds. Is it possible t” create a” elec-
tronic cymbal that can be controlled to this extent? Why
not? In fact, let’s invent one right now.

We’ll need to start with a controller that is about the
same size, shape, and weight as a” acoustic cymbal. By
doing this, we’ll make the instrument “feel” as naNra1 as
possible. Our controller must lx able to sense the posi-
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tion of the beater, and it must be vety responsive to
pressure so that it can respond to dynamics in a natural
manner. our controller should also be able to sense
pressure at sane point when it’s grabbed by the hand
during muffling.

Take a look at the illustmtion. This potential control-
ler is made up of concentric rings offirce sensing resis-
ton. FSR technology is not new (cuxently it is used in
prcducts by several manufacturers), but it is rather ex-
pensive. Because F%.s 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 progratn two unique sound sources. This way, it
would be easy to emulate 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 cotwetter’s job would be
to read the signals from the FSRs and then determine
where the cymbal was being
struck. Depending on its position,
each FSR could be programmable
along several MIDI parameter%
MIDI channel, MIDI note number,
minimum vekxity, maximum ve-
locity, velocity cume, 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 snore
versatility.

wit H&es

L

stored on an optical disk for automatic transferral  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 available on
the machine. Perhaps velocity could be mapped to the
attack pottion 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 paratneters or groups of
parameters.

As you might guess, an electronic percussion instrw
tnent like this doesn’t yet exist. Even though the technol-
ogy 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
a sample rate of 44.lk per second (the sonic quality of a
canpact disk), that amounts to over 400 megabytes of
M!

While that tray not be practical at this time, who
, , ~

knows wnat tne rutwe w,,, lxlng?
Many people remember when a
six transistor radio was over a
hundred dollars, and just a few
years ago, digital watches 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.

The muffle surface should be able to generate a
variety of MIDI information. It too would be an FSR and
respond to pressure. Normally, the atnount of pressure
could be mapped to Note-Off velocity &xv pressure
readings make the sound fade gradually while high
pressure levels cut off the sound snore abruptly), but it
could also 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 to a sound generator. The sound generator must
have many, tnany cymbal samples iwits menwry. We’ll
need sampled of cymbals from six to twenv-six inches
in diameter. We’ll need samples of small light wood
sticks, large heavy yarn mallets, and samples of every.
thing from coin scrapes to fingernail pings and up bows.

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

If an instrument like this did
exist, it could be controlled along
several more parameters than its

acoustic counterpart. In addition to the choices of in-
stmrnent, beater, playing position, volume, and duration,
decisions could be made concerning the the sound’s
envelope, vibrato, pitch bend xnount, frequency con-
tent, stereo placement, and more. 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? Is it the attist or the medium? .



The Indigenous Use of Raspers and Ratchets and its Influence Upon
Western Art Music

Norman Weinberg

HE FAMILY OF PERCUSSION INSTRUMENTS
I among the oldest known to man. Their
invention and discovery are lost in time.
However, their worldwide we 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 (or even the higher apes) suuck two
items together to scare other animals or to warn their
neighbors of territorial trespasses. It is but a small prm
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 tcddlers 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)

pine cones which were rubbed together to accompany
the dancing in certain parts of PottugaL6 A nxxe 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 make music.‘Just as the Paleo-
lithic hunter used bones and the North American Black
used a washboard, cultures have ahvays used common
materials to build their instruments.

The ratchet or cog rattle, as it is sometimes called, is
a technical innovation upcm the simple rasper. As a later
mechanized fom, 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 bcdy
of the rasper itself) into one unit. An interesting reversal
of roles takes place for the operator now produces the
sound while the cogwheel initiates the sound. The ratchet

consists of a cogwheel
which is either re-

that the earliest musical
use of raspers has been
linked to mystical or re-
1lglo”s cere”Kmies, The
Aztec culture used bone
rasprs at the funeral

w
valved, twirled, or

The act of scraping is so basic to
spun by means of a
handle against one or

human nature.. . that the earliest
musical use of raspers has been

nI0w semi-stationary
tongues of wood or
metal. When rotated,

rites of kiigs and prin-
cipal warriors. But even
at that time, the taper

linked to mystical or religious
ceremonies.

the tongues stike the
qq of the wheel, pro-
ducing the characteris-

had developed to the tic sound,
point where it was
resonated for extra vol-

also been found in the Pekarna Cave in Moravia,
urne. Bone raspers have

Czechoslovakia dating from the Paleolithic era.’ Paetkau
seems to believe that these Paleolithic bone raspers were
wed by hunters,2perhaps to flush gane 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
sane evidence that these sticks were placed on baskets
or invetied pottery to increase their resonance3 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 at one time) was named Lingo,
and played all of the basic instmment types known to
the tribe including raspers! Pre-Colombian cultures of
South America used raspers made of dried fruit shells5
which may have been the historical precedent to the

Known by names

Germany, Raganella in Italy, and Carraca in Spain, the

such as Crecelle in

ratchet is an instrument with widespread and diverse
uses. In addition, its histay dates back quite far. Bonanni,*

France ,  Ratsche in

whose illustrations show an already advanced state of
development, gives several depictions of types of ratch-
ets. One depiction is of a “box 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 of a large ratchet used during Holy Week in Spain
and Mexico. Called the Maraca,  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 Oahodox Church, ratchets were used to replace
the bells during Holy Week, particularly on Maundy
Thursday and Good Friday.9 It was during this period of
the liturgical year that the bells were sent to Rome to be

Fall 1990 81



blessed by the Pope. During theJewish holiday of Purim,
ratchets still are used by the children of the congregation
during the reading of the book of Esther.

The use of the ratchets as warning devices has a
history which dates back several hundred years. In tne-
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 sound a 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 Europe as gas warning
devices.”

Children have a fascination for smaller versions of
ratchets, used worldwide as toys, gatnes, or patty favors.
Because of their voIume and ability to cut through the
loudest settings, ratchets also are used at spotting events,
such as football or soccer gatnes, and as simple noise-
makers to cheer on teams. In tnany pats of the world,
ratchets are used to scare birds and animals away from
crops and villages.

It has been shown that raspers play highly varied
roles in cultures around the world. In some cultures, the
rasper is a very specialized instmment. The metal rasper
peculiar to the Maninka people of Guinea, is used only
to accompany the songs of the Jab, which were an elite
caste of professional musicians who acted as advisors to
the Emperor and chronicled the Maninka society.16 In
some cultures the rasper’s use is widespread. For ex-
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 requiretnenw~‘In still other cultures, the rasper
has come full circle. For instance, raspers are now used
in modem rock bands and high life groups in Upper
Volta which now look toward Cuba for musical inspita
tion.18 It might be remembered that Latin America, tnost
importantly Cuba, received its musical heritage from the
African nations.

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

“In the last thirty years_ the role of percussion in the
orchestra, like that of chamber music has completely
changed; once percussion played an episodic pan in
music, now it is often an essential force.“‘2 The use of
raspers and ratchets in the repertoire of Western art
music has had a curious life. ‘Ibe rasper would seetn to
follow the normal progression in that most percussion
instruments are “.. .introduced into the orchestra on the
basis of a certain instrument to be associated with a
definite set of facts, often not even related to a musical
aspect.“13 Stravinsky calls to mind the sacrificial rituals in
the Rite of Spring, and cotnposers such as Milhaud
brought the indigenous South American dance music
into the classical setting. The Afro-Cuban and Latin
rhythms were made even tnore popular in the late 19403
by Chano POZO of the Dizzy Gillespie band.” Dances such
as the Rhumba, Mambo, Merengue, Cha-cha and more
became ctzes in North America. Composers iniluenced
by jazz 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 perfortmnce of the music of these Latin
American Countries.“‘5 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, seerns to go
against Gangware’s  theory, for it has always been used
in the orchestral setting as a sound effect. Used to imitate
various soun& from gunfire to awkward tnovetnent, 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.

Norman Weinberg is a% Aszoctite Professor of Music
@t Del Mar College in Corpas Christi, and serws as
Prhmpal Timpania with the Corpus Christi Sjwzpbony
Orchestra. He has tat&~ at he Ruben Academy of
Music inJerm&m, T7~e Univetrify ofMissouri @t Kamm
City, and Indiana Uniten-ity

His Ias book. The CompIete Ekxtrvnic Drum-
nzeq has recently beenpubNwd by Modem Drummer
Publications, mdTbe Last MIDI&ok, umpublisbed
@ Alexander Pub1ica~ion.s in March, 1988. Weinbq
has pubhbed articles in several jownals including
Modem Drunnneq Percussive Notes, Percussive
Notes Research Edition, The Ittstmmmtalist and
Rbytbm He has compositions pub&-bed @ Sou~bern
Music Company. Ah, be &as L gu& clinician a* the
1988 Percusi~e Arts Society In&rnational Convention
in San Antonio, Texas.

A Selected LIsthag of Works Using Raspers and
Ratchets

RASPERS



The Percussion program integrates the traditional md innov
ive in Western Percussion with music of other cultures featuring pwxssion in a cent,
rile. The program includes pxticipation in the 20th Century Players ensemble, and tl
l~zp~gr~.~designing~individualiz~cu~culum, thestudentmayexplo~~~us~~
#yles from North and South India, Bali, Java, West Africa and Latin America.

Cwrent faculty includes:
John Bergamo Tamnath Rae
Carl Burnett
Ed Mann

Adam Rudolph
Efrain Tom

Alfred Ladzekpo
Kobla Iadzekpo

K.R.T. Wasitodingrat
I. Nyoman Wenten

he informal ammsphere is particularly conducive to impmmptu gatherings of musician
n itself a leaming experience, which frequently result in mom permanent association
Ihe Repercussion Unit, California E.A.R. Unit, L’hu and Bracha are recent example

CalArts offers BFA and MFA degree programs
in Art, Dance, Film/Video, Music and The&e. Contact CalArts

Office of Admissions, 24700 McBean Parkway, Valencia, California 91355,
or cali toil free 18001 545-ARTS (from other states)

or (800) 292-ARTS (within California).
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OF NEW PERCUSSION LITERATURE

Edited by James Lambert

Difficulty Rating Scale:

I-II Elementay
III-IV Intermediate
V-VI Advanced
VI+ DifGcult
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“The Fantastic World
of Frame Drums” by

Glen Velez
Glen V&z embodies the true
spirit of percussion. This video is
* must for m?nJ setious percus-
sionist. -MlCKEY HARP

In this exciting video Glen V&z, the
world’s leading frame drum player,
and Paul Winter Consort percussion-
ist, shares his extraordinary tech-
niques and musical PersPwtives.  Only
V&z could present such an array of
traditional and innovative techniques,
tonal Possibilities and rhythmic
pattenls.

With insightful instructions and
inspiring performances Velez’s video
and FREE manual will serve you as
mntinuing creative resources.

639.95 ppd. w~s,ocw~o-.ava~,aueo~
,vchl adal VT ~,c!mw ti 4% uka aA%,

Avaitabk in music stores or from
INTERWORLD MUSIC ASSOCIATBS

67 Main St., Brattlebao, VT 05301
eo2~ 257 - 5519

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

CCM’s percussion program is designed

sion to meet the varied demands of today%
percussionists, from traditional

orchestral percussion to the most
innovative contemporary techniques of

cmnrm
chamber performance. A major focus

of the group has always been the
teaching and coeching of young

musicians, with many of their
students having gone ~II to

careers in major symphonies
and teaching positions

throughout the country.
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NEWS

Chapter News and Membership News



MICHIGAN
Professional Percussionists

NEVADA
Professional Percussionist

NEW JERSEY
Chapter News

J%dem &zmme~ a wodd.,,ide drummi”g
maSazi”e, has a”““u”ced that ,oe ““re””
a”d  _,““&,a” Mover wi,, high,iShr F=siva,
V.‘eeke”d ‘90 Th= eve”t xvi,, be heId f”r t,x
fotmh co”vxmive year “”  Saturday a”d Su”.
day, September 8.9 at th= Mem”tiaI Audit-
d”rn at Montckxir State cGo,,ege i”  “ppec
M”“tcIair, NewJerxy. C”“ceiv=d i”  198,, the
Festival is a “0”.c”m@tive way “f dmwi”g
the  dm”,“,i”g c”“m,u”ky toSed,er. “si”S a
cbnic,c”“ce” fmmzlt i”  the i”ti”Iate C”“fi”.e$
of the Memorial Audimrium aN”ws audie”c=
members  to “iew, Me” t”, ,=a” fro”, s”d
i”tema with ei@,t differem &“““a  “ver
t h e  mwday peri”d. Besides M”re,,” a”d
Mwer, th=re AU be rhme addkio”x,, w”r,d-
class drummers each day, perf”rmi”g their
ow” ““k,“c bm”ds “fdmmmi”~percussi”“.
The Festival Weeke”d ‘W ,A, be@” each day
at 1:OO PM. Tickem m a y  b= ord=red i”  ad-
“a”ce “ia order forms avai,ab,e i”  the Ju,y,
Atwst and S.zptemb=r issues of Mod=rn
D?w”mw Werested ps”ies may a,$” “rder
tickets by c”“tzcti”S the magazi”e “ffices:
201-239-4140. As a” aid t”  ,““S-dix=“ce tmw
elexs, disco”“r faces have bee” -de ani,-
able thmuSh Co”ti”e”tai fidi”es. F”r reser-
wi”“s, call C”nti”e”tai st I-SOO-468-7022
(and give Smup I.D. * EZ9P47j F”r bate,
accommodation at discou”t  mtes, c”“tacr
MD,s official mwe, age”cy, Trwe, “e”mres,
at 201/239-8900 fc”~~ectI

NEW MEXICO
Chapter News

TENNESSEE
Chapter News

,‘k Li”de”w”od Studi” “f  Percussi”“, ,,“der
the directi”” of Sta”  Head, prese”ted a” “r-
chestral percusio”  ch”ic  “”  Saturday, May
26, at the Li”de”v,& ChristiamChurch. The
Lm,r.ed c,i”icis” was C,tr,stop,ter -i”ey,
!xrc”ssi”“ist witb the N=w C,d=anz Phi,har-
m”“ic. I” his presematio”, Chris avered s”are
drum, cymbals, tambouri”e, x+pho”e  a”d
b=,,s. The “se of a slide projecmr, tape a”d  s
‘older “f the excerpts “sed f”r a,, prese”t
“,ade  f”r a w”“derfu1 kar”i”g =xperie”ce.

The Li”d=“wm,d Studi” “f Percussi”“, ““der
the dirccti”” “f Sta”  Head, prese”ted its
Spri”g C”“ce” i”  the m”ctuary “f  t h e
Li”denwa,d Christ&” Church. SeIecti”“s by
J”ha”“es Brahms, Warm” Bern”“, Jo” Dutt””
a”d  “ic Fi”h were p=rformed. Th= few”red
w”rk o”  rh= program was ‘~caa,”  by Car,,,s
Chavez.

TEXAS
Chapter News

WESTVIRGINIA
Chapter News

‘Il,e fim Somber” West “irgi”ia r,ay of per-
cussi”” was held rece”tly  at C”“c”rd ~“u=Se
i” Athens. Jim Rupp prese”t=d  a dmmset
clinic 0”  peAxma”ce styles, a”d  q,peared as
fCat”r& sok,ist “ ”  tix e”e”i”g c”“ce” with
the Co”c”rd ColleSeJazz I’erc”ssi”” &,semh,=
u n d e r  the directi”” “f  D”ng  c,ver”tier.
Othe r  ensembles app=ad”g  “”  rh= eve”i”g
perf”rma”ce  were 0bi”  ““i”ersky (G”y
Re”m”ko,  director), West “iqi”ia state ~“1.
IeSe, West “irSi”k, Tech 0% Mc.x,y, die,.
tar) and the I’r=pamtory Divisio” Percusi””
E”semble @= Ear,+ direct”rI. ,,oor prizes
and materials were fur”ished by Yamaha,
Udjia”, I’m Ma-k, Rem” a”d  Se,mer,L”dwiS.
Pqrams and mher materAs are avaikab,e by
c”“tacti”S Do”g o”ermier, Co,,eSe Box 22,
C”“cord CoUeSe, .&che”s,  West “kgi”ia, 24,,2
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SUSTAINING M E M B E R S

77.w Percussive  Ar@ Society would Danmar Percussion Products,
like to e.apress its appreciation to the Van Nuys, CA
f&owing organizatiom who, ddtum, Turnbull,  C T

though their contributions, help Drum Workshop, Inc.,
rzurtwe and sustain the Society. Newbuy Park, CA

Encore Mallets, Coweta, OK

Worki Organization For Percus.
sion

It ti mitb their suppori that PAS has
&zome and will continue to be the

MZUWfXhW~~~OtlS
Avedis Zildjian Co.
Kod Percussion USA
Paiute America
Pearl lntemationa~, Inc.
Remo, Inc.
Ross Mallet Instruments, Inc.
Sabian Ltd.
Selmer Company: Ludwig Drum
Co./Musser  Industries
Yamaha Corporation of America

DistriiutorsiWhcdesalers
Beyer Dynamic
Jupiter Band Insttuments, Inc.
Kaman Percussion Prcducts
Lang Percussion
Latin Percussion
MAPEX Percussion Tech./

Midco International
Roland Corporation, U.S.
Sonor Percussion
Yamaha Canada Music Ldt,

Product Specialists
Adams Percussion, San Antonio, TX
American Drum of Virginia,

Roanoke, VA
American DrumManufacturing Co.,

Denver, CO
Mike Baker Mallets,

Northbrook, IL
J.D. ‘Z&to/Regal Tip,

Niagra Falls, NY
Cappella Wood Ent.,

Hightstown, NJ
Century Mallet Instrument

Set&e, Chicago, IL
Clewlander Drum Company,

Ckveland Hts., OH

F&con D&n, Ck&water, FL
Fall Creek Marimbas,

Middlesex, NY
Vie Fitth,  Inc., Dedham, MA
GP Percussion Timpani Mfg.

Bloomington, IN
Tom Gauger, Brookline, MA
Golden Bells, Monrovia, CA
Grover Enterprises,

Cambridge, MA
H.Q. Percussion, St. Louis, MO
Humes & Berg Mfg. Co.

Evans Products, Inc.,

East Chicago, IN
Intetwodd Music Associates,

Dodge City, KS

Brattleboro, VI
KAT, Longmeadow, MA
L.A. Caseworks, Wheeling, WV
Kevin Lepper Percussion,

Hanover Park, IL
Marimba One, Arcata, CA
Marimba Prodwtions~Malletech,

Asbuy Park, NJ
Noble & Cooley,

Granville,  MA
The Original Drum Screen,

Grand Rapids, MI
Pan Caribe Tours, El Paso, TX
D. Picking & Co.,

Bucyms, OH
Pro-Mark Drum Sticks,

Houston, TX
Purecussion,

Minneapolis, MN
Repaircussions,

Rochester, NY
Rhythm Tech Inc.,

Mamaroneck, NY
Rythmes & Son, Illkirch-

Graffenstaden,  France
Shwe Brothers Incorporated

Evanston, IL
Silver Fox Percussion

Fact Myers, FL

Stingray Percussion, Inc.
Rivera Beach, FL

Udu Drums, Freehold, NY

Drum Shops, Teaching studios,
and Other Retailers
Cliff Alexis, Dekalb, IL
Sam Ash Music Stores,

Hempstead, NY
Asian Sound, Colngne,

Fed Rep Germany
Atlanta Pro Percussion, Inc.,

Smyrna, GA
Herbert Brandt-Notenversand,

Kadsruhe, Fed Rep
Germany

Coyle Music Centers, Inc.,
Columbus, OH

Dick DiCerno’s Drum Shop,
Quincy, MA

The Drum Shop,
Dearborn Heights, MI

Drummers World,
New York, NY

Drums Ltd./Franks Drum Shop,
Chicago, IL

Drum Specialist, Glenview, IL
Fredrico Percussion,

Mechanicsburg, PA
Goldline  PercussionProducts,

Spokane, WA
Huber & Breese, Frasier, MI
JAG Drums, Arlington, MA
JC’s Drum Shop, Baltimore, MD
Just Drums, Shawnee, OK
Professional Music Center-Drum
Shop, Ias Vegas, NV
Pttstjen Percussion Products,

Amsterdam, Nethedands
Tommy’s Drum Shop, Austin, TX
Trick Percussion Products,

Schaumburg,  IL
Todd A. Ukena,

Weatherford, TX
Steve Weiss Music,

Philadelphia, PA
The Woodwind & Brasswind,

South Bend, IN



Publishers
Alfred Publishing Co,, Inc.
Bands of America
C.L. Barnhouse Co.
CMP Records
CPP/Belwin, Inc.
Chinese Percussion Development

center
Bobby Christian Music and Mallets
Concorde Trio
Mav Dahlgren
Deschler Percussion Center
Down Beat
Drums 8t Drumming Magazine
Empire State Percussion Music
G and I Publishing
Harold Howland Music
InstNmentalist
International Association of

Jazz Educators
J. B. Publications
J.R. Publications
Kernper-Peters Publications
Kendor Music
Alphonse Leduc & Cie
Neil A. Kjos Music Co.
Hal Leonard Publishing Corp.
Stanley Leonard Percussion Music
Ludwig Publishing Co,
Mallet Unit
Maim Percussion
Mel Bay Publications
Meredith Music Publications
Modem Drummer Publications
Mwikvedag Zitnmermann
NACWTI
New Music Marimba
New Music West
NCXllS
Nichols Music Publications
Panyard Publications, Inc.
Per Mu Publications
Joseph Porcaro
Thecdore Presser co.
Rhombus Publishing
Smith Publications
Southern Music Company
Windsor Music Publications

Academic lnstititions
American Conservatory of Music,

Chicago, IL
Aspen Music Festival,

New York, NY
Berklee College of Music,

Boston, MA

Birch Creek Music Center,
Door County, WI

Boston University, Boston, MA
Brooklyn College Conservatory of

Music, Brooklyn, NY
California Institute of the Arts,

V&n&, CA
Capitol University, Columbus, OH
Caper College Music Department,

caper, WY
Clarion University of Pennsylvania,

Clarion, PA
The Cleveland Instihxe of Music,

Cleveland, OH
Colorado State University,

Fort Collins, CO
DePaul University, Chicago, IL
Drummers Collective,

New York, NY
Duff, Livermore, CO
Duquesne University, Pittsbwg, PA
Eastern Music Festival,

Greensboro, NC
Florida State University,

Tallahassee, FL
The Grove School of Music,

Van Nuys, CA
Indiana University,

Bloomington, IN
Indiana University of Pennsylvania,

Indiana,PA
lntedochen Arts Academy,

Intedochen, MI
Wilfrid Lauder University,

Waterloo, Ontario, Canada
Musicians Institute (PIT),

Hollywood, CA
New England Conservatory,

Boston, MA
New Jersey School of Percussion,

West Orange, NJ
New York University,

New York, NY
Oberlin Conservatoty, Oberlin,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, IL

University of Cincinnati College,
Cincinnati, OH

University of Oklahoma,
Norman, OK

University of Western Ontario,
London, Ontario, Canada

University of Wisconsin,
Madison, WI

VP1 &State University,
Blacksburg, VA

West Virginia University,
Morgantown, WV
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