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Guidelines for Contributing Authors

Percussive Notes welcomes articles of
interest to percussionists in the areas of
pedagogy, performance, new or existing
repertory, history, and instrument con-
struction or manufacture. Please send
manuscripts to: James Lamberi, Ex-
ecutive Editor, Percussive Notes, P.O.
Box 16395, Cameron University,
Lawton, OK 73505

Written materials must be in type-
written or waord-processed format,
double-spaced, with one-inch margins,
printed on white 8.5’ x 11" paper. Foot-
notes, tables and captions for photos
mmusl also be in typewritten or word-pm-
cassed format, double-spaced, with ani-
inch margins, printed on white 8" x 11”
paper. Footnotes musl not be placed as
footers on manuscript pages, butzhold
be placed at the ends of articles. All pho-
tos must be captioned, and where pos-
sible, photographer credit given. Submit
two copies of all written materials.

The number of musical examples, dia-
grams, drawings or charts should not ex-
cesi the length of the manuscript, except

in instances of transcription publication.
Each musical example, diagram, draw-
ing or chart must be submitted on indi-
vidual white 8.5” x 11" sheets of paper,
and must be mao less than 5" wide. Each
example must be marked and numbered
1o correspond consistently with its refer-
ence in the manuscript. Authors may
mark examples for preferred location,
but it is generally not possible to include
examples within the body of an article as
itis to appear in Percussive Notes. Ex
amples must be submitted as camera-
ready art, i.e., as crisp, black-and-white
originals, not photocopies. The author is
responsible for obtaining written permis-
sion i quote frum music or text under copy-
right. Such permission should accompany
the manuscript at the time of submission.
Authors are encouraged to include
photographs and biographical material
with articles. Photographs zhould be in
focus, black-and-white glossy prints
with borders. Transparancies cannot be
aceepled; submit prints only. Biographi-
cal material should consist of a single,

brief paragraph added to the end of the
article [=ee any issue of Percussive
Notes for expmples]

On matters of form and style, consult
The Chicago Musiad of Sivle, 13th Edi-
tion (Chicago: The University of Chicago
Press, 1482).

A SPECIAL NOTE FOR THOSE WHO USE WORD.
PROCESSING APPLICATIONS

After an article has been accepted, =
viewed and has undergone final editing,
it may be submitted on either 3.5” or
5.25' disk, in any Apple, DOS-compatible
or Macintosh word processing format.
Examples may also be submitted as indi-
vidual files on disk, but should not occur
within text. All fonts used in examples
must also be provided for one-time
use. Authors miusl still observe all other
guidelines outlined here and provide a
hard copy of all articles and examples,

If you have questions about exporting
text from your word-processing applica-
tion or about exporting musical examples
to disk, please call the Percussive Arts
society ati4{5] 353-1455.
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Message from the President

By Aobarf Schisirofa

& [ WRITE MY FINAL MESSAGE
as President of PAS, | want to
first reflect upontheincredible
new heights we have reached in
the past few years. We now have a per-
manent home office, an architecturally
beautiful facility that reflectsthe stature
of the Percussive Arts Society. Sincere
thanks to the hundreds of you who have
made this possible,

{ur headquartersis aso the home of
our Hall of Fame Museum which has exhib-
ited rare instruments sincesur Augus: 8th
Grand Opening. Many thanks to the donors
who have already 5o pensrusly given fo the
musenm, Another significant addition to
the Headiuartiers will k= the housing of the
World Percussion Network. Special thanks
to Norm Weinberg, Berry Zimmerman, and
Blair Helzing, who have worked tirelessly
on this projedt.

And most recently we have all been
rejuvenated once again by our annual
convention, thistime held in New Or-
leans. The sights, sounds, and energy
received from this memorable gathering
will sustain us throughout the year. Char
gratitudets Jim Atwood, Ray Fransn, and
al members of the plannirg committee,

The challenge during my term was
to devel op better communication among
the members of PAS. We now have:

6

quarterly, Reparts in Short, that goes
to the Board of Directors, Committee
Chairs, State Presidents, Sustaining
Members, etc. which should be distrib-
uted to al members. This report in-
cludestheindividua Officer reports and
minutes of all Executive Committee con-
ference calls. Webdlieved it was impor-
tant to the membership, that the Exezu-
tiva Committee make it clear that there
is no hidden agenda with the Officers or
the Board of Directors. Every member of
the Society can obtain copies of these
minutes by contacting any of these
people or the home office. In fact, we felt
so strongly about the membership haw-
ing more of a voicein PAS, that we have
presented bylaw changes to the Board
that should initiate Board members
elections by the membership at large
and SMAC member elections by dl Zus-
taining Members.

Thanks to the Board of Directors
and the Executiva
Committeefor their
gupport during my
term. A special
thanks to Executive
Committee members
Garwood
(Chapters), Randy
Exlas (Committees),
Genero Gonzalez
(Minutes and PA-
8ICH Mike Balter
(Budget), and John
Beck (Advisor), as
well as Jim Lambert
[Perewssive Noteal, and Steve Beck
Idatly operations and PASIC)

During the term of this Executive
Committee, we also put into motion two
membership support drives, one in con-
junction with International Dirum
Month. The first IT14, November 1%#2,
was sponsored by PAS and NAMM to
showcase the percussion industry. This
wasa great event for our industry and
PAS s proud to participate in promoting
our Sustaining members. Through IDM
advertising, PAS membershipinforma-
tion was distributed to numerous drum

Asto the FAS mission.. .it has

been long overdue that we

membership to include both
students and enthusiasts

of all ages.

shops. This is a membership market
that PAS needs to nurture.

The other membership drive targets
student chapters/clubs. PAS has over
5,000 loyal members whose influence
extends to tens of thousands students
and enthusiasts. Student chapters/clubs
are essential to document thisinfluence
aswell as nurture the additional growth
of PAS. Asto the PASmigsian,..it has
been long overdue that we reach out farther
to extend our membership to include hoth
gtadents and enthusiasts of all ages.

I would like to close my final mes-
sage with a challenge to all professional
members of PAS. When | became Fresi-
dent | al'so became a Sustaining mem-
ber Friend. The new classifications of
Sustaining members better reflect the
sponsorship of PAS, If each professional
member would join as & sustaining
member Friend, our dollars would
more than double. This increased rev-
enus would enable
us to more effec-
tively advertise, in-
crease publications,
support  current
committee  pro-

Whaley reach out farther to extend ourgrams and WPN,

and develop both
student and enthu-
giazt membership.

Take my chal-
lenge. If each PAS
member recruited
one new member, we
could easily double
our membership. I every member initiated
2 student ehapterchub, we could more than
triple the membership,

Succinctly put, the organization re-
quires your input. No other group is as
diverse and y:t as cohesive, which is our
strength. We care about percussion and
the perpetuation of percussion education,
not only for ourselves, but for others.
Please become involved in nominations
for the Boards and Vote for your leaders.
The organization belongsto its members.
You are the most important link. It has
been an honor to serve you. PN
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Message from the Second Vice President

By Randall Eyles

HEZE ARE EXCITING TIMES FOR
the Percussive Aris Society. Our ac-
cioamplishments during the last few
¥BATE Bre a source agreat pride for

every PAS member. Several unprec.
edented milestones of achipvement are
immediately called to mind: the grand
opening of the Percussive Arts Society In-
ternational Headquarters and Museum in
Lawtan, Oklahoma; the World Percussion
Network [mar on-line computer network);
the first ever National Dirum Month; the
annual Chapter Presidents Award; and
yet another spectacular percussion ex-
travagnnzn at PASIC ‘92 in New Orleans.
These milestones began as dreams and
were realized because of the devotion and
hard work of PASwaluntears,

Serving as a PAS officer has pro-
vided me the opportunity to participate
in the challenges of managing a not-for-
profit corporationinthe 1990’ s. By mold-
ing ideas into feasible plans the PAS Ez-
ecutive Committee has helped lead PAS
to success. Some dreams can become rg-
ality. This has happened with our benuti
ful new building, our mussum, our on-
line computer network, our Chapter
Presidents Award, and certainly our an-
nual convention. Cungrutulations PAS!

New and old challenges face PAS.
At PASIC '92 anew plan for PAS clubs

PERCUSSIVE MOTES « DEGEMAER 1862

was presented to the Board of Directors,
The size of the PAS membership has not
seen any significant growth during the
last twenty yeara, If implemented, PAS
clubswill afford all PAS members agreat

vehiclein assist with amembership drive
that will help PAS serve more people,

In addition to working on the PAS
Executive Committee one of my duties
as Second Vice President of thePerrus-
aive Arts Society is to supervise, coordi-
nate, and encourage PAS Committees.
At PASIC ‘92 twenty-seven hours of
meeting time was scheduled for our
committees. Additionally another 25
hours of contests, masterclazses, con-
certs, and clinics were planned and
managed by PAS committees, Thisisa
clear indication that our committees
continue to play amajor role a our in-
ternational convention. Also, committee
activity throughout the year and in our
publicationsisincreasing in efficiency
and productivity. Because PAS is anat-
for-profit organization, al of our cam-
mittes work is accomplished by valun-
teers. These devoted percussionists
have given freely of their time, energy,
and expertise to help further the goals
of the Percussive Arts Society. It iswith
great pride that PAS publicly thanksits
committees:

ANTHOLOGY COMMIIIEE
Larry White, Chair

CONTEST AND AUDITIONS
PROCEDURES COMMIIIEE
George Frock, Chair

COMPOSITION CONTEST
COMMITTEE
Lynn Glasanck, Chair

EDUCATION COMMITTEE
Steven rimn, Interim-Chair

ELECTRONIC PERCUSSION
COMMITTEE (WPN)
Norman Weinberg, Chair

JAZZ COMMITTEE
Ed Soph, Chair

LAWTON BUILDING FUND RAISING
COMMITTEE
John Beck, Chair

MARCHING PERCUSSION
COMMIIEE
James Campbell, Chair

MEMBERSHIP COMMIIIEE
Johnny Lee Lane, Chair

NEW MUSIC/RESEARCH/NOTATION
COMMIIIEE

Chris Bhultis, Co-chair

Larry Snider, Co-chair

PERCUSSION ENSEMBLE
COMMITTEE
DouglasWolf, Chair

SCHOLARLY PAPERS COMMIIIEE
Kathleen Kastrner, Chair

SUSTAINING MEMBER ADVISORY
COUNCIL (SMAC COMMIIIEE)
Saul Feldztein, Chair

UNIVERSITY PEDAGOGY FORUM
COMMITTEE
Phil Faini, Chair

If you would like to become part of
the PASteam of committee volunteers,
please contact any of the Committee
Chairs or the PAScifice in Lawtan, Okla-
homa. Currently thereis an epening for
the Education Committee Chair, Letters
of application for this position will be az-
cepted until January 1, 1993, PN

Letters of application for the position of Education Commitiee Chalr will be accepted

until January 1, 1993, Please contact the Percussive Arts Soclety office in Lawton by

phone at 40573531455, by fax a1 4083531456, or by mail to Percussive Arts Society,
L Box 25, L, OK 73502.
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I ntroduction

By Rich Holly

arimba performance and
compositions have come
1 long way in the past 20
years. Thanks to the el
fortsand diligence of classical marimhisis
such as Eefkn Abe, Leigh Howard Stevens
and Gordon Stout, nurmeras COMPOSers
and listeners were awakened to the
marimba s qualities asa solo instrument.

New techniques were developed, andihe
litesrature has besame much more demand-
ing, and arguakly more expressive as well,

st impartantly, solo marimba music has
become much more aceepeed by audiences
and critics aike.

Following in the aforementioned
marimbists’ fuatatepa are the “New Breed”
(please excuse me while | steal the phrase
frum CBS gl cowerage) Of marimbista, Wil-
liam Muersch, Michael Burritt, Robert Van
Hiee, Nancy Feltaman, Julie Spencer and
others have in recent years been making
quitea dent of their own, commissioning
new works as well as broadening the
listenership for marimbe, Of course, for
meny yearsnow Dave Samuels and Bill
Muolenhof have played marimba-even
Bobby Hutcherson and Gary Burtan on oc-
cozsan! Certainly theinterest level in ma:
rimbaplaying hasincreased expaenentially
due o al of these artists' (and others'), per-
formances and effiris.
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Whereumee the focus of & percussion
education was centered on drums and ac-
eesanries, today it is most common to fird
the focus of & percussion curriculumto be
keyboard percussion. While it may be
true that there are not enough jobs for
that many keyboard percussionists, we
are however (at least for my money!) rre-
ating newer generations of percussionists
who are better prepared musically, That
islat lezat] what keyboard percussion
study gives us. And because of that, I be-
lieve percussinnists the world over are -
day much maore respected as musicians.

In thisissue's Feature, we re-visit
with Leigh Howard Stevens. Michael
Burritt's interview with Leigh discusses
many of the innovations and changes in
marimbatechniquethat areattributable
Lo Leigh, aswell asLeigh’sfuturegoals.

This past summer | had the spportu-

rity to interview Nancy Faltsman. Those

of you present at FASIC ‘92 know how
well she plays. | found Nancy’s sense of
humar and candor to be very refreshing,

and I'm sure you'll enjoy learning more
about her from our interview.

Thefina articlein our Featureisa
review of numerous available (and sorme
not-so-available) four-mallet method
books. Dean Gronemeier's article is an
outgrowth of his doctoral paper, and it
points not only to the strengths and
weaknesses of various books, but also
speiks to Diean's concept of teaching fur-
mall et marimba technique. PN

Rieh Holly i the Associnle Editor fur Fag-
tures fior Percussive Notes. Any sugmestinns
for future fotures should be directad to: Pm
,'iw.zlr Rich HI]I.!_'-'. St Of Mesge. Nortkern
[Hinois University, DeKalb, ML, USA 60115,
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MARIMBA

An Interview with Leigh Howard Stevens

By Michae! Burmitt

According to Time magazine, Leigh
Howard Stevens is“the world's greatest
classical Warimhist . Stevene has repa-
lutisnized the playing of the irstru-
ment.” Mr. Stevers’ ‘development of
“wne-handed rolls,” birch handle mallets
and independent four mallet technique
have dramatically changed the solo ma-
rimba idiom as we know it. He is o
graduate of the Eastman School of Mu-
sic where he studied wiik John Beck and
received the prestigious Performersis:

tifieate. Mr. Stevers has also studied -
der such artists oz marimba wirfunso
Vida Chenoweth and William Dgen, the
late xylophone master of Toscanin:'=
NBC Symphony. New marimba lovers
have sprung up all orer the world, con-
verfed Dy Leigh Howard Sievens’ publis
sula recitals, hundreds of college campus
appearances, performances with sym

phony orchestras, European concert
tours, master classes, and radio and
telemaion appearances both here and
abroad. His book, Method Of Move-
ment for Marimba is considered the
most artharitative text an four mallet
technique and his album, Baeli on Ma-
rimba, has been greeted with raw re-
views for its artistry by magazines a:
diverse as Stereaphile and Billboard.

MICHAEL EURRITT: Leigh, could you
please begin by telling the read-
ers @ little about how you got
started as @ musician?

LEIGH HOWARD STEVENS: I began in
third grade in South Orange, New
Jersey. 1 originally wanted to play
saxophone but, since I was a“cut-
ip,” the band director thought being
1 pack with the percussion section
might be a better place for me. Al-
though | was not initially enthusias-
tic about percussion, after a short
time | beeame very motivated and be-
gan playing drums in pick-up groups
inthearea,

BURRITT: H'..FI'PH i you lrll:',!!'"'l For
sludy kevboard percussion insfru-
menisd

STEVENS: Like most beginning pearpy

0

eionists | started with a rubber prae-
tite pad and apair of drum sticks. In
my last year and a half of high school
| began to work on xylophone.

EURRITT: What initiated this?

STEVENS: My orchestra and band direc-
tora encouraged me to audition for
All-State Orchestra. To do so | had to
prepare something on timpani, snare
drum and xylophone. The required
xylophone solo was Tamhowrin
Chinets by Fritz Kreisler, arranged
for xylophone. | wasvery unhappy to
discover that the rhythms |
had been learning to
read could mave up
and down in pitch
as well. Since L
couldn't really
read music, |
had to write
“Every Good
F!u.l_'r ”'.Il.!.'\-
Fine” along-
sidethetreble
staff on my
music.  Sa, |
memorized the
isolo and took it to my
first All-State audition,
At the audition | met afellow
by the name of Scott Bleaken. Scott
had the first marimba I had ever
seen there at the audition. His
Taembourin Chirare Sounded much
better than my version partly be-
cause he was playing it on a ma-
rimba and down an octave. When no
one was in the room | got down on
my hands and knees and looked un-
derneath the instrument, because |
was convinced something with this
much resonance had to have a
speaker in it somewhere, | couldn’t
believe it was just wood and a tube
making thislush beautiful sound. So
it was love at first sound!

EURRITT: When did you begin work-
ing with fr mallets and devel-
oping the techniques the majority
of marimbisls now use?

STEVENS: Because | had some basic

[ never thought I
was doing anything
hard or beyond
what was expected
of basic technique.
No mhibitions!

theory knowledge and knew that it
took at least three notes to make a
chord, | assumed that most adult xy-
lophone players would of course use
four mallets. How else would you
play harmonies? So, from thetime |
began playing xylophone | frequently
held and practiced with four mallets,
At thistime | very innocently began
practicing one-handed rolls as well.
BURRITT; Hme did this comie alouf?
STEVENS: | had seen my sister and
brother, who were studying classical
piang, plav a chord with their
left hand and a scale in
their right hand, | a=-
gumed Xylophonists
did asimilar kind of
thing. | thought
i trying to hold
three mallets in
one hand would
be much too a:l-
vanced for ] '!,'-I_'-
;,".i."l DET, Bk Tl ||:::i
the perfect fifth
" outline of thechord
“1m one hand while
playing the scalein the
other. | had no teacher at
the time and therefore no one to
tell me how “difficult” it was to do
such atechnique. | believe thisto be
the reason the rotary motion has al-
ways come =o haturaly to me. |
never thought | was doing anything
hard or beyond what was expected of
basic technique. No inhibitions!
EURRITT: what grip did you begin
with and how did you arripe at
the grip you naw usef
STEVENS: | started with a traditional
cross stick grip and switched a year
later to amodified pam-to-the-side
Burton grip. | might have stayed
with this grip but during my fresh-
man year at Eastman | got an appor-
tunity to travel to New Zealand to
study with Vidal henoweth. Shetold
me to switch to Musser grip in order
to prepare for the summer. After
reading one of her articlesin Pereus-
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sive Notes on Musser grip, | could played
gee the advantage of holding the mal- more
lets uncrossed in the fingers, but 1 ACE-
still didn’t want to change. 1 wasn't rately
happy with the palm down hand pa- with
sition, the inner mallet pivot and them,
method of changing intervals, and RE[IE-
the choking up an the outside mallet, cially
which make it even harder to get when 1
large intervals. So, during that time] need
modified the Mus=er grip and came Lhis
up with the technique that [ naw use, n ¢ w
which allowed me to continue to de- inger-
velop the rotary and pivot motions | 'held
had worked on so hard,

EURRITT: When did you begin uszing
birch handles?

STEVENS: During the time that |
was devel oping and modify-
ing my grip, Dave
Maneini, a terrific
percussionist and
drum set player with
whom | was in
school, came into
my practice room
and handed me a
par of Jese
Bethancourt mal-
lets, which ware an
Americanized ver-
gion Of the Guatema-
lan latex-wrapped
stick. The younger
readers may not realize
that in the early 1970's
there was no such thing
as birch handle mallets.
Outside of arare pair of
Bethancourts, there
were  only  rattan
handles or those
fiberglass school mul-
lets. What was attrac-
tive to me about the
Bethaneourt mallets
were the extra length
and stiffness in the e
handles. | found
from the very first
day that although
they felt weird, |

four mallet techmigue
I think it is important to
understand why stiff
handles fit this technique
better. There is a great
deal of flexibility inm the
grip that | wse. You hold
the sticks at the end and
primarily with the
fingers, an there tends Lo
be floppiness until you de-
velop some strength in
these muscles.
‘Rattan mag:
nifies this
Moppiness
to &N un-
produc-
tive de-

HAEHMATE i |. !
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An Interview with Leigh Howard Stevens

perimenting with various types of
wood and diameters, | settled on 3

1" birch dowels and a length that al.
lowed me to execute the tenths in the
second movement of the Eurka Con-
cerla For Miarimba, Despite some ini-
tial negative reaction to the handles, |
would estimate that now 75% of the
mallets sold for use on the marimba
have birch handles.

EURRITT. Could you tell us about

studying with Vida Chenoweth?

that four-month period I progressed
by leaps and bounds in terms of my
understanding of how to practice,
what | practice and what it was going
to take for me to have a career as a
solo marmmbist. | also studied with
her after | graduated while she was
teaching at Roosevelt University in
Chicago,

EURRITT: Canm you pinpoint the

“break” that really initiated your
solo career?

STEVENS: Wdll, there is no question that STEVENS: | would like to say that | had

the four months I initially studied
with Vida Chenoweth in the summer
of 1972 was the mostinftuential mnsi-
cal event of my career. Getting to meet
Vida Chenoweth and spending three
six-hour coaching sessions a week
with her was fantastic. It was like
having a second conscience standing
over you, a much wiser conscience,
telling you faster, slower, softer and
louder and back to the beginning. In

been practicing six to eight hours a
day for about five years when the
“break” happened to fall my way. |
was prepared. That break was the
1976 I'ASIC at the Eastman School
of Music in Rochester, New York. At
that convention | had the opportu-
nity to play for about five to six humn-
dred of the most interested percus-
sionists from this country, as well as
some international people who had

cami for this first official interna-
tional percussion event. This brought
me from being the obscure percussion
teacher at Mazereth College of Roch-
ester to virtualy having the begin-
nings of a solo career. | went from
having about ten locally booked con-
certs the previous year to having
muore than twenty the year following
the convention and mara than thirty
the next year,

EURRITT: Although mech of your ca-

reer has been built around solo
concerts, you have had some sig-
nificant opportunities fo play as
soloist with archesfra. Could you
talk about some Of these experi-
ences?

STEVENS: The first time | had the op-

portunity to play with an orchestra
was at Eastman when | was awarded
a Performers Certificate. At that time
al recipients of the certificate per-
formed as soloists with the Rochester
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Fhilharmanie Orchestra. For that oc-
casion I commissioned a new con-
certo from Raymond Helble, which
has since been revised, and pre-
miered it in 1975 with the R.P.O. in
the Eastman Theater. I have since
performed with such American or-
chestras as the Denver Symphony
and the Syracuse Symphony as well
as in Europe. However, most of my
concerts are of the unaccompanied
solo variety, much likethe careers of
guitar soloists.

EURRITT: You have cormmissioned many
neaw works for marimba ower the
pust fwendy vears. What experienees
involved with these endeavors wouwld
you like to share with the readers?

STEVENS: It's been my experience that
the really great composers are inter-
ested in the player’ s input and don't
necessarily think every note they
write is a gold nugget. They are
flexible. They' recreative craftsmen.
It's been an honor to work with the
likes of Joseph Schwantner, John
Cariglians, John Serry and Raymond
Helble. But the things that really
stick with you for life are the horror
shows, rather than the pleasant &:x-
periences, On several occasions |
have been lined up to do the world
premier of a work and walked on
stage not knowing whether | would
get through them or not. The scariest
of all was my New York debut in
Town Hall in 1979. On that program
| scheduled the premieres of Helble's
Toceata Fonfesy and John Sarrv’s
Night Rhapsody. Six months before,
it looked like agood idea.

EURRITT: Were both works womplefed
at that time?

STEVENS: M. Raymond Helble’' s work
had just been completed, but John
Berry’s wasn't done until about six or
eight weeks before the concert. How-
aver, | was away on tour and had
little time to focus on learning either.
| returned to New Y ork about four
weeks prior to the Town Hall concert
and still could not play Night [hap
sndy front to back without stopping. |
was very nervous. This was to be my
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first time playing for New Y ork critics
as well as about cleven-handred
people, many from the PASconven-
Lion which was in New York at the
time. Not to mention the extreme
musical and technical demands of
these new works that were on the
very fringe of marimba technique at
the time. Fortunately, because of a
lot of mental imagery work, | got
through the performance unscathed;
no memory slips or train wrecks,

EURRITT: We've been talking mostly
about evenis that took place
fwelee to twenty years ago. What
about now?

STEVENS: | am very lucky that there
continues to be interest in my solo
concerts. The big artist management
companies say the solo recital isady-
ing art form, but | think it'sjust like
automobiles and ice cream: alarger
market is being divided up into many
small niches. Anyway, in an average
season | play in Europe at least once.
Inagood year | might make three or
four trips over there. There are also
at least one or two periods a year
when I’'m on the road here in the
States. Of course, a fixture of every
year is the Marimba Summer Study
Program that | teach every June.

BEURRITT: 1 was also thinking about
your other acfivities—mallef and
instrument design.

STEVENS: My interest in acoustics and
instrument design goes back to high
school when | read my first acoustics
book. | actually have drawings from
that period in colored pencil of differ-
ent bar shapes and bar support ey=-
terns. They're pretty strange. My in-
terest in mallet design goes back to
the first eummer | studied with
Cheneweth in New Zealand. The ma-
rimbais still developing so quickly
that it's a never-ending design pro-
cess. Infact, I'm amost ready with a
new mallet design that is completely
different than anything currently
available. Anyway, | think I’'m the
luckiest marimhbizt in the world in
that | have had the opportunity to
apply my knowledge and experience

to design not only mallets, but two
low ‘E' marimbas, first for Muszer
and more recently for Malletech.
Even though there arc some common
themes, they look and sound quite a
bit different. The Musser MASIOLHS
is brighter and the Malletech LHSA.6
is darker but a bit louder. It gives me
aspecia sense of satisfaction to hear
other players using my technique
perform on them-it's like I'm par-
ticipating in the performance even
though I'm not on stage.

EURRITT: Hoving accomplished so
much to this point, what do you
hope to achieve in the future?

STEVENS: Well, composing is one of my
new interests, even though I’ ve only
completed one piece so far—fhyih
mic Caprice. | want to perform in
larger venues so | can communicate
the marimba s potential asasolo in-
strument to a bigger genera public.
I’'m lucky that my record contract
called for me to make two records
aimed at the general classical listen-
ing audience before recording any
contemporary music. Musicmasters'
ideawasto build alistening audience
for the marimbafirst, then hit them
over the head with contemporary
music. That really is the key to the
success of the marimba: building an
audience. So, the first album was
Bach. The new oneisagreat album
for the young: Debussy’s Children’s
Comer, Schumann’s Album for the
Young, Tschaikowzky's Album for the
Young and Ehachatarian's The Ad-
peniures of foar. The third recording
project will includesome of the more
popular works that | have commis-
sioned. Then, who knows?

EURRITT: Thark you, Leigh, for sharing
these memories and insights with
ihe PN readers, Good el with wiotir
many futnre endeavors, PN

Michael Burviét is Professor of Percus-
sion at Keri State [Muipersity in Ohio.
Additionally, he is aninternatinnnily
recogmized marimba artist and clinician
[ Muezer. Michael i the editor of “Ma-
rimba Clinic” for Percussive Notes.
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MARIMER

An Interview with Nancy Zeltsman

By Rich Holly

RICHHOLLY: Narey, how did you get
started as#& musician?

NANCY ZELTSMAN: My parents started
me with piano lessons when | was
five, Early on, | was quitea good pia-
nist for my age and very interested in
music, but not exactly crazy about
the piano. At age 12, T leapt at an ap-
partunity to take up timpani and xx-
lophone and play in the junior high
band, and found | loved it. | immedi-
ately began private percussion les-
enns with Bob Ayers (nearby, in
northern New Jersey) who was fhu-
loue: | studied with him weekly for
the next six vears, My last two years
of high school, | took additional mal-
|&lessons with the New Y ork City-
based xylophonist/mallet specialist,
lan Finkel. lan was an amaezing
teacher: he put me through reams of
music and rigorous technical work
with two mallets on xylophone and
four mallets on marimba and vihra-
phone. | also feel indebted to my high
school band director, Donald Marrs, &
terrific musician who worked with
mea lot on musical phrasing, ap-
praached in minute detail-which
beautifully balanced the speed-learn-
ing lan required of me. In the fall of
1976 | moved to Boston to study with
Vie Firth at New EnglandCansarva-
tory, from which | graduated witha
Bachelor’s degree in Percussion.

HOLLY: What led to your speeializing
in marimba and  which
piarimbisie were your main influ-
ences?

ZELTSMAN: lan undoubtedly has the
most to do with that decision. He'd
talked a ot about fiiz reasons for epe-
cializing and what he saw asits vir-
tues. He respects percussionists
wanting to be incredibly versatile. He
pointed out, however, that anybody
trying to do everything has very little
chance of furthering any oneinstru- -
ment on a level that might have a g
historical impact. Within specializ- 2
ing, he believes in becoming as =
knowledgeable about music and ==

PERCUSSIVE NOTES. CECGEMEES 1842

stylistically well versed as possible,
He practices what he preaches. lanis
well-known for being pretty ercen-
iriz, but he also has enormous integ-
rity and creative spirit.

After two years of studying with him, |

could learn music pretty quickly and
therefore, at N.E.C., managed to
cover most of what ¥ic considered the
basic four-year mallet curriculum
during my freshman year. Each of
the remaining years at N.E.C., |
elected to givesnlo marimba recitals

Hancy Takimes

which mostly consisted of transcrip-
tioms | made of classical piecesand a
few contemporary wuorks. | was, and
still am, mostly interested in discov-
ering new pieces for myself and not
playing many pieces other people did/
do in order to explore new ground.
The tremendous opportunity and ne-
ceagity for that was probably the
main thing that drew mein, coupled
with the marimba’ s versatility.

| was = good percussionist but knew |

didn’'t have the fire about it that the
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An Interview with Nancy Zeltsman

best of my colleagues did. | decided
the important thing was to play mu-
sicl enjoy, even if it doesn’t provide:
living on its own. | consequently
supplement my income with other
work.

Other than lan, my main influences
were David Friedman and Dave
Hamusls (1 studied beginning jazz
with Samuels for a few years after
college: a rery humbling experiencel).
Dave and Dave both possessa won-
derful heartiness in their marimba
playing; the sound is clean andfiull
bodied and whatever they play hase
depth and “groove.” Even when
they’'re playing in a free context,
little figurationswill have an orienta-
tion to groove. | think my styleis pat-
terned after them more than any
other players, even though I’ ve gone
in quitea bit different direction mu-
sicaly.

HOLLY: Hew and when did
Marimalin begin?

ZELTSMAN: Violinist Sharan Leventha
and | were brought together in Octo-
ber of 1985 by the composer Robert
#ldridge to perform a terrific trio of
his, Combo Flzifer for violin, alto sax
and marimba. (Werecently recorded
it for an album of the same name
comprising various chamber pieces
for saxophone which will be released
on Northeastern Records in the
spring.) Sharan and | immediately
felt & unique energy and rapport
playing together and, several daysal-
ter that concert, decided to form :
duo. In case readers wonder, it's pro-
nounced “& i -ram-o-hn!”

| think we both had a gut feeling that
our instrumental combination,
though “different,” was viablein:
long-range way. We both enjoyed hav
ing 2 hand in the creation of new
warks and bringing them to life and
were excited by the prospect of esdah
lighing a whole new genre of reper-
taire. Several compaser/Tricnds pre
sented us with wonderful pieces as
gifts which got us started. Cur for-
mal debut recital wasin May of 144
in Boston. With the exception of last

16

season, when we took a break, we've
self-produced three to faur concerts
each year in Boston and amn oeca-
gional onein New York in addition to
whatever out-of-state touring came
wp.

HOLLY: 1 uniderstand that Morimaolin

has commissioned many works.
What is the response Of the com-
pozers when you first approach
them?

ZELTSMAN: You're probably wondering

whether composers respond, “Violin
and marimba?: you' ve got to be kid-
g'= TS EL YIS, cl cl € dl-
ted by the unigueness of the
bination and find it

InN L ¥ir
tuaso
role.

0
e myself
bwering the
KiC questions .-
EGT | readily dis-
bute = few pages

titled, “Memo to composers—Erief

guidelines on composing/notating for
marimba.” As was the case for our

performance at last month’s PASIC
in New Orleans, our concerts often

include u piece with a guest player

and/or & piece with tape accompani-

ment. A lot of composers enjoy those

options and we enjoy the color and

range they add. Witha tape piece we

can suddenly take on the proportions
of a chamber orchestrawith just the

two of us on stage.

We' ve premiered about B0 pieces so far.

You're probably wondering

whether composers respond,

“Violin and marimba?:
you've ot to be loddmg!”

I thmk many of them are
attracted by the uniqueness
of the combination and find
it sparks some really

fresh ideas.
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We* pammizzion” works in a number
of different ways. Various grants
have enabled us to pay composers
fees or honorariums ranging from
$150 to $10,000. As| said, we' ve also
been fortunate that many compagsrs
have been willing to write for us just
an invitation with the promise of a
performance and the possibility of fi-
ture performances. We'vi also spon-
gapid an annual composition contest
now N its sixth year. Over the last
five years, we' ve receivedeoms 90 en-
tries from far and wide, and a few
gems have emerged that way.
HOLLY: What is the responsge of the
audience to these new works?
ZELTSMAN: WE' ve probably performed
most often for audiences of mew mu-
sic followers: listenerswhn've already
heard alot of contemporary music
and who enjoy exposing them-
selves to music they’ve never
heard before. This special-
ized audience, which in-
cludes alot of composers
and percussionists,
usually receives our
music very enthusi-
astically.
we aso play for
more general au-
diences. Junior
high and high
school audiences
can be wonder-
fully Oem-
minded: they’'re
still  relatively
unprogrammed
about what they’re
supposed to think,
so they really hear.
Adults are often so
full of preconceptions
that they feel very
muddled when it comas to
taking in new music. We
don’t play much in the way of
recognizable tunes, but some-
times anew piecein afairly light
vein reassures people and demon-
strates that not all new music fits the
expectations they might hawe had.

PERCUSSIVE NOTES. DECEMBER 1992

They start to recognize that new mu-
siceomes in alot of flavors. | think it
helps that we' re pretty interesting vi-
sualy and that there's often a strong
rhythmic element to latch o to. | feel
a special satisfaction when people
seem surprised a how much they
“enjoyed arnncert;” they discovered
themselves|istening more openly.

HOLLY: 1 read recently that you a@re
now involved in a commissioning
project with William Moerech il
Robert Van Sis. Could you please
tell uz about this?

ZELTSMAN: Bob and | met through Bill
at the 1990 PASIC in Philadel phia.
The three of us sat down together
late one night at the nearby Denny’s
and talked mostly about the cimmiiz-
gioning we' d done and favorite pieces
we'd eame across. It was clear how
similar our focuses are. Several
months and impressive phone bills
later, the three of us applied for a
Meet the Composer/Reader’ s Digest
Commissioning Grant as a congnr-
tium of marimba soloists sponsored
by New Music Marimba and the Per-
cussive Arts Society. It was a vary
pleasant surprise to receive it asthis
isane of the mare competitivegrants
out there. The grant funds go to
three composers-Steven Mackey,
Eugene O’Brien and Gunther
Sehuller—whio will each write anew
work for solo marimba. In November
of 1993, Bill, Bob and | will each pre-
miere one of the pieceson the samsa
program: we' recurrently scheduling
a tour centered around a perfur
mance a the PASIC in Columbus,
Ohio, Many readers probably recall
the similarly-conceived project in
which Bill, Gordon Stout and Leigh
Stevens participated in 1HHG/ER, |
know | found it fascinating and |
hope thisnew project will be asfruit-
ful.

HOLLY: 1think most readers assoi:
ate your name solely with
Marimolin. Do you ke a solo ca:
reer ag well?

ZELTSMAN: Not exactly, yet! Occasion-
aly | do something cm my own, but

I’ ve definitely been pushing hardest
for the last several years to work
within Marimalin. | really enjoy per-
forming in thedus: | lovetheinterac-
tion, musicaly, intellectually and
emationally while, at the sametime,
we have very solmstic roles.

I’d like to do more solo performing as
well, though. Onereason |' m excited
about the solos project with Bill and
Bob is that it may provi to be a
springboard. Another springboard
may be my soon-to-be released solo
CD, Woodcuts, an GM Recordings,
produced by Houston-based percus-
sionist Ray [illard (who's aso pro-
duced the last few Nexus ilbiienal.

I’ d been dreaming of making a solo al-
bum for years. Finaly, thanksto Ray,
the opportunity arose and a pragram
gelled which feels cohesive and par-
eanal. The music was composed by
Andrew Thomas, lian Lewitan, Bob
Aldridge, LA -based guitarist Nick
Kirgn, Caleb Morgan (2 piece for ma-
rimba and tape), Astor Finzzalla (a
dii for two guitarswhich is directly
adaptable; | overdubbed the second
part), Buzanne Vega and Michad
Hedges! | transcribed and made solo
marimba adaptations of tunes they
recorded), The abum title comes
from amulti-tracked composition of
mine Woodcuts [#ftier Safiel. With the
exception of Andrew Thomas" Merlin,
the album is comprised entirely of
first recordings.

HOLLY: What are your future musical
goal and plans?

ZELTSMAN: Marimalin's main goa isto
release a second album. We plan to
start recording little by little next
year while we keep working omn riis:
ing the funding necessary to see 1l
through. Besides ongoing duo-corn-
missioning projects, we're hoping to
commission a double concerto with
orchestra bafori too long.

A persona goal is to clear mare Lime to
practice, to explore material and to
study various aspects of music to im-
prove my general knowledge. Other
than that, | want to keep pertorming
as much as possible.
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An Interview with Nancy Zeltsman

HOLLY: As @ performer, what are you
striving for in yarr music?
ZELTSMAN: I'm striving to take the ma-

rimba into the future; to acquaint
more audiences with it and with me:

I hope | succeed at communicating
something peraanal through music.

It svery important to me to feel ['ve

reached an audience. It stherefore a
challenge and perhaps a paradox
that | have a penchant for new and

nonstandard music-but I'm striv-
ing to discover ways to put it across
to audiences so they feel something
for it and why it drew mein.

I’m striving to present concerts which
stand apart. The atmosphere at

many concertsis so dry and austere.

Especialy because peoplenowadays

go out less often, concerts should
have energy and really mean some-
thing. | love a quote | read by the
first violinist of the KEronos [String]

Quiartet, David Harrington, “A great
concert can be like an emotional

guidepost later on, a place to refer
bo.”

HOLLY: If you could change one
thing about the state-of-the-art
in regards to marimba anid ma-
rimba music, what would thai
change be?

ZELTSMAN: A lot of marimhists seem §i

meto have adisappointingly narrow
view of the marimba's tonal and
timbral capabilities. On the surface,
it'savery user-friendly instrument:
you take a mallet, you strike a key,
you have a sound. Many players
don’'t seem to have any type of sound
concept which goes much deeper
than that.

| often think people use mallets which
are too hard, The marimba isn’'t a
xylophone: it should generally have
adeeper, richer, more full-bodied
churacter. A ot of mallets also have
athin, shallow tone. | make alot of
my mallets my zelf of the commer-
cially-available ones, I'm most iy
pressed by and use a lot of Encare
Mallets.

| never play with four matched mallets,

and can't believe how resistant
people areto trying it. A mallet that
enables the top third of the marimba
to speak easily sounds brittle and
gives you little fundamental pitch
for the bottom third of the inztru-
ment. | commonly use a medium-soft
mallet on the bottom (mallet #13, a
medium #2 and two medium-hard
mallets in the right hand; or a me-
dium-soft #1 and medium-hards for
mallets#Z, #3 and #4. There's often
na way around some sart Of compra-
mise with mallets, but generaly |
think people could be a lai more
imaginative.

Having said this, mallet choiceisn't ey-

erything. | realize I’'min aminority
of people who play “traditional” grip
(although Eeiko Abeis good com-
pany!). | have to confess, I'm really
not up am how other grips work, but
there are avariety of strokesarticu-
lations | use which alot of students
who play with other grips seem to
have trouble emulating. | realy
don't care what grip anyone uses,
but I'm anxious to hear a much more
varied spectrum of sounds, totally
separate of dynamic contrast.

| think I’ ve become especially sensitive

to these considerations because of
the playing I’ ve done with Sharan.
She' s been incredibly creative over
the years with varying her violin's
timbre, attacks, durations and
phrasing in our playing together in
order to blend with or complement
characteristics of the marimba. It's
drawn alot out of me because I've
felt compelledia try and reciprocate,

The vialin, as just one example, iSca-

pahble of an astounding range of eal-
ors and articulations which, obvi-
ously, have been explored and
refined over a great many years, The
marimba’'s performance tradition,
relatively speaking, is at a very
young stage. Focus on various ax-
presaive subtleties seems to be seri-
ously lagging behind the attention
that’s been paid to developing flashy
techniques.

| talk about this everywhere | go Asthereisincreasing thought given to

the “subtleties,” it will inevitably
impact on the music, both the per-
formancepracticesof existing litera-

ture and new pieces being created, |
love it when pieces have a lot of di-
rectives-1 don’t mean just “soft
mallets’ or “medium mallets’-but
tenuta marks, staccatos, phrase
marks, attitude suggestions, just
like other instruments get! Of the
composers wha'vie written for
Marimolin, Gunther Schuller stands
out in my mind as one who's shown
particular vision in this regard in
his piece Phanéasmaia. | sent Bob
Van Sice a score and tape of it and
was tickled when he subsequently
commented, ‘ That's one of the first
pieces |’ vecome acrogs Which treats
the marimba likean adult.”

If | could change a second thing about
the state-of-the-art, it would be that
the standard range of all marimbas
becomes jivw netaves extending down
tolow C. | really don't get theratio-
nale of stopping at E. I've played a
five-octavefor fiveyears; | now play
aMarimba One which | love, Having
the lower range has greatly influ-
enced the timbral conception I’ m de-
veloping; I'm continually learning
from the lower notes about the pa-
fure of the marimba's “voice” in gen-
aral.

HOLLY': Nancy, #framk you so much,
and good luck to you!

ZELTSMAN: Thanks, Hich: it wasreally
apleasure. PN

Rich Holly is Professor of Percussion
at Northern lilinois Univeraity, timpa-
nist with the filineiz Chamber Sym-
phony, and drummer | percussioniss
with Rhythmic{/rien. Rich is Associate
Editor for Features of Percussive
Nates and an active clinician for
Yamaha Corporation of America and
Snhian Cymbals, Ltd.

Share PAS with a friend!
Percussive Notes has
exciting news for everyone!
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MARIMEBA

An Evolution of Keyboard Percussion Pedagogy

By Doavt Gronemeher

W his article could have been
B cubtitled: Losking for a Com.
plete Technical and Musical
Marimba Thisr, When I de-

cided to choose advanced four-mallet
marimbatechniqueszs the focus of my
doctoral lecture document, it seemed es-
sential to first explore the existing key-
board percussion tutors and their evilu
tion., Although the focus is marimba tech-
nique, there isa need to explore texts
dealing with techniquesod related instru-
ments, such as vibraphone and xylo-
phone, so as not to delete any crossover
or overlapping pedagogical approaches.

Most of the materials examined in
thisarticle pertain to four mallet perfor-
mance on vibraphone and marimba.
However, the techniques are also appli-
cableto bells, xylophone, and although
rarely called for, crotales and chimes.
The reviewed materials are either texts
or video tapes and are presented chro-
nalapeally by publication date.

A significant feature of each text is
the type of four mallet grip it employs.

There are three common grips, with
some dlight variations, used infour mal-
let percussion keyboard playing. These
grips are: the “traditional cross grip,”
the “Burton grip,” and the “Musser/
Etevens grip.”

The“traditional cross grip” isthe
earliest grip found in the pedagogical
literature. This grip isformed by hold-
ing one mallet, commonly called thein-
side mallet, between the thumb and in-
dex finger while & second mallet,
commonly called the outside mallet, is
inserted between the index finger and
the middle finger. The two mallets cross
in the palm of the hand with the outside
mallet under the inside mallet. The
“traditional crossgrip” was used in most
of the early vibraphone tutors, but it be-
came less popular with the arrival of an-
other cross grip developed by the great
vibraphonist Gary Burton and called,
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An Evolution of Keyboard Percussion Pedagogy

appropriately, the “Burton grip.” How-
ever, some great keyboard percussion
artists such as Keiko Abe, continue to
employ the traditional cross grip.

The“Burton grip” is much like the
“traditional croza grip” except that the
inside mallet crosses in the palm under
the weaker outside mallet. This crossing
of the mallets adds additional support
and strength to the outside mallet. The
‘Burton grip” has becomethe preferred
grip among euch great vibraphoneplay-
ers as David Samuels, Bill Molenhof,
David Friedman, and Jerry Tachair.,

The third common faur mallet grip
is referred to as the "Muser/Stevens
grip.” Thisgrip isformed by holding the
inside mallet at the end of the mallet
shaft between the thumb and the index
finger and the outside mallet nesar the
end of the shaft between the middle fin-
ger and the ring finger. Detailed photo-
graphs illustrate this grip in Leigh

Howard Stevens’ Wethod of Mavemen:
for Marimba (pages 1115, Themallets
in this grip do not cross, which allows
for a larger interval spread than is pos-
sible with any other four mallet grip.
Thisincreased spreading feature is pre-
ferred by many marimbizts,

Four mallet keyboard techniques
have been discussed in percussion peda
gogicdl texts since the early part of this
century. The National School of
Wikbracussion in Chicago published a
fourteen lesson tutor entitted Home
Sudy Cawrse in Vilirewssion. Lesson
number thirteenisentitled Special Lea-
son on Four Malle: Playing and has =
copyright date of 1922. Therears dia-
grams in this lesson describing theear-
rect and incorrect ways of holding the
“traditional crossgrip.” Thereisa sac-
ticn entitled Practical Application
which describes the proper hand posi-
tioning of the mallets and correct arm

motion when simultaneously playing
natural and accidental bars. Pagezaven
of the lesson provides two very brief sec-
tions entitled Execution or Tecfinie and
Slencing itz Mallet. Execution or Teeh
nic refers to the ability of a player to
change from one body position to an-
other and correspondingly position the
mallets. Silencing One Mallet refersto
“elevating” the outside mallet in zitua-
tiona when a single line passage is more
efficiently played between the inside
mallets. The entire lesson isonly eight
pages in length including a piece en-
titled Afaka on page eight,

Circa 1930 Howard A. Green wrote
a book entitled Marimba Method. The
text, published by Jenkins Music{ -
pany of Kansas City, Missouri, gives no
exact publishing date. This book briefly
discusses both two and four mallet play-
ing techniques. The section onfour mal-
letsincludes photographsthat illustrate
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proper hand positioning of the “Musses
grip” for all chord positions,

Harry . Thompson published the
text Instructor TOr VikraCeleste, Vibrn
phone and Vitirpharp through G.E
Tuthill in 1931, This text deals with the
techniques of holding the “traditional
cross grip,” spreading the mallets, and
dampening the bars (for vibraphone),
He also discusses double note and chord
playing.

Howard 1. Peterson’stext of 1937
entitled Peterson’ s Xylophone and Ma-
rimba Sudies presents three and fous
mallet playing. Photographs are pro-
vided to illustrate proper “traditional
cross grip,” spreading techniques, and
the stroke. There are also photos that il-
lustrate the shifting of body positions
and the turning of the hands for certain
intervallic changes. Peterson also at-
tempts to cultivate the ability to read
three and four nude chords, and supplies
many etudes and folk tunes for musical
application of the techniques.

Lionel Hampton's Method for
Vibreharp, Xylophone and Marimba ed-
ited by DavidGarnston first appearedin
1939 and a renewal was released in
1967, This method is organized in three
sections, each focusing respectively on
two mallet playing, three mallet play-
ing, and four mallet playing. Through-
out the book the student is introduced to
new scales, exercises and jazz tunes.
Photographs are used to illustrate the
“traditional cross grip.” Thereare axer-
ciges to strengthen “the manipulation of
the hammers’ (spreading technique).
Photographs are used to illustrate the
prizper movement of the hands and body
positioning when playing chordswhich
contain natural and accidental bars.
Thirteen pages provide examples for
musical application of the techniques.
The last section concentrates an fyur
mallet playing and includes a photo-
graph illustrating the “double wrist
turn.” The book ends with a sectionan
four mallet arranging and transcribing,

About two decades after the Harnp
ton book appeared Phil Eraus published
three texts entitled Fhii Kraus' Modern
Mallet Method for Vibes, Xylophone, and
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Marimba. The third volume in the set,
copyrighted in 1960, focuses on four
mallet playing. The text contains forty-
onelessonsin all, each based on an «la-
ment of music theory with a progressive
lesson plan that combines technique,
theory, and harmony,

The text Four Ma&t Sudies, writ-
ten in 1968 by Gary Burton, is consid-
ered by many to be the first significant
text which approaches the study of i
mallet keyboard percussion technique.
Burton uzes photographs from above
and below the instrument to illustrate
the proper “Burtan grip” and spreading
techniques. After thoroughly describing
these techniques
he includes exsar-
cieea to develop
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I date the most complete

second volume Wickstrom uses dia-
grams to illustrate the “traditional,”
“Musgser,” and “Burton” grips.
Wickstrom discusses mallet spreading
and demonstrates chords with different
intervals. He also includes a section on
chord progressions.

Four Mallet Technique Studies for
Xylophone, Marimba, and Vibes by
Garwood Whaley isageneral and basic
approach to four mallet playing that
was published in 1975. Whaley's text,
along with Raymond E. Meyer’s M-
fiple Mallet Sudies for Marimba (1975);
Karen Ervin’s Contemporary Solos and
Contemporary Etudes of3 and 4 Mallets
(1977); Linda
Larren | il'l'l'|"_:|| ]
three works, The

them. He presents Solo Marimbist,
f f th I

posible t‘v’vent_ty‘? technical approach to .Vﬁ'.‘:‘.’l".%TLemﬁ o
snge nnemaie e study of four-mallet 7R, 2255 oo
Pt S marimba playing is Rotcbo0ks el
{ﬁe" forne i Leigh Howard Stevens' !_,:’?‘gﬁl”aj;’;;_**wﬁ':ﬁ
oescipins ro EXUMethO OF three books of
Mallet Technique, — NJovement for Mamby., 09 (1975, 1962

Burton concludes
his book with a section on voicing tech-
niquesin the jazz idiom.

Graded Reading Exercises for Faur
Mallets by Max Meuhaus isacollection
of musical etudes that was published in
1971 but contains no explanation of fuir
mallet technique. The book supplies a
good study for the somewhat ignored
topic of four mallet sight reading. The
work functions well as an etude book,
and in that respect is a contribution to
four mallet texts. The book does not,
however, supply the foundation for a
complete school of four mallet tech-
nique.

Fred Wickstrom's Keyboard Mastery
for Mallet Percussion is atwo volume
set published in 1872, The first valume
concentrates on two mallet playing
while the second volume deals with
three and four mallet playing. In the

and 11441, are good
representative
sources for four mallet etudesand stud-
ies. None of them, however, specifically
addresses the devel opment of foarr sl
let keyboard percussion techniques as
they are simply collections of studies
and short pieces.

To date the most complete techirieal
approach to the study of four-mallet ma-
rimba playing is Leigh Howard Stevens
text Method of Mavement fir Marimba,
published in 1979. In this text, which is
divided into three parts, Stevens cars-
fully and completely examinesal of the
technical considerations involved in
playing four mallet marimba. Excellent
photographs along with detailed graphs
are used to help explain body position-
ing, the ‘ Stevens grip,” and the various
strokes. Stevens categorizesfour differ-
ent strokes as they correlate with four
different motions. These include the
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Single Independent ipp. 26-2491, the
Single Alternating ( pp. 3i-31], the
Double Vertical (pp. 42-341, and the
Double Lateral [pp. 35-37). Part Two of
the book contains 590 exercises that de-
velop the techniques explained in part
one, Thistext isacomplete system for
studying four mallet marimba tech-

nique, however, it lacks examples for
musical application of thetechniques.

In 1990, Stevens published a re-
vised edition of Method Of Mucensent for
Marimba which contains a supplemen-
tal third part entitled T Tears Later,
This supplement, while only tenpages
in length deals with some very impaoe-
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tant aspects of playing that weres not
previously addressed, or upon which
Stevens wished to expound. Section 1 of
the supplement is entitled Other Wy
ta 'ze MOM (Method of Movement) and
focuses on iz to practicetheexercises.
Stevens further explains the details per-
taining to hand positioning, height, re-
covery, interval change, and striking
area. Section II isentitled Maily Exer-
iz Routines and focuses on the “ core”
exercisesthat need to be practiced daily,
He supplies a chart which designates
how much time is to be spent on each
technique. Section 111, entitled Tizhizs of
Repertoire, simply lists various studies
and major works according to the tech-
niques which they contain. Section IV is
entitled Amplifications and describes
the three aspects that Stevens feels
need awider range of volume amplifica-
tion. These include hand positioning, in-
ner mallet length, and keyboard height,
Section V is entitled A Retropapective and
isashort history of the development of
keyboard percussion technique. Stevens
list contributions from artists such as
Clair Omar Muszser, Vida Chenoweth,
Gary Burton, and Joe Muralln. He then
concludes part three with a section
called First Edition Errata in which he
corrects the errors of the first edition,
The New Lionel Hampton Vifira-
phone Method, written in 1981 by Lionel
Hampton and Jean-Claud Forestier,
containsacomplete and detailed school
of vibraphone playing within its 327
pages of text and musical examples, The
text is divided into three parts, plus an
introduction discussing the fundamen-
tals of music. Fart One focuses onvilsra-
phone techniques and scales. The grip
that is pictured isthe “traditional Cross
grip” and discussionsinclude six mallet
playing. Parts two and three focus on
musical examples, The examplesin part
two are orchestral vibraphone teanacrip-
tions in the jazz idiom. Hampton' s text
supplies a complete foundation for ad-

vanced vibraphone playing.
The videos Wulizr Keyboard Musi-
cianship, Sepsto Exceilence, volumes 1

and 2, by Dave Samuels appeared in
1988 and provide a good introduction to
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four mallet vibraphone playing. Although

Samuels demonstrates on the marimba,
the focus is on the vibraphone and the
jazzidiom. Bamuels explains the “Burton
cross grip,” spreading techniques, the
proper stance in front of the vibraphone,
striking the bars, mallet dampening and

pedaling technique, som« mallet permu-

tations, and improvisation. The video
tapes are organized to reinforce Samuel’s
books A Musical Approach toFiur Mallet
Technique fior Vibraphiene, volumes 1 and

2, written in | 282, These books contain
excellent technical and musical e:x-
amples.

Master Technigue Builders fiur Fihra-
phone and Marimba, edited and com-
piled by Anthony J. Cirone in 1985, pre-
sents the playing philosophies and styles
of thirteen different keyboard percussion
artists. There are many excellent techni-
cal and musical approaches presented
throughout the book, but there is not

enough elaboration from any one artist
to consider the book a schoal of playing.
The merit of this compilation is the pre-
sentation of a variety of ideas and ap-
proaches for consideration from many
great keyboard percussion artists.

The viden Muster Study Serles:, volume
1, was produced in 1988 by Jerry Tachoir
and is abasic outline of the various key-
board percussion techniques as they pertain
to the vibraphone. He explains the “Burton
cross grip,” how to strike the bars, motion of
accuracy, and seme mallet permutations.
Tachoir also discusses the techniques of
pedaling and dampening.

Teaching Fercussion by Gary Cook
was published in 1988 and is an excellent
survey of teaching techniques of many
percussion instruments. The keyboard
chapter is extensive and provides a solid
foundation for a school of four mallet
playing. Photographsillustratein detail
the three types of grips and various tech-

niques. Cook also supplies musical &:-
amples and continues with a section on
phrasing and musical expression.
Contemporary Mullet Method by
Jerry Tachoir was published in 1991
through Hicheat Music. He structures
the text in five chapters followed by
eleven musical exercises. In chapter 1
Tachoir diagrams and explains the
“Burton grip” and speaks briefly on
how to “warm up.” In chapter 2 he ex-
plains“Eticking,” “Independent Stick-
ing,” and “Theory,” The focus of chapter
3 is “Sticking Chords.” In chapter 4
Tachoir discusses the techniques of
“Executing Harmonies While Improvis-
ing” and “Comping.” In chapter 5 he
discusses “[Mlarity in Executing Lines
on the Vibraphone through the Use of
Dampening.” The book is veryappro-
priate for the beginning vikist, as it ex-
plains the various techniques and then
offersmusical exercisesfor the student

NEW FROM GOLDLINE®

MALLET/STICK TRAYS

ANVAILAHLE 1M 4 SITES
From lpuning |

[k Y
cCos, Jernifer Holliday

HAND MADE IN THE U.S.A.
FOE INFDESATION COMTACT:

PRODUCTS
PO, Bon 2618 » Spokane, WA 992288107
(509) 467-9542
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MARIMBA SERIES

Two Movem
Fear o
by Mario

Triechorama
For Four-Mallet Marimba
by John J. Immerso

Crradle 3: X3

UDU: CLAYTONE"

UM
67, BOX 126, FREEHOLD:, NY 12431
518 S30-F550

MAGICAL MARIMBA MUSIC

JULIE SPENCER
“Ask”

The inspiring wirtuasity and soulful sprt of
Julie Spencer, one of the world’s most
zciing mallet players, is captured on this
stunning recording. ‘Ask” offers madmba
ind vike solos and ensemble works with
John Bergama and Colorad Fish,
Cassetie $8.85° » CDs $15.95’
INTERWORLD MUSIC
730 Balboa, San Francisco CA 94118
(415) 2216019
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Au Evolution of Keyboard Percussion Pedagogy

to employ the exercises.

Although @l the abovelisis are excel-
lent, there mre very few that focuson learn-
ing the various fiar-mallet techniquesina
musieal setting. Of these few, therears
none that are specifically geared for the ma-
rimba. Of all the materials examined
herein, the Method Of Mucerment fior Ma-
rimba by Leigh Howard Stevensis the only
complete system for the study of four mallet
marimba techrigue. However, in order i be
n camplete technical and musionl approach
to playing, the Steven's heck might incerpe-
rale a fourth part which applies the tech-

niques s musical settings. This approach o
keyboard percussion pedagogy would not
uitly develop a mastery Of the technique, but
would also cultivate a musical interpreta-
tion aswell. The phirasing and shaping of
themusical lize would be insseparated into
the study, thereby giving the student a
mare meaninghul and musical learning ex-
perience than merely the devel opment of
the technique. PN
The preceding articleis excerpted frum
Deas's DMA Lecture Document, endifled
“ Advanced Marimba Techniques: An
Analysis Witk Musical Approaches to Per-

formance Problemsin West Sde Fuie. "Hie
iz also the author Of the agan-fo-he avail-
able book, “ A Musical Approach to Ad-
raneed Four-Mallet Marimba Teeheii IS 1
[Haker Publications).

Dean Granemeier received hisdegreesin
perelisdan perfurmaneey fom Nor-them 11i-
nois University and the University of Ar:

zond. He is enrrenily Director of Percusston

Studiex at the Unibersify of Nevada, Las W-
gas. Dean iz an active cdikieizn for Kol ma-

rimdas, and is alao principal percussionist
with the Las Vigas Symiphany Ornihesirn,

Percussion Education:

A Source Book of Concepts and Information

TABLE OF CONTENTS

= Motivating the Percussion Student

= All-State Percussion Auditions

Musicianship

Developed by Baned Waley and the PAS Education Committee, this book
has been very well received and is now a required text in many college
PErCUSSION teckmines Classes.

= Recommendations for the Reorganization of Percussion [mimzti

= The School Percussion Ensemble: Organization

= The School Percussion Ensemble; Instrumentation

= The School Percussion Ensemble; Literature

= Percussion Equipment, lmstay, and Security

= Sticks, Malets, and Beaters: Which for What?

= ThePercussionist’s Fait Aidsto Marking Parts

= Percnssion Problems from the Podium

= Percnssion in the School Stage Band

= Presenting a Percussion Clinic forfigh School Sisdeats

* Percussion in the Gaean Easd: An Annotated List
= Tiu Ekmestary Percnssion SectionFart | Repertoire-The Foundation of

Percussion Education: A
Source Book of Concepts
and Information

= The Elementary Percussion Section Partll: Part Editing
= Percussion Method Books: A Bibliography

= The Worst Percnssion Solos Ever Written (How to Avoid Them)
= Audio and Video Percnssion Resources

Price: $9.95 pins 11 shipping

To receive your copy, send a check or money order to: PAS, P.0. Box 25, 101 NW Fereis, Lawton, 0K 73502

Boohstore discounts available = Scheol purchase ordors accepted

24

PERCUSSIVE MOTES « DECEMBEA 252




PASIC *93/Columbus, Ohio—November 10-13, 1993

By Bob Breithaupt, Host

s PASIC
92 in New
Orleans
concluded
as another suecessful
PAS event, plans are
continuing for PASIC
'93, in Columbus,
Chio, November
10-13, with Bob Breithaupt as host.
The convention will take place at
the new Columbus Convention Center,
a full-service convention facility of
nearly 300,000 square feet, complete
with food services, retail establish-
ments and connected to two major ho-
tels, the Hyatt Regency (the host hotel)
and the Holiday Inn Crown Plaza. Co-

Port Columbus International airport is

within ten minutes of the Columbus Con-
vention Center via the new airport connec-
tor, due to open in 1993,

Exhibitors should note that display

. K/

II llr g [

: *'*Umaus o*
lumbus is conveniently located, within 500
miles of 50.4% of the total U.5. population
and over 35% of the Canadian population.

space will be plentiful at the Columbus con-
vention, and we encourage you to plan for a
well-attended event with convenient load-
ing facilities at the rear of the Columbus
Convention Center. Likewise, members
should plan to come early and enjoy the en-
tire convention, since hotel rooms in the
area are reasonably priced and should be
plentiful,

Columbus is one of the fastest
growing cities in the country, committed
to education, business and the arts. The
Chio Theatre, The Riffe Center for Gov-
ernment and the Arts, The Columbus
Museum for Visual and Performing
Arts are just a few examples of the im-
portance of the arts to this eity. Visitors
may also enjoy a trip to the nationally-
known Columbus Zoo, The Center of

Science and Industry or the Franklin Park

Conservatory, along with many elubs and
restaurants featuring live music,

"THE COLLEGE MUSIC SOCIETY X

»CBS Records’ Black Composers Series

The Black Composers Series, recorded by Columbia Records
between 1974 and 1979, has been reissued as a boxed set of nine
| records with an informative hooklet describing the music, the lives
of the composers, and the history and significance of the series.

D F M‘]]ﬂu’ig,;. cralters of

'1'3'lIl.S'lﬁ[}]lTI'l._1 ﬂlﬂiilﬂlﬂﬂ”ﬁﬁﬂ
COoppenr ?E}']Tl':l.]]liﬂ:l’llll SHIEMS
for PEercussion specl al 1sts
The Black Composers Series, an important component of the !}1 1 X

documentation of Black achievement in western culture, contains { :'I"'ﬂl{lg.l'ﬂ."[ﬂ‘.]f '1'“3{‘! %"ﬂﬂjﬂ'[ﬂﬁ
music written by Black composers during the eighteenth, nineteenth,
and twentieth centuries, and, in part, demonstrates the working

out of the Black assthetic in the westermn concert music tradition

ower a two-hundred-year period. Compaosers whose work is
presented are T, Anderson, David Baker, Samue] ColeridgeTaylor,
Roque Corders, Jose Mauricio Nunes Garcia, Adolphus Haslstork,
Taliby Rasul Hakim, Ulysses ey, the Chevalier de Saint-Georges,

Hale Smith, Fela Sowande, William Grant Still, Geonge Walker, Jose
White, and Olly Wilson. The works in the Series are performed
under the direction of Paul Freeman by major symphony orchestras
of the United Stares and Europe, and by some of the world's

leading concert antists

9 records+ Io-frage booklet /£ 533

The pure sensitivity and response of Picking Symphonic
Tympani Shells have fulfilled the exacling demands of
PErcUssIcnists for aver a century. They are hammared, solid
copper (not spun), and shaped to cuslomer spacification
A Ireasured instrument in lamous orchesiras worldwide
(listing available), Picking shells are

much adrmired for baauly,

tonal gualty and
Iongevily

e e
g T —y

-

®Order Information

b Lt s
The Series 1s mailed to vou via first-class mail e Iung i 5

119 5. Walnut 51,
Bucyrus, OH 44820

WRITE OF CALL FOM pNFORMATION

(419) 562-6891

To order, please send a check or money order for $35 1o
The College Music Society

202 Wizst Spruce Stroct

Missoula, MT 59802

PERCUSSIVE NOTES - DECEMBER 1932 25




ADAMS — Affordable Excellence

“Adams Professional Copper Hammered Model”

Percussionists around the world know ADAMS as the maker of some of the finest — and most
expensive — artist percussion instruments available. Not everyone realizes that ADAMS also
produces some of the most affordable perccussion equipment in the world.

ORPHEUS
ORPHEUS MUSIC
/ 13814 Lookout Road
San Antonio, Texas 78233
(800) 821-9448 + (512) 637-0414 MUSIC

ADAMS XYLOPHONES AND MARIMBAS

*» THE ADAMS SOUND—As with the famous
Adams timpani, every design and production
decision is made to produce maximum
tonal and musical qualities.

* ADAMS QUALITY—Honduras Rosewood
and African Padouk are personally
selected by Andre Adams for the bars
of his mallet instruments. All aspects of
the manufacturing are controlled by Adams.

* ADAMS VERSATILITY—Three frame styles,
including Adams innovative Traveller and
Traveller Classic designs, combine with bar Adams Concert Traveller Marimba
options to offer 28 models to meet every
musical and budgetary requirement.

ADAMS—THE NEW ALTERNATIVE FOR MALLET PERCUSSION
ORPHEUS
ORPHEUS MUSIC

M 13814 Lookout Road
San Antonio, Texas 78233
(B00) 821-9448

Texas--(512) 637-0414
Fax--(512) 637-0232 MUSIC
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A Brazilian Percussionist in Cuba

By Ney Rosawre

S THE BRAZILIAN GOVERNMENT'S

representative to the VIT Festi-

val de lo Habana de Musica

Contemporanea, 1 traveled to
Cuba in November, 1991, For the flight
to Havana I had trouble getting on to the
airplane with my Berimbau (a Brazilian
stringed instrument) and a bag of sticks,
The flight attendant thought that it was
an Indian bow with dangerous arrows
which could threaten the security of the
flight! However, the Cuban government
representatives received me warmly at
the airport and informed me that T would
be playing as a soloist in a concert that
night.

After dropping my luggage at the
hotel T went directly to the Teatro
Nacional de Cuba, a very large and im-
pressive theater. I had to wait a long
while for the stage manager and finally
I saw the instruments on which I was {o
perform. It was an old Premier vibra-
phone with a broken pedal and a Pre-
mier marimba minus the cords that
hold the bars. I asked my translator if
we could go downtown to buy some cord
to fix the marimba. She replied that it
would be impossible because there were
not any stores that sold rope! After
hours of phone calls we finally got an-
other marimba from the National Uni-
versity. The new marimba was another
Premier four octave instrument with
the lowest two bars cracked. [ conse-
quently spent my afternoon changing
marimba bars, fixing the vibe pedal, and
adjusting my repertoire to fit a low C
marimba. That night's concert was not
only a success, but a thrill for me per-
sonally, I had the privilege of being the
first international percussionist to per-
form as a soloist in Cuba.

The next day | went to Matanzas,
one of Cuba's biggest cities, where I was
to have a rehearsal of my Concerto for
Marimba and Orchesira with the local
orchestra conducted by maestro Enrique
Mesa. The members of the orchestra
were mainly voung, and the Premier
marimba that 1 was to play turned out
to be a xylophone. I was very confused
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and even thought of canceling the re-
hearsal (as I would do in any other
country). | did not because of the cir-
cumstances of the moment, so we
started the rehearsal. As we began 1
asked why the string section was so
small. It was because I had sent in ad-
vance one copy of every orchestra part
and there was no copy machine avail-
able to duplicate the parts! However the
orchestra performed very well and the
concert (after two more rehearsals with
a real marimba) was a big success,

Over the next few days [ heard
some other concerts at the festival. [
was very impressed by the talent of Cu-
ban composers and players, especially
the younger ones who showed both mu-
sical talent and technical ability. 1 was
told that this is becauze in Cuban music
education starts in the elementary
grades and that standards for technieal
skills, such as sight reading and piano
proficiency, are very high for young
people who want to prepare for profes-
sional training.

The most interesting part of the
trip was when I had closer contact with
Cuban percussionists at the Instituto
Superior de Artes or 1SA, The Building
of the School of Music was the old Coun-
try Club of Havana where rich Ameri-
cans used to spend holidays before the

revolution. It is a huge building with
lots of rooms for all activities in a lovely
seetion outside the city. The pool and
the golf court are now used for sports
training, and in the same area the Cu-
ban government has constructed other
buildings that together form the fine
Arts Department for the National Uni-
versity. All the students live in dorms,
do not pay any tuition or dorms fees,
and they receive money from the gov-
ernment while studying to cover their
expenses.

The percussion instruments there
were all Premier and mostly in bad
shape because of the lack of replace-
ments parts. They also lacked modern
methods and music for percussion, espe-
cially sticks, mallets and drum heads.
The head of the percussion department
is Professor Lino Neira Betancourt, a
very respected percussionist/musicolo-
giet who has written a lot about Cuban
mugic and instruments. Unfortunately
most of this material is out of print due
to the lack of paper for new publica-
tions,

One of the programs at 'SA in-
cluded a ceremony awarding an honor-
ary degree to Professor Justo Pelladito
and a concert/clinic that | gave about
Brazilian music for percussion. Profes-
sor Pelladito is one of the top Cuban spe-

A scene from the il Festival Naclonal de Percusion “ISA §1"—Abril1




A Brazilian Percussionist inCuba

cialists m Afro-Cuban hand percussion and
is also the principal percussionist of the Bal-

let Faldurion de Cuba. | was impressed be-
cause such ama’ with only abackground
in fulldaric music was receiving the highest
title awarded at the University level. T ald
never imagine the same thing happening in
Brazil, where top samba and other ethnic
artists would never be invited to teach at
the college level. Cars about the preserva-
ticn of the folk traditions in Cuba isvery
important,

At the beginning of the ceremony for
Pedladite pure Cuban rum was served in big
doses. With the hot climate and that early
morning rum [ started my ¢liric about Bra-
zilianmusie alittlelwser than wseal, and
whileplaying | aimost lost my mallets, Af-
ter my clinic some students played for me
and I heard some very good perfirmances
including @' arrangement ol A Child iz
Herni that ayoung student worked cut by
infiition. To finish the day some students

and teachers played and sang fuli/religions
tunes similar to some found in Brazilian
muzie. The way they played the Batas and
Congas was fantastic. They played with wis-
fungity and musicality gracefully weaving a
fabric of riythms that are eousing to the so-
phisticated p& rhythms of Afirica.

At the ISA, theparussian department
isdivided between classical and fulklaric
gtudies. AU the students have to go through
the two prugrarms with equal emphasis. The
programs include: snare, timpani (with
great emphasisin tuning exercises), mal-
lets, and orchestral studies as well as hatas,
eingas, bongos and hand accessories. Folk
and classical percussion ensemhles are alsa
included. The principal pereussion teacher
is Luia Parrera Perea Who isavery fise mu-
ician and percussionist. Asthe principa
percussionist of the Cruestra Nacicnal de
Habana he has recorded same 1Ps in Cuba
that include excellent standards from the
comecerto repertoive like Milhaud's Concerio

for Vibes and Marmba and some rare mu-
sic just available in Cuba like the Leo
Brower Concert for Perewssion and Orches-
(118

I'had the opportunity to hear the per-
cussion ensemble of theCryuest-u National
directed by Luis Parrera and Julsa Perza,
They haveanincredible wrunt of Pregnler
instruments and mallets and very interest-
ing cases for Guirns and Maracas, These
lury cases aregimilar to plush lined vio-
lin cases, but they were fitted to hand per-
cussion instruments. They played some
original muzic by Cuba’ composerswith a
very god level of precision and musicality.
Besides the musical spects, the Cuban per-
cussionists were very friendly and have a
gond sense Of humer,

Unfortunately, contact withCuba is
not easy leapecially for Americans). But for
those who have an interest in Cubanmuir,
thereisan annual international summer
coursa for percussion in Jure in which lagit

Artists and philosophers throughout
history have attempted to answer
this question. Hunasd de Balzae
called music “the mast sensuous of
arts,” while Thomas Fiiller believed
“it was nothing else but wild sounds
civilized into time and rune. ™

At Northwestern, our wirkd
renowned faculty and outstanding
students—ialented, creative young
musicians like vourse lF—are redefin
ing music =very day. And you can
enhance your education with the rich
resources of Chicago, which offer
almast limitless opportunities for
performance and internships,

How would you
define music?

You can audition in January,
February, and March-we hold
auditions in mare than 30 cities
nationwide. You can alsn audition
on campus. For an audition appant-
ment, an application, financia aid
information. or a booklet describine
us in mare detail, contact Admissions
Box It School of Music, Masthiwestern
University, 711 Elgin Road, Evanston,
[llinois =0208-120Mk; phone 7HE/M491] -
3141; fax 70OAMF]-52460,

Northwestern University
School of Music
Faculty in Percussion

Terry L. Applebaum, DMA,
Professor and Associate Dean

Patricia Dash, Chicago Symphony
Orchestra

Al Paysan, Chicago Symphony
Orchestra

Faul Wertico, Studio Recording
Artist

Northwestern:
Redefining Music
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Marimbitsts gasrboemm gl The [ Fasdval Naclonal de
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and folk percussion is taught by the best
Cuban artista, For further information con-
tact:

Professor Lino Neira

Facultad de Musica 1SA

Calle 80 # 1708(interior)y 17 y 19-Playa

La Huhana-Cubeas1 1500

The VII Festival de la Hahona de

Mo Canternprrenes organized by the
Unfon de Amtiafne de Cubawas a succesafial
event in which people from all aver world,
including Americans, were present. My
travel to Cuba, despite sime problems due
o thedifficult situation that the country is
currently in, was definitely one of the
higher musical experiences of my life, P N

Ney Gabriel Rowaurno iz the professor if
percuszinn at the Universidnde Federal de
Santa Muria, He kaz studied with Segfried

Fink, and Luiz Anuricoee. FOr nine pears
Ney was the timpanist for the Onguestro dO

Teatra Naocional de Brasilia from 1977 to
1987 and hehns previawsly taught at the
Esenla de Musicn de Brasilin. Originally
from Rio de Janeiro, Brazl, Raseiern has
candycted WOrk ahape and elinis in Brazil,
Crermumny, e e DA
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A New Approach To Teaching Snare Drum Rolls

By Andrew Spancer

E
L.
B

. K
i

NE OF THE MOST DIFFICULT
techniques for the young per-
cussionist to learn isthe Snare
drum roll. Traditional peda-

goicz! techniques use the approach of

applying tension gradually in the grip to
control the rebound. They teach rolls by
developing a freely bouncing stick, gen-
tly applying tension to the stick to con-
trol the rebound, and then placing that
stroke in a rhythmic structure. Manystu-
dents taught this way often make the
production of a Smoothrhythmic roll an
obstacle which can take monthsta over-
come. There isamethod of teaching the

Snaredrum roll to young percussionists

which avoids many of the problemsen-

countered by the traditional methods.

Simply put, it uzes the opposite approach,

that of starting from a tight grip and

quickly moving to arelaxed one while
constantly playing arhythmic pattern.

Traditional methods start by allow-

ing the stick to bounce freely and then
applyingmore pressure with the fingers
to control the bounce. Unfortunately,
this ignores the overall importance of
rliytion in the early roll. The student is
learning to control the rebound, bt not
in arhythmic context. Teaching rolls 1:-
ing a System that always stresses the
importance of rhythm is much mare sie-
ressful than using systems which do
not. I have met with great success ygine
the following method for Students in
grade school music programs and pHET-
cussion methods sanirses 1N univer gily
curriculum.

30

THE CONCEPT
The following system operates on
the assumption that certaincharacteris-
ticsin the early roll are of primary im-
portance, The rhythm af the eerly roll is
more important than its ouerall sound.
Once the rhythm is mastered, it isfairly
simple to smooth out the bumps. With
thisbasic ideain mind afew other con-
cepts Should be mentioned.
* the multiple-bounce roll should be
taught first
* longer rolls are easier to learn than
shorter one= and should be used &x-
clusively when first introducing rolls
to students
ithe roll must always have an underly-
ing rhythm;

JUSTIFICATION

1the multiple-bounce roll hus mure ap-
plications than the double-bouncerall
for the young musician. Of equal im-
portance is the fact that it is easier
for the young student to produce a
multiple-bounce stroke than adouhle-
bounce stroke. Therefore, the student
gains confidence in rolling quickly
which leads to greater success in
mastering the more difficult double-
bounce.

1shorter rolls require quick alternation
between bounce and single strokes.
This affords little time for the student
to get the fed of the bounce stroke be-
fore he/she has to start tapping.
Longer rolls allow the student greater
time to acquire the ability to alter-
nate bounce strokes. Once the longer
rolls are easily produced, learning the
shorter ones presents no problem.

for aroll to Start and stop precisely
on time, there must be a definite
stroke at its beginning and end. The
placement of these terminal strokes
can be accurately insured by theuss
of multiple bounce strokes in a strict,
even rhythm. In addition, the even-
nes= Of the rhythm goes along way
towards insuring the smoothness of
theroll itsalf,

In teaching a Snare drum roll | uze
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various strokes while insisting upon ze-
curate rhythm. The first and most rads
cal of theseisthe ‘grind’ stroke. This
stroke is very unmusical and tense, but
very easily learned and manipulated. It
is achieved by wrapping all the fingers
around the Stick as tightly as possible,1
often tell the student to attempt to
equeaze water from the stick! Thisera-
ates a great amount of tension in the
hand and forearm. [l to this tension,
the stroke is generated mostly by the
arm and not the wrist, The bead of the
drumstick is pressed into the drum
head with considerableforce (at |east at
a firte dynamic) and not allowed to re-
bound at all.

Admittedly, this sounds like a
percussionist’s nightmare! However, it
must be remembered that the grind
stroke is merely an intermediate stage
between thesingleand multiple-bounce
strokes. When using this method of
teaching rolls the student must be re-
minded that the ‘grind’ stroke is not the
final product and will be discarded as
soon zs the rhythm is Solidified.

The next intermediate stroke is the
Same as the grind but with the rear two
iar three, depending on your grip) fin-
gers removed from the stick. With aira-
ditional grip the left hand must alow
the last two fingers to fall away from the
stick as the bead strikes the drum head.
This*half-grim? stroke allows the stick
to rebound Slightly and thus gives the
student the Sensation of rhythmically
controlling a rebounding stick.

Thefinal stroke uses the half-grind’
hand position with significantly less
tension in the fingers, This allows even
mare rebound in the stick, and the re-
sultant sound is a multiple-bounce
Stroke.

Therefore, to teach a Snare drum
roll to the young student | u== five steps
listed at right (Figuresi-5i.

Do not allow the student to proceed
to the next Step until complete mastery
has been demonstrated over the current
one. Thisinsures that the rhythmic in-
tegrity of theroll is maintained. If the
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student experiencesz loss of rhythmic Mastery of the snare drum roll is development, the student will aways

control as the tension is loosened, revert.  important to the technique of any per-  have & well-structured, balanced roll
to the previous step and alternate be- cussinmizL. If the concept of rhythmis  whichiseasy to manipulate. If rhythm
{ween the two. stressed at the early stages of theroll s not stressed, the resultant roll will

suffer in entrances and releases, and
1] Choose a half note mll at Liim_m. -Figure 1 overall smoothness. | believe that

teaching the roll using the ‘grind’
$ L method will insure the accuracy of the
eg. e — .’l roll’s rhythm. PN

- Andrew Spencer is Director Of P
1 sinn Studies at Central Washingtoniii-

1 e & ah 2 e & ah 3 persity and o clinician fur the Yamaha
Corporation. He holds the Bachelor’s

21 Tap out the rhythm of the roll-Figure 2 Zﬂg I\s/ltigieerdsvlvri]tkl? e_lr_glrs;a ?{:)L'_i;:l:f!'l';;:";t
Northwestern Universidty, He received
the LM A, in Percussion Performance
and the Performer’s Certificate from the

=_—
b R — — — — ¥ Eastman School o Music where he stud-

ied with John Beck

1 e & ah 2 e & ah 3

31 ‘Grind' the previous rhythm — Figure 3 Steve We i SS

Music

Concert ‘Percussion

, |
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3

1 e & ah 2 e & ah 3 |T| mpanl
4] Loosen the back two fingers and ‘half grind’ the rhythm— Figure 4 [ Mallet Instruments
* SticKs

. Mallets
*Sheet Music

Re— |
) i — " —" ——
4

1 e & ah 2 e & ah 3

G Buzz the rhythm by relaxing the tension in the remaining fingers— Figure 5

— —=

1 e & ah 2 e & ah 3
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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 * Cleveland, Ohio 44106 * 216/791-5000 .
For turther information, contact: William Fay, Director of Admission. pﬂ Hf YH”CICh



Snare Drum Warm-Ups

By Chriz Thompson

N THE FINAL ANALYSIS, warm-upa and exercises should be written and designed to do just what they say: warm-up and
exercise, A goodwarm-up includes stretching and patterns which stress the basics of stroke ficis on the zare movement of the
I bead), finger control, uz= of the rebound, and ability to stop the stick in grace-note position.

Open your rehearsal with 8 ong Hund. Thisisa fine example of an etude. Start with the first variation utilizinga full
stroke, stressing the independent movement of both hands. Always begin ata slow tempo and play toa metronome whenever
possible, When each variation is mastered, mova on to the next, play them in sequence, and increase the tempo slowly. When
the exercise becomes easy, try playing it softly.

o M=
————— e R R e el

“r'lli:ll_l_ﬂl L (]

Apeent o Tap isan exercise created to establish the two playing levels required to play accent patterns and eventualy,
flam figures, Makesurs you are using you fingers to play thetap= or bottom end (unaccented nates] to achieven consistent
sound. Simply turning waur wrist back will take care of the accents, so concentrate on playing the taps.

2o = = >
———————— ——
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Amerlcan Drum

r “ﬁ  address, Pll:.l.'-:'.‘. mail all

“We nm.ﬁ-e mallets... that Revolutionize Ibefmdumy!

address changes 1o:
Percucae Afls Wﬂtﬂ fﬂ'l.' F: | ﬂ"l:t l::mlﬂ'g.
Tl Society American
fri g PO. Bax 25 Drum
Y Lawion, (k.
o E sl 735012 ~ " = = T
T ”5 il eu H024 Williamson Rd., Roanoke, VA 24012 Ph, (703) 563 1824
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Snar e Drum Warm-Ups

Aller you' ve completed thefirst two ex
erses, you're ready o move on i the Thddle
{(Frapue (a3 shown at right) or any diddle
(dohl-best) oriented serrize, Work on play-
ing the diddles evenly and keep the gutterns
smooth and grooving to the pulse. Once
#gain, always remember ka use your fingers!

Upon completion of these three exar-
eizes, you should be warmed-up enough 1
mave an to more complex etudesor o your

musical program-whatever your time or P ER L AR
situation allows. Some important tipsia re- e e L
memberare: > 5% = > = = »
1l Start simple-increase com-
_Eflll.fljt-}'-'. = | 1

2] Start slow-increase speed RLLRLL RLRRLE LRLLEL
slowly ilearn to play at all
tempos).

31 Make exercises fun to play
and musical.

41 Play all exercises at differ-

ent dynamic levels (pp-fT.

K LLERELLTER

5) Short excerpts from your
musical program make ter-
rific exercises.

il Don’t forget to stretch out

White Lol siunka

. periodically.
:‘Er.um VELLUM & PARCHMENT Ef:.-n-- 71 Practice in front of a mirror
e WORKS LTD. ora row of windows (glass
- ANNO 1830 -

door) to achieve a uniform

Manufacturers Of wwrld famous KALFO Super Timpani, professional calfheads playing style. PN
and other fine natural drumhgads under trade marks: -

KALFO -VELVET — REGINA

Chris Thompson i= currently the Per-
cussion furector [ the Madison Scouts
Drum and Bugle ('orp=. Under Chris
direction the Scowis izve consistently
challenged for the I.i.I. Championship
including the 1988 11" 1. World ( fum.
ponship. Previonsly Assistant Director
for the Rutgers [iniversity Marching
Band, Chris iscurrertly percussion -

Fax, Phone ir write to:
VELLUM & PARCHMENT WORKS LTD.
CELERIDGE, CO.EILDARE, IRELAND. Phone: (011 G2a8270 Fax: (1) 8273k

This publication is available in microform

from University
Microfilms
International.

| Pl ol D fopmion ehoan thema 11k

Mams

s ey lnatitation

Oy

Hinsw S

Phona L

Call ol SO0-31-3044. La Mickigen,
Sdenkw wrwd Blirwid vl colbact 103-708 -4 200, O

reail in tir Undwatiity Microfibes Ivisprg

oridinator for the Michigan Sate (71

persity Spartan Marching Band. Chris
graduated from West Chester [Tniuer

sify withx Bachelor of Aris: degree and
earned @ Master of Music degree in
composition from Rutgers [niversity.
An accomplished pianist, as well as
percssionisl, Chrisis ar active free-
lance musician, composer, and ar-
riciger in the Madison aren. Chrisisa
Yamaha performing artist and «lini-

Ci.
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New Percussion Ensemble Literature.. .

By Mark Ford

N THE AUGUST
1992 issue of
Perouzeive Notes |
wrote an articlein
Focus on Education on
Programming fur Per-
cussion Ensemble,
Finding n Balance. The
purpesz Of this article was to offer con-
gtructive pointsin planning a percussion
ensemble concert. Sincethat time | have
had heard from several percussion en-
semble directors who have interesting
ideasahout the dilemma of combining
artistic taste with the current level of
student musicianship, availableinsLri-
ments and rehearsal time. When we mix
these factors together in = school en-
semble we see an educational trend
emerge that is consistent with the
director’ shackground, personal ambition,
and student growth. Each individua

trend may «r may not be educationally
sound (no pun intended), hiut thereisno
doubt that the body of the ensemble
works performed is directly related to
the director’ s background and personal -
ity, This seems painfully obvious, bt in
other genres, especially large ensembles,
a great deal of influence from & handful
of ingtitutions helps to mold the program-
ming choices throughout the country The
percussion ensembl e, du# to its chamber
music nature, isa different monster, The
college programs that are printed in the
back of mnst Percussive Noles issues
give directors perspective on their misi-
cal choicesin relationship to other en-
sembles, kut many selections are in
manuscript form and are not well known
inthe PETEUIRSINN COMmIT nity.

So, this brings us to this month’s
Forum question. In an effort to expand
communication about new music for

high school and college percussion en-
sembles:

Please send in the names of ane or two MEW
works for percussion ensemble that you have

perfarmed with your emsemble that you feel
deserve aflention and further parlormances,

Please include the composer’s
nam, price, publisher and if the work is
suitable for college or high school en-
semble, If the work is in manuscript,
please send the composers address if
possible. Remember, thisis nota review
but rather = recommendation from oni=
director to the other.

Send ynur response to;

Mark Ford

Focus on Education Forum

School of Music

East Carolina University

Greenville, NC 27858

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

Stotz Cable Timpani

A DIVISION OF BEFAIRC LSSHINS

_—

Center
Yourself

) Interlochen

Arts Academy and Arts Camp

 dance-theatre arts
music visual art - creative writing
college preparatory academics

Theintelligent alternative
to chain.

“I used the Anheier cable system in
the Cleveland Orchestrafor 39 years.
I’m glad they are available again for
foday ¥ timpanists.”

Cloyd Duff
For a free brochure:

Brian Statz (716) 436-7630
22 Jemison Road, Rochester, NY 14623

merlochen Center for the Arts in northern Michiga
is hosting Auditions and Infaights
in 20 cities across the country.
Learn more about one of the world's premier
teaching centers and artistic presenters.
Talk to mur alumni, faculty, students and friends.

Sedin e Deeeraoin Pirtshurgh
Forilant, -OF - - Houston MNew York Gy
Las Vegas Miami . . Mewlen, N|

Los Anpeles: Tieniver e Loxis
Fhoenis Chicago Inclizmapodis

San Francisco - Minneapolis [;Lt":‘r:l.']ﬂ!l‘il|
Creand Rapids Washingion,: DG
G CRlELE) 2T-T4T2 For A complets toar schedale
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ORUM/New Percussion Ensemble Literature..

THE RUDIMENTS AND MORE
Dear Editor,

| just finished reading the Forum in
the June 1992 Pereussive Notes and |
thought | would drop youa line with my
views on teaching rudiments in the
band class room.

The prohlem of not teaching rudi-
menks tO percussion students isa prob-
lem that we a= educators share. All to
often we want the easy way out. As
band directors we understand the im-
pertance Of teaching good fundamentals,
but when it comes to the actual teaching
we put it off to another day. The prob-
lemsthat | seein my area are two fold.
First is the non-percussionist band di-
rector who feelsuncomfortableteaching
the rudiments; and second is the admin-
istration of the schools and their views
on the artsin education.

The non-percussionist band director
is trained on all of the instruments of
the band. Through my own observations
| feel that many of these directors are
overwhelmed with the percussion meth-
ods ¢lazs that they took in college. Many
could master the correct stick position
and a few basic rudiments, but not the
complex rhythmsuzed in today’ s march-
ing and concert bands. Many directors
usea speciaist to help in their student’s
percussion training, but the best salu-
tion, educationally, is to learn therudi-
ments themselves. After al, they have
to have the same comparable knowledge
and skill on the wind instruments.

The second area of concernisthe ad-
ministration and the curriculum in the
schools. After eight yearsof public school
teaching in gradesé-12 | am getting the
message from my administrators that
what we do on Friday nights at the foot-
ball game or in the Christmas paradeisa
heck of & lot more important than train-
ing students for a life long enjoyment of
music. Although the performances above
are d grial way to pick up public support
for what wa do, | dar= By that many iof car
students are reaping the benefits of the
“teaching’ that is taking place in mu;
classes. Thelast time I kuakerd them wype NO
marctung bands for &5-vearald former figh
school band members ko participate in. .

36

Teaching the rudiments is no
harder for a teacher tn do than teaching
the concert B-flat scale. Just do it. Ex-
pect the same type of mistakes from the
drumumers that you expest from the winds,

Restructuring the curriculum is an
anzwer, but first of all wemust ra-edu-
cate the community and the sdminiztra-
tion about the importance of basicsin
music. After al, these are the first
people to scream the loudest when
Johnny can’t read or pass the SAT.

Asa former percussion major in col-
legel can say it iseasier to teach theru
diments than it would be fora brass ma-
jor. However, as band directors we will
both be judged not on what we were
able to play on our senior recital, but on
what our band members are able to
comprehend about the world of music.
Lets get busy and teach &l of the students.

Sincerely,

Ruaz Allen

Oxford, NC

MEXICANMARIMBAS
Dear Editor,

| read with interest your Forum in
the April 1992 issue of Percussive
Notes which asked about ethnic en-
sembles. We havez Mexican marimba
ensemble here at the University of Mis-
souri-Kansas City Conservatory which
may be of interest #o you and your read-
ers.

TheMexican marimba schromatic
keyboard is an advantage to North
American percussionists. As opposed to
African, Asian, and the steel drum
genres, the students can play on chro-
matic keyboards which strengthen skills
which may be applied to concert perrus-
eion. Furthermore, with the passage of
the Free Trads Agreement, many erias-
cultural benefits accrue to individuals
who play on these instruments, in terms
of insights gained into Mexican culture.

Regarding resource information,
HeoneyHRock Publications is publishing
arrangements for Mexican marimba, my
book, “The Wood That Sengs:” The Ma-
rimba in Ckizpas, Mexico, as well as
compact discs of MarimbaMandayapa of
Mexico City. Marimba Yajalon hasa

complete disc out on the Heart of Wood
Project label. For those who would like
to travel to Chiapas to see and hear the
marimba, | am trying to put a travel
package together,
Rooks, recordings, arrangements:

HaneyRock

RD 4, Box &7

Everett, PA 15531

(814)1652-9184
Recordings of Marimba ¥ajalon:

Heart of Wood Project

F.0. Box 30281

Kansas City, MO 64112

(913362-3785
Information on travel to Chiapas:

Dr. Laurence Eagtain

Conservatory-UMKC

4949 Cherry

Kansas City, MO 64110

(B161235-2050

Muore specifically, the Mexican ma-
rimba hase special niche in the percus-
gian curriculum at the UMK C Conser-
vatory. The nucleus of our marimba
activity is the professional quartet.
Then there are basically two manners of
performance practice of the Mexican
marimba, and that is: 1) & single inatri-
mient With four players, or2i two instru-
ments with seven players. On perens-
ginn ensemble concerts we augment the
quartet with three players.

| hope that you can use this infor-
mation. Please contact me if there are
any questions.

Sincerely,

Larry Fi'nl'l.'r.'.'.q

Associate Prafessar of Percussion

Ulitiversity of Misapuri-Kansas City

Conservatory

PERCUSSION ENSEMBLE IDEAS
Dear Mr. Ford,

| am enjoying your article about
percussion ensemble programming in
the August Percussive Notes maga-
zine, Since you seem open to ideas, and
havex lat of good onesyourself, Ithought
| would sound off a bit in response to
your article; more of & re-write than a re-
hultal, etc. Thisisone way | ean continue
my education without signing up for
courses and tuition.
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The print on the second page of
your article in the Musical Selection
box iz a bit hard to read, good content
though. 1 am in agreement with you
that the chamber music experience can
be very worthwhile for college stu-
dents. If large ensembles completely
“rule the roost,” then bureaucracy re-
places art usually, in my experience.
Personnel wise, this often translates to
pecple inhabiting professional positions
by protecting their jobs instead of doing
them, so to speak. An over generaliza-
tion, of course, but there is a point
there. Probably this is the primary
cause for chronic medioerity in Ameri-
can education, Perhaps [ should run for
President or Secretary of Education,
but I fear that I couldn't handle the
tours it takes to get elected.

In regards to #5 in your musical se-
lections box: this is always a challenge,

without doubt. In approximately a hun-
dred conducted concerts myself (a wild
guess at this time), | probably got it
right three or four times. One must
juggle music selection with the person-
nel ability with logistics of moving
equipment with weather and other
unpredictables; thus a reason for an oc-
casional solo or duo or trio or quartet,
The most important thing for a teacher
of a percussion ensemble in my opinion
is technical understanding of the me-
dium in combination with significant
musical ability. Sort of like the horse
and carriage line,...one without the
other is nonsense. Which, actually, ex-
plains what happened at a lot of percussion
ensemble concerts, probably, Historically
speaking, not critically. Best wishes.

Sincerely,

Geary H. Larrick, D.M.A.

Stevens Point, Wisconsin

FALL CREEK MARIMBAS

can put you In Shape and
In Tune!
* Retuning  * Replating
* Repairing  * Refinishing
* Replacement

e Xvlophones ® Marimbas
¢ Vibraphones ® Celestas
® Glockenspicls

Tuner for the great orchestras and
universities of North America

Ouick service at reasoncable rates
FALL CREEK
Bill Youhass

prim ARTMBAS

' 1445 Upper Hill Road
Middiesex, NY 14507
(TL6) 554-4011

'd

OBERLIN

THE PLACE TO PERFORM WHAT YOU PRACTICE

Most music schools give the best performing opportunities to their graduate students. But since Oberlin is devoted to the
training of undergraduate musicians, percussionists have extensive performance opportunities beginning in their freshman
year. The Oberlin Percussion Group, winner of the 1986 Percussive Ants Society percussion ensemble contest, is just one
of Oberlin's numerous student ensembles. Others include the Oberlin Orchestra, the Oberlin Chamber Orchestra, the
Oberlin Wind Ensemble, the Contemporary Music Ensemble, and the Brass Guild of Oberlin. Oberlin's percussion
program stresses the development of technique and musicianship through the study of both solo literature and orchesiral
repertoire, Students also have the opportunity to leam from world-renowned percussionists who come to campus to give
guest master classes, clinics, and concerts.

FACULTY
Michael Rosen, Professor of Percussion
Formerly principal percussionist with the Milwaukee Symphony. Solo recitalist and elinician in the United States, Europe,
and the Far East,

Offering the Bachelor of Music degree

Auditions will be held in 18 major cities throughout the United States in January and February.
For more information, contact:
Director of Admissions, Conservatary of Music; Oberlin College; Oberlin, Ohio 44074
(216) 775-8413
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Percussion at MM

Jllsl‘.in DiCioccio (jazz) James Preiss
Performances: Chuck Mangione Quintet, Performances: Opera Orchestra of New York,
Eﬂrlnn}f Nestico Band; Steve Reich & ]:r'h.'lJL!:-'J Parnassus, 21 ith Century
Il.-|1.1l'ldll|c|.l.1l'. MCDUH&H'E JEZI EHF{:IH!TL‘ Er1£i:lT][1]l.'. I;TU-:"'LE_V]'I ]-‘iﬂ[]lammnic,
Rochester Philharmonic
Claire Heldrich, percussion ensemble :
Director, New Music Conzort; Recordings on Vox, Jn]‘t'll R_II".‘}" (jazz)
Nonesuch, CRI, New Warld, Opus 1 Performances: "-Ll”mrljj.' Herman, Stan Getz,
Milt Ia{!];'sml. Diezy '::;J”-.'spic, Red Rﬂdnc_\r.
Cl‘lristﬂph{‘l’ Eaka l‘.l Boh Mintzer, Iu]\h Abercrombie, I.l]:n Scofield
Principal, New York Philharmonic
Dave Samuels (jazz vibraphone)
Performances: Spyra Gyro, Gerry Mulligan,
Pat :\iu{']mny. Inl‘ln _‘:cnl'liell:], Carla H'Lr}r,
.-"'ml]uuu' Davis, Frank Lappa

Duncan Patton

Timpanist, Metropolitan Opera Orchestra

Artists-in-Residence
Lﬂer]‘lups
Virginia Perry Lamb, piano
i1Tl1l'iLih;n[atll.ar Lamb, percussion

DH‘-ering Bache]nr .111(] Master r.uf Music aml Doctor {:r .."ﬂ-'lusica] Arts Jpgmw programs
in Performance; Master of Music in Orchestral Performance; and Bachelor and

Master of Music t]eg'n:u programs in ]'r]zx.-"r‘:ummerciﬂ] Musie,

For more information contact: James Gandre, Director of Admissions 212-749-3025

MANHATTAN
‘T‘L_Clijl;}OL D_F _ML[SI{E

Marta Istomin, President

12[]' Claremnnt A\"ETIL'I.E, NE“' ‘.[:'J'I'!Z, NE‘“’ Y[]I‘I{ 1002?-4[}98
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Hector Berlioz' Symphonie Fanfastique

By Frangois Dupin

¥ RESEARCH INTO THE BELLS
in Symphonie Fantostique took
me to the Ribliothegue
Maotionale here in Paris where
the original scoreto the compositioniis ta
befound, By way of introduction it seems
useful to inform readersthat thelibrary
is open from Monday through Saturday
from 104 4. to 6 P.M. One can be admit-
ted by obtaining aspecial entrance card
which is available at 55 Richelien St. (8
A.M. to 4 F:id.1. Be sure to bring your
passport for identification. Tl Kisic Te-
partment Of thelibrary islocated in anim-
pressive building at 2Louweis St. on the 5th
floce on avery beswdifu! tree lined aquare.
There are four levels and two cat-
egories of accessto the collection. The
categories are the Bibliotheque
Mationale and the Conservataire de
Paris collection. Thefirst level consists
of current works displayed on open
stacks, The second level is accessible by
filling out a form requesting the work
and presenting it to amember of the li-
brary staff who will bring it to you. The
third level consists of worksin the re-
serve collection and for this one must fill
out another form (purple, by the way |
and present it to the staff. When youh-
tain it a staff person accompanies you to
your work space and remains with you
while you investigate the piece. The
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fourth level is reserved for the most rare
and fragile works such as the original
score to Afternoon of a Frwn by
Debussy. This collection is only aeeas-
sihle by special permission of the Head
Librarian, It isthislevel wherel found
the original manuscript of Symphaemnte
Frenlastigue!

1first consulted some music which
has been chemically treated with pre-
servative which was double wrapped in
two strong cartons. On this music
Berlioz wrote hisinstructions for thein-
strumentation of the Symphony (filed as
MA 206421. Berlioz indicates that one
must use the following bells:

|

Eu:-b'm e T
LU " —

LE]

“....or, if not possible, two pianos at
the front of the stage in octaves.”

In the firat printed score, he recom-
mends to use “=everal pianos’ or bells
played from backstage. If one uses
transportable church bells, one must

use: E -

+
because the lower octave would be ex-
tremely heavy and difficult to transport
(see Editor's Note No. 1, end of article).

The Opera-Badtille, the new opera
house built last year in Paris, awne two
church bellsin the lower octave for this
piece:

[ o ;

They must have atruck backstage
to move them!

If you use tubular chimes, it is pas-
eible to have these pitches [wi have
them in the Orchestre de Parisin which
| play) but we also have a set which is
an octave lower. Tubular chimeswould
be too long and it would be difficult to
avoid the false harmonics endemic to
this instrument. The sound would also
not be loud enough. In the Orchestre de
Paris, we play two church bell-shaped
bells at this octave:

==

(see photo on next page). Note that the
name of the orchestrais engraved di-
rectly on the bell.

| would like to relate that Herbert
ven Kargjan was not satisfied with our
bells for this Symphony. He told us that
their tone was too clear, For him, the
color of the bells for this piece should be
dark and “fantastiz."He asked usto play
the part simultaneously with one piano,
2 bell plates and a large tam-tam! You
can imagine how difficult it wasfor the
percussionists to play together. But |
must admit the sound waszinizter, like
adeath knell.

At another performance in
Snlzhurg, von Kargjan used a synthe-
sizer which can be a very good solution
for such a special toneif you don’'t have
bells because the possibilities are limit-
less. One might use the same means to
produce the bells in Fizrsifizl. The choice
isyours. Personaly, even if | agree with
vorn Kargjan in theory, | must admit
that | prefer the clear tone and color of
rea church bells. It is very difficult, if
not impossible, to reproduce al the
subtle and hidden harmonics of areal
bell.

The bell maker who made the bells
we use in the Orchestre de Paris no
longer makes bells but he gave me the
name of another manufacturer:

Fonderie de Cornille Harvard

13 ruedu Pont Chignon

50800 Villedieu s Pails

Tel: 16-33.61.00.56

Fax: 16-33.90.02.90

They can make a 30 cm diameter
bell (Z]1 and a45 cm bell ({51 for about
15,000 Francs [ He« Editor’ s note Ha. Z,
end of article).

It isinteresting to note that on the
very eame paper that | found the in-
structionsfor the bell, Berlioz indicates
2 pair of timpani and 4 timpanists'#}
playing as follows:. 4 timpanists for the
Scene iz Champs; 3 timpanists for the
Marche au Supplice [11; and 2 timpa:
nists on the timpani and two timpanists
on the hass drum = standing up for the
Finale iZ]. Berlioz has the nine m#s-

39




Hector Berlioz' Svmphonic Faninstigue

sures in mind where one timpanist can
roll ssimultaneously on the G and D. In
the printed Brandus score of 1878,
Berlioz indicates that theha=s drum be
“set standing up and used asa timpani.”
And in the same manuscript, ‘Bass
drum [iz] set standing up and corered
eiith o cloth-"These last three words
which | have italicized are written in
different ink and were, therefore, writ-
ten later. In French, Berlioz writes
timballes and timballiers and later
cimballes and cimbaliier. On all seores,
including the first printed score the
word is spelled cvminlex. Later Berlioz
says about the one cymbalist and one
bass drum: “It is absolutely not neces-
sary that the cymbals and the bass
driar are played by only one person, as

it isdonein many bad orchestras.’ He
distinctly asks for one player on each in-
strument.

In the =ame access level of the li-
brary I consulted the Brandus/Thafaur
score (103 Hichelieu St.) dated 1875
which was engraved by Maurice
Schlesinger, 97 Hicholicu St. (filed as
Res. Vm 7 528[1]). The score is dedi-
cated To His Majesty Micnlasz, the
first Emperor of all the Russins. The
score indicates that the premiere was
given on May 12, 1331 but ona program
attached to the score listed the date as
May 12, 1820. Thisisimpossible since
Berlioz was till living with his father
and had not yet written the Symphony.

Asconcerns the timpani part to the
March to the Scaffold the tempo is

mn

marked half-rota) o = 72. On both tim-
pani partsistheindication: ‘ One must
play the first note of each beat with both
sticks and the 5 other notes with the
stick of the right hand only.” Thisisthe
firstindicationfor

as the first note of the sextuplet. How-
ever, on the original manuscript the
tempo mark is the same but the notation
is as follows:

That isall thereis about the March.
The problem now is to determine

a0

Thi bells used in Symiphoste Fantastique by the Opera Bastile Orchestre. Note how lange ey

B8 I comparison o fhe 0puble Dass In the backoround.
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Cloyd Duff
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hen make the expert choice.

 YAMAHA

YAMAHA

O RS Yirmabi Corpawantiom of Asmedico, Bamod B O 0rcdednel Dirodseom, PO Box BO0, Cramed Ropraty, A0 495 120809




Hector Berlioz" Symphonie Fiaifustigli

whether the Lreikopl edition was
printed from the Brandus score. The
guestion is also whether the Brandus
sent has the indications that the first
nota of the sextuplet is doubled and the
others are to be played with the right
hand. A conductor one= told me that the
present notation was devised at a re-
hearsal. That is all there is at the li-
brary about this subject. At least we
have determined, as proposed by Felix
Passerone (my teacher), that the confu-
sion Was not due to atrandation from
French to German and then back to
French again.

As all percussionists know it is
very difficult to play two sticks am a
drum head exactly at the sametime. In
addition, it creates akind of paralysis
of the head. Therefore, the first note of
the sextuplet should be played as a
llzm. Curiously, thisnotation: % has

]
F

been erroneously called a “French Flam®
by Americans. Thereismz such thing asa
French Flam played with both sticks i
the head simultaneously When we see
this notation we play ansemal flam which
we cdl afla.

However, if the conductor abides by
the tempo marking and conducts no
faster than 72 to the half noteit is po=-
sible to play with me hand. But,gemer-
ally, conductors promise at the rehearsal
to hold the tempo to 72 and run away
with it at the performance. In any case,
in the Orchestre de Paris we play hand
to hand, especially the first crescendo
and the long Bb which follows.

Note that on the printed sure as well
ason the timpani partstheindication is
“without mutes” at the fortisimo part (with
widl sticks). However, thereis mo direction
{o puet oo the mutes in the marmescript.

In conclusion, yuu realize, | am sure
that I have consulted the original hand-

written seare (filed as MS1.184), You can
imagine the emotion that overcame me
as | carefully turned each page to dis
cover numerous sheets of various sized
paper which Berlioz glued in the mar-
gins. The writing seems to have been
rapid yet steady, generally with good pm
portions yet impetuses,. just like the
Symphony its¢lf,. fantastic! There are
few deletions, except for afew passages
where he removed all but what was es-
sential. The=a deletions are written with
abmad red pencil. At the Ronde de Babut,
he puts alarge letter C and writes: “held
back” (retani). One example of adeleted
passageis of interest ta timpanists. In the
Finale, Berlioz. originally wrote apassage
of eleven measures just after the horn
solo which precedes the Allegro &4 al the
Eb clarinet. At the sixth measure of this
passage, he had originally written the
following with the direction “ Strike with
the stick of the bass drum beater.”
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We no longer play with that type of
sonority and would not have complied
with the composer’ s request.

Inconclusion | would like tamention
spma Of the perfarmance practices we use
here in the Orchestre de Paris when we
perform Symphonie Fentaatigue. The
first timpanist plays the first movement.
Heplaysa D instead of a C just before
the repeat. At the third bar of the long
roll on C (top of the second page of the
part), he plays acrescendo-decrescendo
to help fill the silence created by the or-
chestra at this spot. At the very begin-
ning of the third movement i Scene aux
champs) the three extra timpanists play
with the first player, but the second tim-
panist plays the first timpani part (Bb
and F) to avoid the necessity of moving.
Thefirst timpanist continues to play the
G and D in the March and later will roll
both timpani himself in the last mea
sures of the March. At the beginning of
the Finale, the second timpanist plays
the C# and E aone, while the first player
playsthe G and E. This disposition of the
notes makes it possibletn play the thirds
together better. Thefirat player contin-
ua with the G and C while the second
player continues with the B and E. To
help createa sense of style we choose to
play with very different and contrasting
styles to help the notion of theimpeti-
pnsness Of Berlioz' s*Frenchness”. PN
Editor’s note No. I: The weights of the
lower witave bells, ¢’ (middle ) and g (4th
below middlex], would be 583 and 1408
pounds, respectively. The alternative -
[ave sugpested by Mr Dupin would weigh
119 pounds far the ¢” (octave above midile
1 bell and 198 pounds fur the g’ MI 6th
abowe middle ). These weights are for the
bells alone and do not include the stands.
Editor's note Mm.2:In this country,
chiurch bells of the type mentioned by the
author can be purchased from the I.T.
Verdin Company located in Cincinnati,
Ohio. Severa US symphony orchestras
have bought these bells. The New Y ork
Philharmonic has recently purchased the
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G (octave and a fourth below middle C)
and i (octave below middle 1 bellswhich
weigh 1408 and 593 pounds respectively
The Cleveland Orchestrapurchased the
higher octave bells which, as mentioned
above, weigh 119 and 298 pounds.
Editor’s note No. 3: Look for a future
articlethat will consist of a review of the
different methods employed by various
symphony orchestras iu solve the Berlioz
bell problem. Richiard Wedner, editor, Sym-
phonic Percussion

Frangois Dupin is the principal perces-
sionisf and assistant timpanist of the Or-
chestra af Paris, He graducted from the
National Fomservatory of Pariz in 1949
when he was one of the first IZ students.
He receized the firsd prize in percussion,

studying at the some time with Maurice
Jarmé and Fierre Henry, He also recefved
o prize in composition, studying with
Darius Millaud,

Before becoming the I&f percussion.
iaf [assisiand timpanist with the Orefies
{ra of Paris, he wae the timpanist with
Opera Orchestra of Sirmsfunrg, then
principal perciszisaizd with the Philfar
maric Orehestra of French Radio. He cur-
rently teaches at the Lyon Matiomal Sups
rior Cokserialion,

Dupin iz the author of a rery success-
ful book about musicians titled The -
ked Orehestra published by Hackette,
He iz also the cowmposer and author of
about 30 books, methods, etudes and
symphonies and numerous other pieces
for percussion. His work is published by
Letdue in Paris. Frangats Dupin was bors
in 1931 in the North of Franee and is the
7th generation i professional musicians
of the Dugin family
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Using Calf Timpani Heads

By Rebacea KIte

In thisizzne of Pereussive Notes, we are
pleased to mmraunce the addition of He
heccn Kite to the staff as editor OF the
Focus on Timpail are. At theszme time,
we join the Fercussioe Arts Society in
thanking Michael Eaynrd who added so
mach to the magazine durtng his tenure
as editor Of the Timpani aren. We look
forward to faring Michael continue to
offer us his expertise in the fiwm Of ar-
ficles in the fitfure.— Michoe! Rosen, eidi-
far, Focus an Performanee)

lam pleased and honored to be
named the Timpani Editor for Per-

cussive Notes. 1 semild [l to see this

column become a place where there
is a wide pariely of information and
ideas about all aspects of timpani.
Each of ug has unigue and valuable
experience as a timpanist; inarches-
trir, band, free-lance, studio, show,

drum corps, as a student and as a
teacher. Each of these situations prrs-

senfz different musical, technical,
and logistical challenges.

The articles in Percussive Notes
are contributed by PAS members
who have valunieered to share their
ideas, expertise, research andexps
rience with ug all. 1 would like to en-
foEFagE you to join in this effort.If

46

you have an article or even simply

an idea for an article aboutany as-

pect of timpani, please send it to me
at 5532 Penn Ave. S, Minneapolis,
MN 55419 or through the WPNgam:

pufer network-Rebecca Kite [Ms.

Kite is a regronal marimba clinician [or

Yamaha Carfl.

ALF SKIN TIMPANI HEADS ATIE

responsive, flexible and easily

manipulated both directly by

thetimpanist and indirectly by
the environment. The key to successful
trouble-freeusz of caf skin isa combina-
tion of awareness and anticipation. Y ou
must be aware of the constantly chang-
ing humidity and temperature conditions
your drums are in. Y ou must anticipate
the changing environment and takeae-
tian so the condition of the head is per-
fect when performance time cimes.

WATER AND HUMIDITY

Dampness of any kind makesa calf
head lose tension and lowers the pitch.
The dampness may be indirect | humid
air) or direct (soaking or wetting the
head). Too much soaking or too much
dampness can ruin the head. Common
sources of indirect humidity are rainy
weather and the insertion of wet
sponges or cloths into the bowl of the
drum.

In its path from unmounted head to
concert stage, the head is normally wet
directly only twice. First, when it is
soaked for about thirty minutes before
tucking and second, when it is wet
slightly for mounting on thedrum and
setting the collar.

HEAT AND DRY AIR
Heat (without humidity) makesthe

caf head lose moisture and become
tighter and higher in pitch. Dry air has
the same effect. Common sources of
heat are stage lights, heating systems
during the winter (radiators for ex-
ample), direct sunlight, light bulbs and
hair dryers. Common sources of dry air

are heating systemsduring the winter,

air conditioners during the summer and
dry weather.

PUTTING THE HEAD ON AND SETTING
THE COLLAR

Preparation

Thals and maetericls necessary:

000 &teel wool

Solvent (Formula 409, greeary snre]

Lanolin(purs [anolin, drum store)

New head

water

Towel (terry cloth)

M easuring tool
Removethe old head and &an the lip of the
bl using the fise steel winl and a solvenl.
Using a clean towel, pulish the bearing edge
[where the head touches the lip) to remave
any reaidie, Use a back and forth motion
over the lip with one hand inside the bl
and one outside the bow!.

Apply & small amount of lanolin to
the bearing surface. Using the clean
towel, remove about half of what you
just applied. Lanolin is thick and diffi-
cult to apply in smal quantities. If
thereis an excess of lanolin on the cop-
per, it will be picked up by the head, Y ou
will seeit ina circle concentric to the
bowl lip and it will dampen the head. A
small amount of excess lubricant can
produce a very dramatic dampening «f
feet on the head.

Installing the Head

First, choose your beating spot. You
must select the best beating spot on the
head and mark it on the flesh hoop so
you can place it in the proper position
on the drwm. The best sound normaly is
gotten from the thinnest spot on the
head. Most people choose anarea next
to the back bone line, Thereare four of
these pass=ihilities, Check for the thin-
nest, then the most consistent looking
vein lines for your spot, (The back bone
is that more opague area running 2!
the way across the head-yes, where the
back bone of the calf was!).

Using a small amount of water, #&t
the entire top surface of the head. T
can do this with running water, #it%
your hand or with a sponge. It shauld
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take about thirty seconds or so for the
head to absorb the water and become
slack. After the head is dack, placeit on
the drum with the beating spot in the
position you have selected. Put the
counterhoop in place. Tighten the ton-
ing lugs until they touch the
counterhsop, Measure the collar (differ-
ence in height between the flesh hoop
and the bowl lip) at each tuning lug and
adjust each lug so the collar is even
around the bowl. I recommend setting a
12" collar.

The head now needs to dry at least
overnight. Put the drum in a secure
place without extremesin temperature
or humidity. It is better for the head to
dry out owly When this processis tak-
ing place, the head gradually conforms
to any imperfections in the lip of the
bawl. If you measured accurately, when
the head is dry it should have a fairly
clear sound and afull range of pitches.

USING THE DRUM
Range Of Pitches

The range of the drum is directly
related to the condition of the head. Tde-
ally, the pitch of the head with no ten-
sion from T-handles or pedal should be
below the lowest pitch you need to play
on the drum, The highest pitch should
be accessible with normal handle or
pedal changes.

The problem of limited range can
occur in both dry and humid conditions.
Usually in dry conditions you lose the
low range of pitches as the head dries
out and tightens. In damp conditions,
you luse the high range of pitches and
the head continually loosens.

Adjustment of the range is done or
two levels. On a macro level the collar
size determines the range of the head.
Over along period you can gradually
lose or gain collar. If you lose too much
collar, you must set it again by wetting
the head directly or indirectly, mezsur-
ing, and letting the head dry out again.
The Performance

Ona micro level, you must be pre-
pared to make constant adjustmentsin
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the condition of the head to keep your
playing range. Most rehearsal and per-
formance situations tend to dry out the
head. To anticipate this, plan to make
the head damp enough before the ser-
vice so the head will still be in playing
range after the concert or rehearsal is
over. You can use sponges with string at-
tached, small pieces of wet towels or an-
other material you choose. Soak the ma-
terial with water and put it inside the
bowl (through the bottom hole) making
sure you have gams method of removing
it, You should plan to do this at least
one hour before you need to play the
drums. It takes twenty or thirty min-
utes or more for the heads to slacken
with thisindirect method of introducing
moisture.

Depending on stage conditions, you
may remove the material before the per-
formance or leave it inside the bow! dur-
ing the performance. Check the pitch
settingsclosely during the performance
and make fine tuning adjustments as
the head condition and pitch changes.

If you must play under very humid
conditionsyou car dry out the head be-
fore the performance. Y ou may do this
by using ahair dryer or, quietly, by plac-
ing the head under lights. Y ou must use
incandescent bulbs, not fluorescent
(which do not produce heat). Under ex-
{reme conditions, you might have to per-
form with lights over the heads.

Caution: It isvery important to the
proper mechanica workings of any tim-
pani that you control the range of the
head by controlling its dampness. The
mechanical adjustments you must make
to the drum (tightening or loosening fun-
ing lugs, tightening or loosening the fine
tuning key) should be as small a5 pos-
sible, It is best to maintain the mecha-
nism of the drum and not put it out of ad-
justment, If you must make a major
adjustment during a performance you
shouldimmediately readjust the mecha-
niem when the performanceisfinished.
Use the previously described methods of
mani pul ating dampness of the head to
bring it back into proper range.

Storage

Proper storage of drums with calf
heads is very important. If the head is
tight and is placed in a situation where
it dries out and tightens further it can
damage the drum. A calf head has the
strength to bend the steel eounterhnaps.
It also may dry out enough to break [an
expensiveproblem).

Some rules about storing timpani
with calf heads:

i Never storein direct sunlight

. Never store next to a heat source

i Never store set on a high pitch

i Check the condition of the head pe-
riodically.

Never store where anything could

be dropped on the head

Never let the head put high tensicn

on the timpani mechanismwhilein

storage.

When you store the timpani you
should think and plan on the macro
level, For example, if you store them for
the summer and the weather conditions
are generally hot and humid, with no
air conditioning, you zan set your nor-
mal collar size and leave them. If your
conditions are hot and dry, you should
store the heads without tension and
check periodically on their conditions.
You will need to set the collars again
when you are ready to use them.

CLOSING COMMENTS
Calf skin timpani heads give arich,

warm sound completely different from

plastic heads. The care involved in us-
ing these heads is not complicated. Any
timpanist can learn to use them. You
will be rewarded for your extra effort by
the quality of sound and the response of
your drums.

Some additional recommendations
to make things go smoothly follow:

i Have one set of heads ready as
backups in the case of a broken
head.

+ Learn how to tuck your own heads.

 Don't set things on the heads.

 Inspect all your sticks for sharp
edges or points.




Using Caf Timpani Heads

i Avoid wetting the head directly.
i Replace warn out heads instead of
waiting for them to break.
i Avoid playing on & damp head as it
may be easily damaged.
If you must remave the head and
put it back on, reseat the head by wet-
ting only the collar and bowl lip area. If

wau put it back on and don't resedt it, it
won’t sound as good as it did before, The
head conforms to imperfections in the
bowl lip. The best way to get it to con-
form to being ina new position (it's
practically impossible to put it back in
exactly the samespot] is to wet it and
reseat it. PN

Gary Burton - today's consummate
vibraphone artist. His mallets are designed
to meet his demanding artistic requirements,
offering the widest passible dynamic range
with a strong percusiive attack. Rattan
handles provide flexibility and a natural feel,
'\ The medium-hard yarm-wound head delivers
! ‘Fjl a full, clear tone in all playing situations.
o Sald in pairs — overall length; 15",
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PERTFORMABANTCELE

Tuning Marimba Resonators

By Rebecea Kite

MARIMBARESONATORS

Marimba resonators are the tubes
hanging underneath the burs of thein-
strument. Each tube is open at the top
and closed by = stopper at the bottom.
The inside length of this tube isvery im-
portant and is determined by the posi-
tion of the stopper. Each tube providesa
quarter wave resonating chamber that
naturally amplifies the sound of its bar.
The length of the tube has to be exactly
one-fourth the length of the sound wawve
of its bar ta resonate properly.

When the resonator isintane with
its bar itha correct length) the sound will
befull. The pitch will not change asthe
sound decays and the fundamental will
be strong. A resonator that iseut of tune
will affect the sound of the bar in differ-
ent ways. It can make the bar sound
dead of thumpy. It ran make one of the
harmonicslouder than thefundamental
and it can make the pitch go upar down
as the sound decays.

Generally, manufacturers do notfine
tune the resonators at the factory, This
means that many marimbas, even new
ones, have bars that stick wut by sounding
dead or atuffy. The sound of some kars may
rise or dip in pitchas it desaya, If your ma-
rimbahasany of these characteristics, you
probably have resonatorsthat are nut of
tuneinstead of bad harz,

MARIMBAS WITH FIXED RESONATORS
Most marimbas do not have indi-
vidually adjustable resonators. Most m:-
rimbas have fixed resonators. On this
type of instrument, each tube hasa stop-
per in the bottom that is pressed into
place at the factory These stoppersare
held in by friction. They are normally
pointed in place making a paint seal that
has to be broken to mave the stopper.
Usually these instruments have two or
three dotsin the low end of the frame for
adjusting the entire bank of resonators,

MARIMBAS WITH INDIVIDUALLY
ADJUSTABLE RESONATORS

[11 recent years =ome marimbas
have been made with individually ad-
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justahle resonators. Each stopper hasa
handle and iseasy to move. Sometimes
al the resonators are fitted this way
and sometimes only the lowest octave or
octave and = half is adjustable. These
instruments usualy do not have slots in
the frame for adjusting the entire bank
of resonators.

WHY TUNE THE RESONATORS?

Thereare two different reasons for
tuning the resonators on your marimba,
First, to get the best possible sound
from your marimba by equalizing the
keyboard and second, to get the best
possible sound in any performance situ-
ation.

Conditions like heat and cold
change the temperature of the bar caus-
ing the wood to expand or contract. Ex-
ress heat is common when concertizing,
primarily because of stage lights. When
the bars get warmer, the wood expands
and the pitch goes down. When this
happens, the resonators need to be
longer to match the lower pitch of the
bars. Cold czuses the pitch of the bar to
go higher and correspondingly, the reso-
nators need to he shorter.

EGLALEAMG THE SOUND OF THE KEYBOARD

Put your marimba in the space
whereyou normally keep it. Ideally the
temperature should be between eev-
enty-two and seventy five degrees. If
you have just moved it, let it adjust to
the room temperature. This might take
several hours.

Evauate the present state of the
keyboard. Begin with the lowest bar.
Strike it with a medium hard mallet
and listen carefully to the sound. Listen
to the fundamental. Listen to the har-
manics, listen to the length of the sound,
listen for changes in the sound zs it de-
cays. (Sometimes | u=e my stopwatch to
time the decay). The lowest bar should
have the longest decay time. Asyou go
up the keyboard, each bar should havea
slightly shorter decay than its lower
neighbor and a dightly longer decay
then itsupper neighbor. Does it go up or

down in pitch? Does it stop abruptly?

As you do this you will immediately
discover the bars that sound the worst,
The next step isto learn if the resonator
on the offending bar is sharp (too short)
or flat it long) or if perhaps you really
do have a bad tur. Strike the bar and
listen carefully to the decay of the
sound. does it go up or down in pitch?
Does it stop abruptly?

Isolate the bar sound from the reso-
nator sound. Move the bar to the side
and blow across the top of the resonator
i1ike blowing across a soda bottle). Yo
will be able to hear a faint pitch. ¥ou
want to match this pitch to the pitch of
the bar. You may isolate the bar sound
from the resonator sound by diding a
small piece of cardboard under the bar
closing the top of the tube. Put the card-
board in place, strike the bar and listen
to the sound. Remave the cardboard and
strike the bar again. The bar should
sound the same, only louder, when the
open resonator isin tune. If thereisa
difference in the sound or rate of decay,
adjust the resonator accordingly. If the
pitch goes up, the resonator is too short.
If the pitch goes down, the resonator is
too long. The bar will not ring quite as
long with the resonator open as with it
closed, but the consistency of sound
should be the same. If you have a bad
bar, it will be phwious at this point.

MECHANICS OF TUNING

You tune fixed resonators by using
a hammer and stick (or specially shaped
tool) to hit the stopper until it moves to
the correct position. Some people use a
broom handle. A one inch dowel works
too.

If the resonator is sharp (too short)
you miwe the bar aside, put the tool or
stick unto the resonator from the top
and tap it with the hammer until the
stopper moves down a little. Removethe
stick, put the bar back in position over
the resonator and test the sound. Ee-
peat until the resonator isin tune. L=zu-
ally the stoppers have been painted in
place and you have to breaka paint el
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Tuning Marimba Resonators

Lo et the stopper to mipvi.

If the tube is flat (a0 long) you have
to tap up from the lower end of the rasn-
natar, If ¥0i have very many flat rezp-
natars, have an assistant stabilize the
resonators from ahave as you hit the
stopper, You may have to remove the
resonators from the frame and turn
them upside down on the floor to adjust
them. | do this only as a last resort be-
cause you must put the resonators back
on the frame to test the sound.

The biggest adjustment | have ever
made on a fixed resonator is about
1 L2 "Most adjustments require minwve-
ment of 18" to 1/2.°If you are using a
stick that is a much smaller diameter
than the tube you might bend the top uf
the cap down before it will move, Some-
times this isenough fo tune the resanator

CAUTION
In some older instruments the stop-

pers are riveted in place. The stoppers
in these can only be moved with major
repair work. | do not recommend that
you attempt to tune this type of reapna-
tor.

TUNING RESOMATORS FOR PERFORMANCE
Adjusting fixed resonators for per-
formance is quick and easy. Simply de-
cide if the pitch of the bars has gone up
or dawn from their normal pitch. Move
the bank of resonators into the lower
slot for a hot stage and lower pitch ee-
ter or into the higher dot for a cold
stage and higher pitch center. This is
the only adjustment you can make for
performance. Don’'t forget to adjust
both naturals and accidentals,
Preparing adjustable resonators
for performance takes maore time and
planning. First, try to get the marimba
onto the stage and into the perfor-
mance environment at least ome hour

JARES CLULLEY
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buefore the concert begins. Tune the
resonators after the marimba has ad-
justed to the temperature (I tune mine
about thirty minutes before | play),
Simply have an assistant strike the bar
at a moderate speed while you pul| the
cap 21l the way to the end of the tube
{lomgest position) then gradualy push
the rap in (shortening the tube). Listen
for maximum resonance and stop there.
With eami practice and sensitive lis-
teming, this will become a simple praee.
dure.

¥¥HAT RANGE OF THE MARIMBA NEEDS TO
BE TUNED?

The amount of change necessary to
fune the resonator decreases as you go
higher in pitch. That is because the
snund wave of the higher pitch is gon
metrically shorter than the sound wave
length of the highest note is 1/%2 of the
sound wave length of the lowest moia,

When you get over an octave above
middle C, the distance necessary to ad-
just the resonator is extremely small. |
do not recommend making adjustments
above one octave above middle C unless
¥ou have a particularly bad sounding
bar,

STRING TENSION

The tension of the string holding
the bars up is an important element in
the overall sound. | generally keep the
string as loose as possible so the bars
rest down onto it. A tight string eniie-
ages buzzing as the string vibrates
against the bar, especially on low
pitches. All string tension adjustments
ehould be made before adjusting the
resonators. A tight string will make the
bars ride up higher from the top of the
resonator. A loose string will let the
bars ride down closer to the resonator.
If youw change this after tuning the
resonators, the sound will change,

SUMMARY

It takes eorme COuraga and confi-
dence to do this to your own marimba. |
would like to encourage you to go
ahead and follow these procedures.

| have found from my own experi-
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ence that | can make an unbelievable
differencein the sound of & marimbaby
simply tuning the resonators.

Older instruments gradually go ot
of tune and need to have this done. 1
have played on many factory new in-
struments of a variety of brands that
also needed thiskind of equalization. If
you have an instrument where the key-
board has been retuned you definitely
need to do this.

Remember, you can always put the
resonator stopper back where it was
before you moved it. Yo can even put it
back in if it falls out!

It usualy takes me about two or
three hours to tune a four octave ma-
rimba. I tune the worst bars first, then
go to the lowest bar and tune al the
kara (iF they need itl asl go up the ma-
rimba. | do the naturals first, then the
accidentals. If you have questions,
please leave a message for me cm the
WPN Marimbaguhhaard.

Good Luck! PN
EDITOR’S NOTE AND ADVICE:

Ms. Kite suggests using a stick, broom
handle or ome inch dowel to mare the
resonator caps, If thisis doneymy must
berery careful s to crack or puncha
hole in the cap, especially if excess force
if used. 1 recommend wing either a
length of wooden hand railing or PVC
pipe. | have used these for years and
have never bent, cracked or otherwise
broken a cap. In general, you should
maore the cap with o device that is al-
most 2z large as the diameter of therean-
nafer. That way, you will be applying
equal pressure acress the surface of the
cap. (Brian Stotz, Editor, Focus on He-

pair)

Rebecca Kite has been performing asa
marimba soloist for the past ten years.
Her repertoire includes contemporary
works for the marimba by Japanese
and western composers and transcrip

tione of music originally for the guitar,
the lute and the cello. Awardsinclude
Master Fellowship from the Indiana
Arts Commission and « finalist ranking
in the Pro Musecus Competition in New
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York, This article is from her forificom-
ing book about solo marimba e fir-
mance. Rebecca has also done extensive
work on instrument design with GP
Percussion and has fiur paderis on -
parni design. She hasi BM degree from
the UMEC Corserveiory of Music and o
MM degree from Indiana 7 iwersity.
She studied marimba with K Abe.

Michael Rosen i=
Percussive Naolas'
Focus an Paformancs
egitar ard edilor of
PN's Tarms Lsad in
Parcugsian. Ay Sug-
pasfions on eiher of
these columns should be directed to: Prifies-
gor Michael Rosen, 287 W. College Ft,
Oberlin, Ohio USA 44074,
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DRUMSET &
Brazil 92

By Doug Auwartar

HIS SUMMER, SEVERAL OF MY HIGH SCHOOL AND
i college-age students had the opportunity to visit some
jazz camps and summer Music programs. They stud-
+ ied with some wonderful teachers and returned with
revitalized spirits, challenging material, and some confusion
over the materials dealing with “samba™ and related forms,
The confusion-many of the patterns seemed uniformly back-
wards from materials | had given them. | explained to them,
that over time, the“ztarting point” of various forms had shifted
so that what uzed to be the beginning of a phrase is now in the
middle. The purpose of this articleisto bring us up to date and
clarify the samba, samba partida ato, andbasza nova, as they
are currently being performed in Rio de Janeiro.

Trus samba begins with the music played by theezealas
de samba (samba schools). These rhythms are then inter-
preted by “Fagile” groupa (small samba bands consisting of
guitar, cavaguinhn, threeor four percussionists, and vocals),
and popular musie groups throughout the country. The art of
playing authentic samba on the drums«¢ basically consists of
“distilling” the rhythms of the“hateria™ (percussion section)
and coming up with something that sounds complete. It's k-
vioualy impossible to play al of it at once, so each drummer’s
version will be different, which only adds to the vitality of this
music. Let’s ook at a partial percussion section. For the sake
of clarity and brevity, I’veleft out some of the hand percussion
which duplicates or reinforces other parts,
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When we listen to a samba school, we hear the tamberim

section very prominently on top, the snare drums providing
significant rhythmic framework, and thezurdas providing a
strong bottom. So, when | want to play this sound as“full-
scale”’ as possible on thedrumszit, [ play the tamborim part on
the snare drum with my left hand playing loud shallow rim
shots, the higheurda part on the floor tom with my right hand
and the low surda part on the bassdrum filled out with dotted
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eighths and sixteenths, and the high hat on “andz.” It looks
likethis:

e
SAR S =sma s

-|- r -1.

Play the staccato notes on the floor tom by “stopping” the
drum-pressing the stick into the head, not allowing it to re-
bound.

This pattern is very effective as a short solo, or any time
you want to create the effect of the large drum gzeetion, But for
accompanying, we need something much lighter. Here's a
great pattern played iy Adrians de Olivelra, afine drummer |
heard with vocalist Lerny Andrade.
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This pattern is especially effective with avariety of bass
drurn rhythms such as:

S e ar e et RS

In the United States, we don’t vary the bassdrum pat-
tern much. We tend to stick with the dotted eighth/sixteenth
pattern exclusively, which is certainly not the casein Brazil.
However, it should be noted that the samba is essentially a
dance form, and like any groove-oriented dance form, no
“noodling” is alowed. Pick a pattern that works cohesively
and stick with it, at least until another section of the song
appears. It is also important to note that good style is made
up of certain rhythms. Good sambais more than a catalog of
linear sticking patterns played over a bass drum ostinat.
Nowhere is this maore apparent than in the samba partido
ato.

The samba partido ato|called simply the “partidn alto”)
began as a slower and more “broken” or angular version of
the samba. Here is an example of a“pagide” partido alto,

Lea
|
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This style became extremely popular among all theriasi-
cians in Rio. Pop musicians were transforming the partido
alto into a style similar tosnms American funk grooves. Bass
playerswere slapping and popping, and drummers were dis-
tributing the pattern between the bass drum and snare. As
the temposinevitably increased, the drummers put an accent
on the downbeat of the second measure. Also, as with the
other types of samba, the pattern shifted. Itused to begin on
the second measire of the example, but israrely played that
way now-when a conflict occurs with the rhythm of the
melody. Here are three examples for driumaet.
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Notice how similar these bass drum parts are to those
given as samba variations. Until same familiarization with
this music is attained, it will be confusing as to what is
partido and what is straight samba. To aBrazilian, it is only
real partido when the whole rhythm sectionis “kicking” the
accents, resulting in a sort of “upside-diwn” funk fedl.

Now, we will turnour attention to the kinds of tranzfar-
mationa that have occurred with hoszz nova. Originally, hosza
novawas created to rid the popular music of Hrazil of the silli-
ness and excess that had become the norm in the&is. This
music was created and refined in apartments and small clubs
inCopacabana, resulting in avery light, direct, and sophisti-
cated sound. Small groups of people would get together, play-
ing guitar, sometimes piano, acoustic bass, and perhaps a
flute along with very unaffected vocals. Percussion would con-
sist of scraping a butter knife on a dish or shaking a small box
of matches. Jain Gilkerto is credited with creating a guitar
style that not only outlined the chord changes, but provided
the essential rhythms of samba that were the framework of
the early bassa nova. Add to this, amajor influenceof Amen-
can“ranl jazz,” the harmonic construction of Debussy and
Ravel, and a wonderfully unique form began to emerge.
“Chega deBaudade™ by Antonio Carlos Johim is generally re-
garded asthefirst real hassa nova, although the term had yet
to beinvented, Early bazaz was usually referred to as samba-
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rangio (melodic samba or samba-song). Here is a rhythmic
outline of early hnsaa nova
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A= this music moved into the clubs, we find the classic
bassn nova pattern on drumget,
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Soon, things got alittle heavier and faster. The rhythm
became more samba-like with the bass drum stressed on
count three. Also, the form became more jazz-oriented, with
the cross-stick pattern describing a samba rhythm.’
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Later, as with the other forms, the pattern was more or
less inverted, beginning with what was the middle. It iSvery
interesting to compare the playing of Jaaa Gilkerto in the
early iill's with that of the late&{'s. This can be done by listen-
ingto“TheLegendary Jufn Gilhertn," acollection of hisfirst
recordingsand "Live in Montreux”’ recordedin 1%47. Hereis
the common pattern of the&(is.
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Lately, it has been realized that if the same rhythm is be-
ing played on snare drum, or by guitar or keyboard, the over-
all ensemble might benefit by changing the snare drum to
something that compliments rather than reinforces. Hereisa
rhythm played by "aulinho Black, an extremely fine young
player, currently with Martinho da Vila. Notice the hint of
Reggae-very popular in Brazil, especially in Bahia,

e~ T TN ST JROT
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In conclusion, we must remind ourselves that thisis a
vary vibrant, constantly evolving music. Music is an abso-
lutely integral part of all Brazilian'slives. I am struck, when |
visit Rio de Janeiro each year, with how styles have changed
and progressed in just twelve months. Keep listening, enjoy-
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Brazil '92

ing, and growing with this music, Follow-
ing is a brief discography of current re-
cordings that may be helpful in under-
standing various styles.

Sergio Mendes “Brasileiro”—
Sergio’s newest release and an absolute
tour-de-force of Brazilian music. Great
example of partido alto on Jodo Bosco's
*Senhoras do Amazonas.” (Elektra 9-
61315-2)

Osear Castro Neves “More Than
Yesterday”—This album is a real
“band” effort featuring some of the great-
est names in Brazil. Drummer Teo Lime
is at his best and shouldn't be missed.
(IVC-IMI 2003-2)

Gal Costa “Plural™Gal iz Brazil's
top voealist and has never sounded better
than on this album, (BMG-RCA 2214-2RL)

Gonzaguinha “E” (“It Is”)—This
fine voealist/songwriter was one of
Brazil's best. Shortly after this was re-
leased, he was killed in an auto accident.
Pascoal Meirelles, one of the finest drum-

mers in Rio, sounds great throughoyy,
but especially take note of his samba oy,
the title cut. (World Pacific 91688)

Sadao Watanabe “Elis”"—Sada,
wanted to make a Brazilian album, so he
assembled some of the greatest players
in the country. Especially notable is the
contemporary bossa feel on three of the
cuts, Paulo Braga, who has had a great
career recording with the best of Brazil.
demonstrates what a great stylist he is.
{Elektra 9 60816) PN

"World Pacific 93891

*Elektra Musician 9 60760

Doug Auwarter, an acknowledged “Brazil
Nut,” travels to Rio de Janeiro each Janu-
ary with his beautiful wife where he fulfills
his long-time fantasies of performing with
the finest musicians in Brazil. In Kansas
City, he has a rigorous performance sched-
ule and never passes up an opportunity to
promote Brazilian culture, He enjoys teach-
ing a great deal, at Explorer’s Percussion.

Sep/Oct '91: Joe Franco &
Charlie Benante; Phillip “Fish™
Figher of Fishbone.

Nov/Dec "91: Jetf Porcara: Wil

Calhoun, Sampling Drum Demos. §

Jan/Feb "82: Mickey Hart, Chad
Smith, How To Build Congas
Mar/Apr '92: Special John &
Jason Bonham lssue

To order DRUMI back issues, fill out this arder form indicating your
selections, and send it along with your payment to: DRUMI magazine

Back Issues,

12 South First Street, Suite 417, San Jose, CA 85113,
Flease make your selections accarding 1o month and year;

- Check/Money Order 0 VISA O MasterCard

Price $4.50 ea,
Shipping/Handling FREE
Number Crdered X |

Subtotal (4 for $14)
B-1/4% CA sales tax +
Total Enclosed

Please allow 4-6 weeks for delivery. All non-U.S, arders payable in LLS. o
doflars by VISA, MasterCard, or Intemational Maney Order only. s
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Spooky Drums  #2/Warren “Baby” Dodds

Introdisction by Guy Remonko
Transeription by Slave Krugman
Eaied by Ed Sogh

arren “Baby” Dodds | 1554-

1959) recorded Sponky Diraems

£% in 1946 as one of a series of

solo drum improvisations. His

playing, as viewed thmugh this transcrip-
livn and has other recardings, clearly dis-
plays the early tie ta military style drum-
ming, an influence under which Thdds re-
mainsed throughout hiscameer. A partial list
of the most swingingigrments of this jazz-
march style wouldaks include Zuity Single-
ton, Ray Haudue, ‘Ibny Sharer, Dave Tough,
Gene Krupa, and Gearge Wettling. Dedds
early resmmling work with King Oliver, Jely
Fall Morton, andLaouis Armsatriey is al but
lost and difficult to study because of the

primitive remrding techniques of the "2k,

Thorough study of this transcription

will prowide useful insightinto Dedds musi-

cal and conceptual approach ta soloing, Of
particular interest are: 1 triplets are not

used in the solo, 21 a subtle melodic ap-

proach is obtained by using a wide variety
of “traps." 3) sezent technique plays a major
roll in bringing lifeta the rhythmic idias,

and 41 Diedids evidently developed the entire

solo from one simple, syncopated rhythmic
mokive:

B
=
L

refer lo measures 2, 4, 5, 12, 15, and 34.
In measures 4, 5, and 15 the motive hasheen
displaced from beat one to beat three. In
measure 17, he emnbellishies and extends the
motive by adding one additiona note on the
up-beal of caumd three, whilesimultanemsly
playing the figuremelndically. This new, al-

PERCTUSSION

tesed version of the original motive is then
usd extensively throughout measures 2841,

[uring the most adventurous sestinm
of the solo, Dodds phrases across the bars
by creating arroza rhythm sequencensing
the firet four notes of the original motive
(measures 8E-341, thus achieving an Afri-
can-like twiragainat-thies: effect within ad
4 framework. Using rhythmic materia de-
rived from the original motive is animpr-
tant improvisational device that young
players should incorporate into their play-
ing. It also brings azen=e of continuity i
the overall solo.

As an“allum package” the 1946 land-
mark drum solo recordings by Baby Dodds
certainly helped drummers gain greater mu-
sical recognition and also set the stage for
those who followed:s: his footsteps.

"WARNING:
!Substance abuse
ican be hazardous
flo your drumming.
Beat abuse—beat
wolir drumsl”
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JNTRODUCIMG..a remarkable new line of marimkbsg
inallets. Designed by Europe's leading solo marirmlbisy
sind imported exclusively by Pro-hiark, the world's
Jargest manufacturer of drumspicks.

|BENEFITS

« Each set matched byweighs.

 Headsare hand-wrapped and
reinfarced with extra sitehing
for longer life.

+ Specially wrapped ta virmally
eliminate sound of kar contact.

+ Precision-made maplear
rattan handles for extra comfort,
durability and flexibility. 3

ECYBERT VAN SICE

|*ro-bdark Mallets by Robert Van Sice are the choice of
idizcriminating musicians such as William Maoersch,
IMichael Burritt, Evelyn Clennie and many more. Try
them for yourself and you'll agree. 'ro-Mark Mallets
|3y WanSkce... The standard by which others are judged

17or the Van Sice dealer nearest you, please cal the Pri
| vlark Hotline at 1-800-233-5250 or Fax 1-T13-668-R000,

ORO-MSRK

*10707 Craighead Drive "Houston, TX 77025
Chir reputation is in your hands.
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Spooky Drums #2/Warren “Baby” Dodds

Album: Drum Improvisations—1946

NOTE: Baby often keeps his Lh. playing a ghosted buzz 4 (£ # # ) softly on the snare
while the r.h. accents. (Beginning Bar 97)
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Spooky Drums #2/Warren “Baby” Dodds
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RESERRCH

J. C. Deagan Percussion Instruments

By Mike Wheeler

piano octavesil-4 is“middle C"].

All bar dimensions are in inches.

Between 1888 [when John Calhoun
Deagan developed the first Xylo-
phone of orchestral quality) and
about 1910, Deagan Xylophones
were largely custom-made to a
buyer’s specifications for scale

4. All scalerangesindicated relute to 8. Klyposerus wasa dark red-brown,

cream-streaked rosewnod identified
as Caribbean ruocahala wood, used
only on Deagan professional xylo-
phones for its brittle sound and -
rability. Nagaed ("Deagan” spelled
backwards) was Honduras rose-
wood carefully selected for highest
quality.

range, bar size, and floor rack re- 9. Double-row, chromatic mounting
quirements. By 1912, model num- became standard in 1933, After
bers were in use and the most papi- 1937, al Deagan Chimes were
lar models  were  being equipped with a J-section Damper
manufactured and stocked in“Low Assembly, pedal operated, with
Fitch™ (A=440). Some &0 separate damper lock. Wheels were an option
models were offered in the 1 414-158 until 1946, when wheels became
period. Originaly, any Deagan in- standard on all models, Chrome-fin-
strument could also be purchased in ished models had bright-polished
French Diapazan Low Pitch, A=435, brass tubes with chrome plating.
or “High Pitch” ((2ld English Pitch, “Lustro-Gold” isa Deagan term for
A=d454, o1 American Standard High bright-polished brass finished in
he data presented below is ox- Pitch, A=41). After adoption of clear, hard metal lacquer (chime
cerpted from correspondence he- A=440 as the standard pitch by the tubes or brass resonators on other
tween Hal Trammer and the gu- AF of M in 1917and the 1. S. Bu- types of instruments). “ Satiniznld”
i thor It should serveto increase reau of Standardsin 19221, Deagan describes a softer satin polish on
the body of knowledge regarding the .J. instruments were made only in A brass finished in clear, hard metal
L. Deagan Company. The following points 440 Pitch, Only high-demand mod- lacquer.
should be noted when revinwing the data: esareincluded in thealbsye list. 10 Deaganinstrumentswere produced
1. The lists attached cover only the [eagan's Chief Tuner, Henry J. between 1880 and 1984 undervari-
principal models of the main inatri- Schluter, perfected Harmonic oiis manufacturer names:
merl types. Tuning in 1927-"Chuint Tuning” of 4. C. Deagan (to 1884)
4. Principal models are those which Xylophone bars in which the funda- J. C. Deagan Musica Bells (to
were made in the largest numher. mental and the partial one and one- 1916)
4. Modd numbering was bepgun at fifth octaves above the fundamental /. C. Deagan Musical Bélls, Inc. (to
[eagan around 1910. Some models are tuned, and ‘ Octave Tuning” of 1919)
on the Bells and Xylophone lists Marimba bars in which the funda- J. . Deagan, Inc. (ta 1#7T)
with 1910 origination dates actually mental and the partial two octaves J. C. Deagan Division of
are numbered models of unnum- above the fundamental are tuned. Slingerland Drum Company (from
bered designs originated in prior Before 1927, only the fundamental 1977)
VEATS. was tuned,
ORCHESTRA BELLSBY [EAGAN
Model # Model Name Scale Range Ear Size Period Made = Comment
31 Deagan Special 250CT G543 1%.25 1920.47 Flat Top Bars
41 Deagan Specia 2.50CT G548 11/8K.25 1920.28 Flat Top Ears
60 Houndiop Parsifal 250CT GA-[8 1.25X7/16 1918-30 WiResonator In case
i1 Roundtop Parsifal 3OCT (5-CH 1. 26KT/16 1918-30 w/Resonator In case
100 SongBells 250CT 04-L7 | 25X.25 1918.24 Steel Bars
101 Celeste Song Bells 2.50CT F4-7 1.6X1.255.6 1925-30 Aluminum Bars
102 Song Bells 30CT (4477 | 25%.25 1918.24 Steel Bars
323 New Style Reundiop 2.50CT Fi(# THAXYE 1810-20 Parsifal w/Resonators
333 New Style Roundtap 2.50CT Fi-ia LXT/16 1910-20 Parsifal w/Resonators
£0
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J. C. Deagan Percussion Instruments

531
560
561
1029
1031
1120
1123
1124
1229
1503
1506
15124
15128

1514
1528
1530
1531
1532
1550
1558

1560
1576
1580
B-58
B-60
1540

New Style Roundiop
New Style Rouwndtop
New Style Riwdtop

New Style Roundtog
New Style Ruoundtog
New Style Raundtig
New Style Roundiop
Deagan Standard
Deagan Standard
Deagan Standard
Concert

Deagan Standard
Deagan Special
Deagan Special
Iengnn Special
Deagan Special
Prep Bells
Concert

Concert,
Marching Bells
Coneert
Heritage
Heritage

Deagan Bell Lyra

XYLOPHONES BY DEAGAN
Model # Model Name

262
264
266
268
700
125
730
800
801
830
833
834
836
840
842
844
850
860
870
872
877

PERCUSSIVE NOTES. DECEMBER {552

Artist Special
Artist Special
Artist Special
Artist Special
Mid-Jit
Kylorimba
Nvlorimhba
Meagan Junior
Deagan Junior
Late Wate

[deagan Standard
Deagan Standard

Drummer Litewata

Drummer Special
Drumeser Special
Deagan Radio
Special-3

Deagan Professional
Deagan Professional

Marching Xyla.

2.5 OCT [34-CH
2.5 OCT Fi-i
3 OCT C5-C8
2.5 OCT (G5-CH
2.5 OCT 35-C#
2.5 OCT GG5-C#
2.5 OCT G4-Ca
3 OCT C&-CH
2.5 OCT (4-(4
2 OCT C&-C&
2.5 OCT (G4-C#
3 OCT Ci-d
2.5 OCT (Gf-Ch

2.5 OCT i5-CH
2.5 OCT 05-CH
2.5 OCT (G5-CH
2 OCT C&-C8

2.5 OCT G5-C8
2.5 OCT G5-Cd
2.5 OCT G5-CH

2.5 OCT G5-CH
2.5 OCT G5-CA
2.5 OCT :5-C8
2.5 OCT 35-C8
2.5 OCT 5-CH
2 OCT AS-AT

scale Range
3.5 OCT F4-Cd
4 OCT (C4-C#
4.5 OCT Fi-C&
5 OCT Ci#-Ca
2.5 OCT G5-C8
3 OCT Fd-FT

3 OCT 4T
2.5 OCT (G5-CH
30OCT (&3
3 OCTCE-CH
3 OCT C5-CE
3.5 OCT F4-C#
2.5 OCT F4-CT
3 OCT 48
2.5 OCT Fi-8
3 OCT C4-CH
3.5 OCT F4-C#
3 OCTIh-CH
3.5 OCT F4-Cd
4 OCT C4-CH
2.5 OCT FEi-CH

IX.25
L25X7TA16
1.25K3%
L25X7/16
IX.25
KB
LX7/16
1X7/186
1.26X7/16
1X.25
1X816
1-1/8%3/8
1.25X516

LEXE
IX38
1-VEXAE
LERNER
LEGNLE
X316
1.25X5/16

L.Z5XR16
1.26X5/16
1 25X5/16
1255516
1. 25X5M16
1.5X.5

Period Made
1920.29
1920-39
1920.39
1920.22
[%28-50
1928.39
1924.39
1919-42
1919.40
1933-42
1910-18
1910-18
1923-26
1929-32
1912-20
1915.29
1929-32
14 -
1910-32
1910-32
1977-

14933-48 Drummer Eeon. Model

L410-20 Parsifal w/Resonators

1910.32 Parsifal w/Resonators

1910-20 (High Pitch)

183347 531 wi'a Case

1910-29 (Law Pitch)

1910-29 [Low Pitch)

1910-22 (Low Pitch)

1910.29 (Law Pitch)

1910.16 [Low Pitch)

1910.28 (Law Pitch)

1O06-20 (Law Pitch)

1o20-58 World Standard for
Concert Bells-Dual
Rack Mount

1910-20 (Low Pitch)

191020 [Laoww Pitch)

1910-16 [Low Pitch)

1910-20 (Low Pitch)

1910-20 [Low Pitch)

1962-70 Student Bells

11538-76 Redesign of [512H
Single Rack Mount

1976-80 Molded Bar Rack

1076- Similar 1560

1850- New Wood Rack Design

1571-76 Blingerland [1558)

1876-T7 Blingerland [ 1560)

1963-73 Deluxe Lym Model

comment

260 Series: Superb
Extra-wide Magaed

Bars, curved at both ends
Bars, curved at both ends
1X.5 Bars, Table Model

1 3%8-114X58 Bars

1 3/4-1 38X3 Bars

(3 OCT C5-C8 1818-238]

1 1M4XTH Magaed Bars

114X7/8 Nagaed Bars

Like 870, Aluminum Resonators

| #5555 Bar-Case-No Resonators
(Most Popular Deagan Xylophone)

KElyparon Synthetic Bara

61




J. C. Deagan Percussion Instruments

FaE0 [leagan Professional
*8233 [l=agzn Professional
886 Radio Master

888 Radio Master

924 Super Radio

926 Super Radio

930 Concert

932R Concert

932K Congert

1724 Deagan Special
X-32 Concert

X-60 Piccolo
MARIMBAS BY DEAGAN
Model # Model Name

36

38 Diana

40 Diana

a0 caprice

52 Masterpiece
54 Masterpiece
60 Imperial

62 Imperial

64 Imperial

66 Imperial

68 Imperial

10 Imperial
318

325

330 Btu-Detia
330R Stu-Detta
333 Stwdette
333R Studette
335 Mercury

343R Stedetts 11
343K Studetta 1

350 Deagan Marimba
352 Deagan Marimba
354 Daagan Marimba

d524d Deagan Marimba
380K Studette

400 Student 400
410 Wellington

444 Mezzn

410 Diana 51

484 Bolero

485 Bolero

490 Imperial Bilera
600 Diana IV

612K Studio

652 Diana Deluxe
653 Bandmaster
654 Bandmaster
678 Marching Marimba
1200 Irnperial Custom
B2

3.5 OCT Fi4-Cd
4 OCT C4-CH
3.5 OCT F4-(d
4 OCT C4-CH
3.5 OCT F4-C#
4 OCT (C4-C8
3.5 OCT F4-CB
3.5 OCT F4-’&
3.5 OCT F4-CE
3 OCT Ca-CH
3.5 OCT F4-(&
3 OCT Ca-C8

Scale Range
4 OCT 3407
3.5 OCT Fi-C7
4 OCT C3C7
4 OCT Ca-07
3.5 OCT F3-C7
4 OCT C3-C7
3 OCT CG3-Gk
3.5 OCT F&LC7
4 OCT C3-CT
4.5 OCT C&FT
4 OCT 47
45 OCT C&FT
2 OCT Ca-Ch
2 OCT C4-Ch
2.5 OCT (4-Fi
2.5 OCTC4-Fh
2.5 OCT (C4-F#i
2.5 OCT (Z4-Fi
3 OCT Fi-Fi

3 OCT F&-F6

3 OCT Fi-Fi

3 OCT Fi-Fi
3.5 OCT Fi1-CT
4 OCT O30T
(As above)

3 OCT Fi-Fd

2 OCT C4-Ch
3 OCT Fi-Fh
4 OCT -7
4 OCT2E-C7
4 OCTCECT
4 OCTCECT
4 OCTCE-C7
4 OCT D37
3.5 OCT Fi-C7
4 OCT 407

4 1/3 OCT A2C7
4113 OCT A2-C7
2 1/6 OCT C4-Ii

4 OCT 24T

1910-20
1910-20
1933-40
1933-40
1932-40
1932-40
1961-64
1964-

1972.

1910.20
1971-77
1971.71

Period Made
1943-45
1939.42
1939.42
1946-49
1934.39
1934.39
1931.42
1931.42
1937-42
1937.42
1937-42
1937-42
1939-42
1939-42
1937-41
1941-42
1947-52
I 7-52
1940.42
1976-78
1576-TH
1918-25
1918-34
1918-34
1929-34
1598
1952-54
L#50-53
[945-50
1951-53
1946-45
L8-50
1950.53
1961-66
1972-77
1966-52
1972.78
1978-
1978-
1961-66

Like 8T0-Elypazaris Bara
Like AT2-Klypnserus Bars

Like 87{-Elevated Bars
Like aT2-Elevated Bars
Old-style Dual Heyluds
Honduras Rosewaod Bars
Klypesan Synthetic Bars
Klyposerus Bars
Blingerland-Like 932R
Slingerland-Like 860

Comment
W1l Model-No Metal

52R-Same, Finish Var.
S4B-Same, Finish Var,

(Few made 1346471

Wide Concert Grand bars
Wide Concert Grand bars
Wide Bars (Ensemble)
Wide Bars (Ensemble)
Table-Top Mounting Legs
New Frame, Folding Legs
Redesign of 330

333 with Wheels

(Few made 184 6-47]
Honduras Rosewond Bars
Klyperan Synthetic Bars
1st Straight Ieagan Marimba
Bor X, Finish ¥Var.,

E or X, Finish Var.

With Deluxe Wheel Rack
Flyperan Synthetic Bars

Like 484-Frame Var.
Deluxe Bars, Frame
Similar Model 40
Klyperon Synthetic Bars
Deluxe Bars, Frame

Like 653, Bars reaized
Elyperon Synthetic Bars
Deluxe Concert Grand
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4720 Marimba-Xylo.
4122 Marimba-Xylo.
4124 Marimba-Xylo.
4126 Murimba-Kyla.
4128 Marimba-Xylo.
4730 Marimba-Xylo.
4132 Marimba-Xylo.
SPECIAL MODELS
Model # Model Name
M-52 Victoria
Queen Anne
World's Fair
World's Fair

IM30 King George

IMS0 King George
ABM
MNabimba

VIERAHARFS BY DEAGAM
Model # Model Name

30 “30-W"
35 Mereury
35 Rondo
45 Diana
45A Diana
48 Serenata
55 Imperial
55A Imperial
143 Radio
144 Radio
145 Caoneart

145C Concert

141 Drummer Portable
505 comet

510 Performer

511 Performer

512 Performer

513 Perfarmer

515 Electra¥ibe

555 Prestio

a7 Marching Vibes
580 Traveller

581 Traveller

PERCUASSIVE MOTES + DECEMAER 1852

3 OCT Fi-Fi
3.5 OCT Fi-CT
4 OCT O30T
4.5 OCT [5-F7
5 OCT G2-G7
5.5 OCT F2-{3
fi OCT E2-Ef

Seale Range
4 OCT a7
3.5 OCT 34T
4.5 OCT C3-FT
3.5 OCT Fi-7
4 OCT (23-7

4 OCT Fi&-F7
1.5 OCT CE-F3

5OCT (&7

Seale Range
2.5 OCT C4-F6
3 OCT Fi-Fi
3 OCT Fi-Fi
3 OCT Fi-Fi

3 OCT Fi-Fi

3 OCT Fi-Fii
3 OCT Fi-Fh

30OCT F&Fi

2.5 OCT (04-Fi
30CT 447
3 OCT Fi-F&

3 OCT Fi-Fii

2.5 OCT F4-C7
2.5 OCT (C4-Fi
3 OCT Fi-Ft
3 OCT F&-Fi
3 OCT FiFi
3 OCT Fi-Fi

3 OCT F&-Fh
3 OCT Fi-Fh

216 OCT Fi-i:5

3 OCT Fi-F&
3 OCT Fi-F&

1910-22
1910.25
1910-38
1910-38
1910.14
1910.15
1910-15

Period Made
1971-77

1936

1933

1933

1934

1934

1875-

1592025

Period Made
1938-42
1938-42
1945-47
1940-42

1940.42

154648
1937.42

193742

1929-39
192930
1927-30

1928-39

1932.35
1952-54
1950-62
1962-64
1964-T6
L976-

1970-82
1946-49
187E-

1 956-62
1962.64

Frame change early 20's
Frame change early #s
(Range: F2-F7 1914-1924)

Comment
Blingerland-Like 652
Unique Furniture Design
25 Made-Special Design

75 Made-Special Design
Special Design for 100 piece
Marimba Orchestra
Special Design for 100 piece
Marimba Orchestra
Amplified Bass Marimba
No Resonators

Very wide Bass bars with
buzz membranes in resonators

Comment

1.256% 5 Bars-Whesls

1 1/8-1.25X.6 Bars

Mercury renamed

2-1 5%.5 Gold Bars-

Bronze Frame

Like 46-Matural Alum.
Bars-Black Frame

2-1.5%.5 Gold Bars

Deluxe 2-1.55.5 Gold Bars-
Bromnze Frame

Deluxe 2-1.5%.5 Gold Rars-
Black Frame

15X 1.25K.5 Bars
1.0X1.255.5 Bars

First Vibraharp-Aluom,
2-1.5X5 Bars, Royal

Buff Frame, Gold Resonators
Like 145Walnui Frame, Chrome
Resonators

[.26%.5 Bars-In Case

1 2555 Bars-Student

1 4/B-1.25X.5 Bars

Like 5li-Bar Finish Change
Like 511-Despn Chianpe
Like G612-Maobor Change
1870-82

512 Bars-Electronic, No Resonators, In Case
l 1'B-1.25%.6 Bars

| 3B-1.265.5 Bars

Uniform 1.5%.5 Bars

Like B4[-Ear Finish Change




J. (. Deagan Percussion Instruments

bh2
583
584
585
590
592
593
594
596
598
1000

1100
1103
V-82
v-83
Vom
Va3
110
V104

ORCHESTRA CHIMES BY DEAGAN

Traveller
Travellor
Nocturne
Nocturne

Imperial Nocturne
Commander
Commander
Commander 11
Narva Commander
Innovator N
Aurora

Aurora Il
Aurora Il
statesman
statesman
Royal
Royal
Granada
Granada

Model # Model Name

9134

9135

9154
9155
9156
H157
9164
9174
9175

a178

9180
3181
C-166
C-166
C-180
C-181

*O180 Catalogued 28 Model 9180.CH 19E1-7T6 (chrome finish]

Cathedral

Cathedral

Cathedral
Standard
Standard
Standard
Cathedral
Symphony
Masterpiece

Symphony

Symphonic
Symphonic
Standard
Standard
Symphony
Symphony

3 OCT Fi-Fi
3 OCT Fi-Fh
3 OCT Fi-Fh
3 OCT Fa-Fh
3 OCT Fi-F6
3 OCT Fa-Fh
3 OCT Fi-Fd
3 OCT Fi-Fd
3 OCT Fi-Fd
4 OCT C3-C7
3 OCT Fi-Fi

3 OCT Fi-Fi
3 OCT Fi-F&
3 OCT Fi-Fti
3 OCT Fi-Fti
3 OCT Fa.F&
3 OCT Fi-Fi
3 OCT Fa-Fi
3 OCT Fi-Fti

Scale Range
1.5 OCT [C&-Fi

1.5 OCT CE-F6

15 OCT A#4-TWi

15 OCT C4-Fi
15 OCT C5-Fii
15 OCT (C5-F6

1.5 OCT A#d-D#a

15 OCT (56
15 OCT C5-F

1-23 OCT A4-F6

15 OCT C4-FA
15 OCT C&a-Fi
15 OCT C&-F6
15 OCT C5-Fh
15 OCT Ca-Fh
15 OCT [C4-F6

[9G4-T6
1976-

| BT-45
1948-50
1950-56
1965-76
1976

197-

197678
1976-77
1956-64

136475
1975-

1971-76
197677
1971-76
1976-77
1971-Th
1976-77

Tube Size
1

1

125
1.25
1.25
LG
15
15
15

Gradunted

1A
15
1.25
125
15
15

*4181 Catalogued as Model 918(-LG 1961-76 [ Lustro-Cold Finish)

** Made under Slingerland name

Like G81-Degign Change

Like G82&-Kulor Change

8-1 555 Alum. Finish Bars
Like [4-Gald Bars

2-1.5X.5 Gold Bars

2-1.5X.5 Bars-Portable

Like G#2-Design Change

Like B8d-Amplified

Like F84-Muo Motor, Pulstra,
First 4-Oct. Vibes-Bars | 53 5-Armplified
2-1.53.5 Gold BaraResonators
Modern Woodgrain Frame
Like 1000-Tk=zign Change
Like [100-Mutar Change
Blingerland-Similar 582
Elingerland-Similar 583
Blingerland-Similar 592
Slingerland-Similar 593
Hlingerland-Jimilur 1100
Slingerland-Similar 1103

Period Made Comment

1910-32 Chrome, Single-Row
Mounted

1929-42 Chrome, Inst.
Double-Row Chromatic
Mounting, 1933 Hand
Damper, 1935 Pedal
Damper

1910-22 Single-Row Mounted

1947.76 Lustro-Gold Finish

1976- Like 91565-Chrome

1876- Like B155-5atin Gold

1910-26 Single-Row Mounted

152832 Single-Row Mounted

1933-42 Chrome, Chramatie
Mount, 1933 Hand
Damper, 1935 Pedal
Diarper, 1937 Damper Lock

1929-33 Single-Row Mtd. Tubes,
1-8716 to I-1/16 Dia.

1561- Chiroene-Hagvy Wall Tulsa

1961- Like 9180-5atin Gold

1971-77 Like 0155

L5T8-T7 Like 9156%*

1971-37 Like S180%*

1971-77 Like f1g1%*

Mike Wheeler isi Senior Suflwrre Engineer at irrumimian Melbourne Systems Mhivisicsi in Melbourne, Florida, Mike graduated
from Florida State!fniversity in 1874 withn Bachelor if Mitzic Education; n Master's degree in EducatiorffOM the [nitwersity
Of Central Florida in%78; and ¢ Master degree in Computer Science from the Florida Institute Of Technology in [#42.

64

PERCUSSIVE BOTES « DECERAER 70557




Published Literature For Xylophone (ca. 1880-ca. 1930)

By James A, Sirain

This documen! was prepared for presenin
finn at the Percussiie Arts Society's Inter-
national Conuertion 1991, [ is excerpted
froma DMA dissertation of the mme title,
which isir pregress at the Eastman School
of Music. Expresz permission is given to
the Percuszive Arts Soclety tO use any por-
tien (including the document in its en-
tirity! for o one-time publicationinany of
the arganizations juernals, ANy inguires
regarding this document are welcomed and
can be sent to Mr. Strain at the Depart
mien! of Music, Kansas State [iniveraify,
Manhattan, KS66501. This diument is
copyrighted by Jams 4. Strain, 1991, All
Rights feseryed.

* he revival of the music of George
=  Hamilton Green has sparkedn
great interest in music for xyla
B phonepublished during the early
twentieth century. Green’ s musie was rep-
resentative of the latter part of the so-
caled ‘golden age' of the xylophone and
only representsa few of the typesuor styles
of music published or performed with the
xylophone as & solo or prominent inatru-
ment. Because of the novelty of thein-
strument and partially due to the arsus-
tic recording industry, the xylophone be-
came quite popular during the late nine-
teenth and early twentieth centuries. As
a result of this popularity, a large val-
ume of music for the instrument was
published during that time period.
Before examining actual music pub-
lished between the years 1880 to 1930,
it isimportant to understand the denvel-
opments that the instrument went
through during thesame period and to
understand where and with what type
of ensembles the music was performed.

I.  TYPES OF INSTRUMENTS

There were two basic types of xvla-
phones manufactured during the late
19th century, diatonic and chromatic.
Both types were manufactured of any
available hardwood. Those woods
known to beu=ed were spruce, fir, oz
wood, cacikalis, maple, and lacuatwand.
Deagan manufactured xylophonesfrom

PEACLIRESIVE NOTES - DECELMIER 7957

select rosewsnd which they named
Magaed (Deagan spelled in reversa) and
Flyposerus." Many performers con-
structed their own instrumenis,® and
method books usually contain inetrue-
tivns for tuning the bars by shortening
the end of the bar to raise the pitch, or
to file wood from the middle of z bar to
lower the pitch. This leads one to be-
lieve that a performer was responsible
for tuning his awn instrument.

Diatonic instruments werea single
row of bars usually pitched in the key of
F, but available in any diatonic key. If
an instrument contained a E natural,
that bar would lie between the E flat
and the C natural. Common for use with
bands (#sp. military) wera xylophones

Example 1

pitched in E flat, The diatonic single-
raw instruments would have extrakeys
available, which the performer would
insert when needed for a specific piece.
If & piece in the key of I needed an E
flat for the trio due to its being in the
subdominant key of E flat, the scale
needed for the entire piece would be F,

G, A Eflat, B, C,II, Eflat, E, F, for as
many octaves the piece required. Nor-
mal range was two octaves with fifteen
bars. It was common practice for a piece
of music to havelahelled at the begin-
ning or end of the piece the notes ar
scale needed to perform the piece as
well as the key of the instrument [ Zee
Examples 1, a-1. Early diatonicinatru-
ments were without resonators, had a

WOOD AND STRAW GALOP.

] Senle

MHAGLEREN.

LA BELLE SUSANNA.
FOE ITLOFECTE 0¥ 3k

CONCERT POLEA.

TR THE CHEOMATTO IYLOPEOEE.

HOS5A FOLHEA.

Tom IEYLOPEOSE IX 4.

FR. ML STEINHLTIER Op-248.
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O
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Published Literature For Xylophonelca. 1850-ca. 1550

range Of under two octaves, and could be
easily rolled up and carried wnder one's
arm | Sea Example 21

Chromatic instruments in Europe
contained two basic keyboard arrange-
ments. One European style contained
fur vertical rowstotaling 34 bars, with
fuur pitches doubled. The other Euro-
pean style had 15 to 24 barsarranged in
two row= with the naturals in one row
and the accidentalsin another. Both of
the keyboards were laid flat, with the
largest bars closest to the player, and
the smaller bars farthest away. For the
four-row instrument, this meant it was
performed likea dulcimer. For the two-
row instrument, this resulted in a pi-
ano-style arrangement of the keys per-
formed similar to the way one would
perform a bell-lyre, only laid flat on =
table. In 1335-36 Albert Roth referred to
the first style as theRaezer System and
the second style as the Roth System
52 Example 65" The American ar-
rangement of bars was the sane as the
two-row European, but was performed
with the large bars to the performer’s
left, similar toa piano.

Before solid frames were used to
support the bars, early instruments
were laid out on woven ropes of straw
i5ee Example 2 for early straw support
and Example 4 for early solid frame).
Xylophones were first manufactured
without any type of stand and some-
times came in cases similar to the way
orchestra bells are sold today (SeeF:x-
ample 3). It was understood that the in-
strument would be placed upon a table
or on the player’s lap, while scated.”
Early stands were at rather low heights,
so that the player could perform on the
instrument froma seated position. This
was very useful when performing in =
pit or when seated for playing = trap
set. Near the turn of the century at-
tached stands for performing at a com-
fartable standing height would become
the norm, usually advertised as “new
professional style’ xylophones.

The shape of the bars was aften
semi-circular, having rounded tops to
the bars|Zee Examples 2, 3, 4, and ).
Thisis explained as being the desired

66

shape for properly executing the many
ghzzandi, one of the most characteristic
techniques for the instrument.* Before
1927, therewas little, if any, distinction
made between marimbas and xylo-
phone@, harmonic tuning being in-
vented that y=ar by Hermann E.
Winterhofl.” J. C. Deagan claimsto have
added resonators to the xylophone, their
inclusion on instruments being optional

even on the professional model inatru-
ment=" Deagan's catalog of instruments
announces resonators made of tempered
aluminum for light weight in 1927,
Instrument dealers of manufactur

erz for thistime period include Riszir,
J. C. Deagan, Leedy, Perfection ingtru-
ments (made by Deagan), and Carl
Fischer."" Ranges begin at one octave,
usualy diatonic in F, and by sround

Example

Example &
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1900 and was begun merely as & eomva-
nience of notation and legibility,”

Il FUNCTION OF THE XYLOPHONE
Thexylophonefunctioned as a pre-
dominant or solo instrument with al-
most any type of ensemble in both paga-
lar and serious settings. It was
especially prevalent for theatrz orches-
tras where plays, operettas, musicals,
and later, motion pictures were per-
formed, as well as for vaudeville types of
entertainment. The instrument was of -
ten featured as & member of jazz en-
semblesor dance orchestras led by such
notable figures as Paul Whiteman. AS
far as serious concerts were concerned,
many of the early xylophone soloists
were members of Sousa’ s band, Arthur
Pryar's band, and symphony orchestras
such as the Boston Symphony, Chicago
as six octaves. The stan- Symphony or the Rochester Fhilhar-
dard range of professional xw- monic.”” Thereis a continued tradition
lophones (3ee Examplefl seemsto even today of xylophone solos with all
be three and one-half octaves F to C, the  posing the xylophone part down an - service bands, especialy the United
same astoday.” The practice of trans- tave was not standardized until after States Marine Band. Often, the xylo-

Example §
1910

had increased
to ranges a= large
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Published Literature For Xylophonelea. 1850-¢a, 1930)

phonist doubled as a drummer, percus

sioniat or trap set player, and might
have been a fluent performer on other
non-percussion instruments, especially
the cornet, a practice carried down from
centuries of traditionally coupling trum

pet and drum together for military pur-
R

The music published during this
time period reflects both the function of
the player as a percussionist and the
various types of ensembles that a xylo-
phone solo might appear in. Extant mu-
sic has the followi ng types of inatrurmer-
tsl combinations.

1. Unaccompanied xylophone so-
los (two and four mallet).

Z. Xylophonewith piano accompa-
niment.

3. Trio of piano, xylophone, and
one other instrument,

4. Xylophone with string quartet
(optional piano).

5. Xylophone with string quintet
(optional piano).

fi. ~ Xylophone with military band.

7. Xylophone with brass band.

8. Xylophone with small band.

9. Xylophone with small orchestra
10 parts),

L, XY|0ph0ne with theatre archies-
iralld parts).

11. Xylophone with full isym-
phony) orchestra.

1%, Xylophone music for use with
jazz ensemble or jazz orchestra, usually
25 pieces, sometimes with two xylo-
phones in front, ome on each side.

13. Xylophone as only a portion of
atotal percussion part, most often as so-
loist for the chorus or trio of a song,

14. Xylophone duets, with any pos-
sibleaccompani ment or unaccompani ed.

L. Xylophone with marimba xylo-
phone ensembles.

Il REPRESENTATIVE METHOD BOOKS
FOR XYLOPHONE OR PERCUSSION
CONTAINING XYLOPHONE SOLOS
Solos contained in method books

usually specify one or more of {he fal-

lowing:
LI orchestra cues, 2) band rues, 3)
orchestra and/or band accompani ment

B

are available from the publisher, or 4)
piano accompanimentisavailablefrom
the publisher.

Albert Roth's Methode for Xylo-
phone published 15885-1545 in Yevey,
Suisse (Switzerland), contains eleven
aolos, ome with piano accompaniment. It
aleo lists twelve solos as available with
piano accompaniment. Six of these
twelvezre also available with orchestral
accompaniment and two are available
with guintaur (String quintet),

J. M. Flockton’s New Method fix the
Side Drum, Xylophone, and Tympant,
copyright 1898, was first published by
Jean White in Boston, then by Carl
Fischer in 1908. Containing fifteen epm-
plete solos, all were probably accompa-
nied by orchestra or band, andih last
six had piano accompaniment available.

Harry Bower’ s lmipsriil Method for
the Drum, published in 1898 by John
Church, in Cincinnati, contains sixteen
solos. Seven contain band or orchestra
accompaniment cues.

Paul DieVille's Hniversel Method for
Xylophone published by Carl Fischer in
1906, contains 129 unaccompanied
popular and operatic solos. The ‘First
Part’ of the method isfor adiatonic xy-
lophone in F, the ‘Second Part’ for a
chromatic instrument. Contained
W|th|n the-' .r|'|-l |'."~i,,"|.!I MethOd iSIIII_'I' -:!l:'!l'!ll'-'
phone Player’s Solo Repertoirege: col-
lections below). Also listed as available
are fourteen solos with both piano and
orchestraaccompani ment.

Harry Bower’s System for Fergue-
sian, Vol. 2, Bells and Xylophone, first
published by Bower in Boston, then by
Carl Fischer, copyright 1911, contains
nine solos. All contain band or orchestra
cues. One of these, Phantom Fh s zie
or Ghost Dance written by Bower, was
performed by William Street during the
week of September 6, 1925, with the
Rochester Philharmonic Circhestra, '

Carl Gardner’'s Modern Method for
Percussion, Part I1, copyright 1919 by
Carl Fischer, contains four standard or-
chestral overtures. A note specifies that
orchestra parts are available from the
publisher.

Otto Seele’'s SAf Instructor for the

Xylophone, 15th ed,, copyrighted in
1933 and published by Zimmermann,
contains forty-nine unaccompanied
popular melodies. Thefirst edition was
probably published circa &k !

IV. COLLECTIONS OF SOLOS FOR

XYLOPHONE

Otto Seele’s Album fiir Xylopkan
ollein [Album for Xylophone Alone),
published by Zimmermann, no date,
contains twenty-eight solos.

Otto Seele’'s Mrei Alhen fiir
Nylophon wnd Klovier (Three Albums
for Xylophone and Piano) were pub-
lished by Zimmermann ca. 1897. The
first album contains nine solos, the gpe-
rmd and third albums contain six solos
BaCH.

Paul DeVille's Xylophane Player's
Solo Repertoire published by Carl
Fischer in 1908, contains twenty-seven
full-length concertos, fantasies, polkas,
mazurka, and airs varies. Ten designate
orchestra parts are available, although
al probably existed with orchestra or
band accompaniment. Many of these
pieces are the same titles as those con-
tained in Otto Seele’s Albums.

Paul «Ville's Recreations, pub-
lished by Carl Fischer in 1908, contains
129 unaccompanied popular, standard
and operatic melodies. These same
melodies are contained in hislinirersal
Method.

Certel's Solobuche No. 1 and No. 2,
no date, have unknown contents, but
arelikely acollection of the xylophone
parts to many of the solos published by
Oertel. Individual extant solos are usu-
ally numbered suggesting duplicatein-
clusion in a combined volume with other
solos. See Oertel as publisher,

Alban Forster's Solizten-Album fir
Xylophon ynd Klaeier was published by
Zimmermann, no date. It contains six
solos. Threeare Rheinlanders, twoare
Polkas and one is alialmppide,

Recreations, published by Cundy-
Battomey, contains seventeen solos. Six-
teen were available with orchestra ac-
companiment, thirteen with band
accompaniment, and all with pianozc-
companiment, All soloszre arranged by
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either Frank E. Dodge or George
Lawrence stone.

V. PUBLISHERS AND PUBLISHING

COMPANIES

The following per=ona or companies
published literature for xylophone, This
list isnot comprehensive, merely repre-
gentative. The American School of
Vibracussion was located at the same
address as the lleagan Manufacturing
Company and had a mail order course
which was sent sl as lessons to anyone
purchasing alleagan instrument. Some
of the lessons contained solos for prac-
tiee and'or performance.

Boosey and Howlies | Boosey & Cao.
Hawkes & Sona) published several
pieces (maybe as many as fifteen) with
piano accompaniment and many were
available with band or orchestra accom-
paniment. Some of the solos also existed
inaversion for E flat clarinet, voice, or
other instruments.

Boston Music Company published
at least nine unaccompanied solos of
popular melodies arranged by George H.
Green,

Carl Fischer published over thirty
solos with piano accompaniment and
several method books which contained
additional solos. At least thirteen of
these were available with orchestraae-
compeniments and at least seven of
them were available with band accom-
pani ments.

Cundy-Bettoney (W. H. Cundy Mu-
sic) published at least twenty-four solos.
All wereavailablewith piano accompa
niment. At least twenty-two of these
were available with 1-part orchestra
accompaniment and twenty-one with
full orchestra. Nineteen of these were
available with band accompaniment.
The solos existed in duplicate versions
for piccolo/flute, cormet/trumpet, trom-
bone/baritone, violin, or clarinet in |
flat, acommon practice during thistime
period.

Dixie Music House, the forerunner
of Frank’s Drum Shop in Chicago, pub-
lished at least twenty-nine solos with pi-
ano accompaniment. At least eleven of
these had band accompaniments avail-
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able. Eleven also had 1{-pzart orchestra
and piano accompaniment with sevan
having either 14-part orchestra and pi-
ano or full orchestra and piano accom-
paniments available. There was also an
unaccompanied collection of at least
eight solos arranged for four-mallets,
and any song desired could be arranged
for areasonable price.

[ addition to his mail order lessons
and Advanced Instructor, George
Hamilton Green published afolio of ‘Ten
Standard Solos' for two hammers which
could be accompanied by any standard
orchestraor band arrangement, a series
of eight ‘ Jazz Classics' (Modern Ragtime
Solos) with piano accompaniment, and a
folio of ‘ Ten Standard Solos' for three
hammers.

Jean White published a collection of
at least nineteen solos accompanied by
piano, with many of them having or-
chestra or band accompaniment avail-
able. Severa of the solos existed in du-
plicate versions for other instruments,
especialy the piccolo. White aso pub-
lished a method book containing eight
additional solos,

Lewdy Manufacturing Company
published at least six solos with piano
accompaniment, possibly band, Twi so-
los by Joe Green were published with pi-
ano accompaniment and at |east one of
those had full orchestra accompani-
meank.

M. Witmark & Sons published at
least one solo with full orchestraaccom-
paniment.

Mills Music Company published
several popular tunes arranged by
Sammy Herman for xylophone with pi-
ano accompaniment. Severa of these
were contained in two collections, The
collected pieces could be performed with
any popular arrangement of insiru-
THEnis.

Louis Dertel published at least
thirty-nine solos available with various
accompaniments which include piano,
string quartet, string quintet, small or-
chestra, ful! orchestra, brass band, and
military band. (krte! also published two
solo books, the first containingthirty-
three solos, the second thirty.

Sam Fox published many thestre
orchestra pieces composed or arranged
with the xylophone as soloist fir at least
omie chorus. Fox also published a collec-
tion of ten popular tunes arranged by
George H. Green which could be played
with piano, small orchestra, or full or-
chestraaccompaniment,

Zimmermann published several
method books containing solos and at
least five collections of solos, fuur of
them having piano accompani ment,

¥l. SAMPLES FROM THE REPERTOIRE

1 duies enfantines, by Aug. (August)

Ochs,

This March is for xylophone with
piano accompaniment and was included
in Albert Roth’ smethod for xylophonein
| 85-86. The piano part doubles the xy-
Inphone part most of thetime. Theform
is Intro., A, E (each repeated), A, then
Trio which consists of an Intro., C, D
(each repeated). Thisis a medium-diffi-
cult student level piece requiring a2-1/3
octave chromatic instrument. It con-
tains several examples of stick crossing.
[aee pages Ti-T4]

2. i Time" Palka by F. A, Josephs.
Copyrighted in 1887 by Jean White
and assigned to Carl Fischer in 1888, it
was eliminated from the catalog with
printing plates and al copies destroyed
onJune 4, 1955, Thissolo, like al of the
nineteen originaly from Jean White,
was amedium level piece suitable for
performancecn light concerts or recit-
als. It had piano and band aceam pisni-
ments and existed in aversion for pic-
colo solo aso. The White version of the
piccolo solo bears the subtitle  Polka for
Xylophone,” with instructions to omit
the part unless played as a piccolo solo.
The piece has a short introduction,
three sections of solo music each sepa-
rated by a Tutti, with a twelve measure
coda. The xylophone part is mostly con-
tinuous sixteenth notes with gixteenth
note triplet figures quite frequent on the
first half on a measure. The sticking is
not marked, but most likely the triplet
figures would be performed with a
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note scale passages, each six notes long,
occur fnur timesin the coda. The piano
accompaniment part shows them as
staccato, so they would not have been
executed asgliszandi. [se: page 7h]

3. Wood and Straw Falop by J.

Ringleben

One of the must popular xylophone
solos during the last decade of the 19th
century could be the Wood and Straw
(Falap by Ringlehen. This solowas pub-
lished by Carl Fischer (date unknown)
and is contained in The Carl Fischer/
Langey Tutor fur Drum, Xylophone,
Belle, and Tympani. [t was available
with either piano wr band acenm pani
ment, although the xylophone part shows
cues for orehestra. The same piece, with
only & few minor differences, was aso
published by Jean White copyright ca.
1888-9 and assigned to Carl Fischer in
1889, as felle of HAnr Harbor Galop by E.
K. Fuster, Thistitle was available with
either piano or orchestra accompani
maril. The popularity of this pieceis sup-
ported by an existing manuscript copy
dated January 1, 1896 and bearing the
inscription ‘Harry, thisisit,’” suggesting
that it waa given to someone after being
recommended for performance. Interest-
ingly, thevery exacting mznuscripe fol-
lows neither of the published versions ex-
actly. This suggests that it was copied
froma third version either published s
non-published. The piece is medium diff;-
culty level, very lislenahle, and features
ralls, glissandi, trills, and arpesziated
figurea. The cverall fuem is s straight-for-
ward galup having a first and second
strain, then a Trio which returnst; the
first strain, and skips to an extended
cada section. Note the inclusion of ihe
scale nt the top of the solo, showing
which notes are needed to perform the
piece. [z pages T6-77|

t. Electric Polkaby Harry A. Bower.
Contained in the imperial Method
published by The John Church Co. in
1898, this solo has cues fiir 1 band accom-
paniment and two extended sections of
rest for band alone. The piece begins

70

with an elaborated cadenza for the solo-
ist, followed by = Moderato Polka, A brief

band interlude occurs before a repeat of
thefirst half of the polka. The Tia begins
with = ten-measure band introduction,

followed by an andante section having
the xylophone solo playedfirst as a rolled
melady, then repeated with two-part har-
many in rolls. The third major section of
music is another polka having two girts,
each repeated. Notice the section having

triplet executions on single pitches, An
extended two-part Vivn functions as
coda and features scale passages, a two.

octave descending chromatic scaleand 3

two-octave rising gliszando in the
penultimatemeasire. [ze: pages 78-4i]

5. Tamkee Shuffle by Fred L. Moreland.

A popular ‘Characteristic March’
performed by the Sousa and Fryur bands,
this solo kears no copyright date. The
piece dates [rom araund the turm of the
century, and was recorded by Arthur
Frvar's Band on September 17, 1804 al-
though not asa xylophoneala. ' Dixie
Music House published several marches
as xylophone solos for use by xyloghons
soloists with bands. Lalelled a march
and in march form, it waz performed
much like a cakewalk nr two-step and
eould be used fur dancing. ™ Note the in-
clusion of two popular melodies at the
end of thetrio. Anessia is present during
the last strain giving a soloist the option
of playing a variation of the melody, This
improvisational approach was a comman
practice on marches when played asa xy-
laphane solo and the style was often con-
tinuous sixteenth-notes 1 ragtime. [see
pagesil-#i]

6. Parfing, Fonfogiz by P Heinza,
Contained within the Xylophone
Player's Solo Repertoire compiled by
Fanl DeVille and copyrighted by Carl
Fischer in 1908, Parting wzs probably
first published & decade earlier in Ger-
many, Obzerve the footnote stating that
orchegtrs paris can be obtained. This
goloisa theme with three variations
ench separated by an orchestral tutti.
The piece hasan opening orchestral in-
troduction followed by a xylophone #s-

denza which leads into the theme in
idouble stops. Variation | consists pri-
marily of arpeggiated chords in six-
teenth notes. Variation Il consists en-
tirely of arpeggiated chords in

sextuplets, Variation Il consists of
arpagriated chords in thirty-second
notes with a short cadenza near the
end of the piece. This structure gives
the effect of a faster, more virtuosic
version of the melody for each of the
three variations. The melodic structure
of the arpeggios results in almost con-
tinuous stick crossing, & COMMOonN fix

ture of xylophane solos during thistime
period. [see pages #3-55]

7. Roeked in the Cradle Of the Deep by

T. H. Rallinsom.

First pUb'ISth by W H. ':':'und_'.- in
|E81 a8 a cormet or baritone solo, thisxy-
lophone solo is arranged by F. E. Dodge
and copyrighted in 1908. The form is
Theme and Variations beginning with ap
Andante moderato introduction followed
by the theme; then Variation |, Allegro
vivace/Moderato; Variation |1, Allegro
maderato; AndanteMaestogg: and Fi-
nale, Risaluta/Allegro, The piece existed
with piano, small orchestra, fisll arehes-
fra, and band accompaniment. The small
srehestra version was published with
parts for 1st vln., 2nd vin,, vla,, bass &
cello, flute, 1st E flat clarinet, 2nd E flat
clarinet, hornsi(2iin F, 1stE flat comet,
3rd tromboner E flat bass, anddsums
[2.d., b.d., triangle). [se: pages #6-47]

8. The Mvummer's Escapade by (e, [0,

Barnard.

Published by (“ur! Fischer in 1908,
this was & show piece for the percue-
sinnist, and might have required two
performers to execute. One performer
can execute al of the partsif either the
tambourine or timpani are omitted for
eight measures at the middle of the
polka, immediately preceding thexvin-
phone entrance. Orchestration for the
pieceispianoiennd. 1, 1st vln,, 2nd vin.,
vla., cello, bass, flute, oboe; bassoon,
1st clarinet in B flat, 2nd clarinet in B
flat, hornsi2) in F, 1st cornet inE flat,
2nd cornet in E flat, and drima 5. d., b.
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i., cymbal) with traps, which includes
bird whistle, bells, cuckoo, tambourine,
xylophone, and timpani ad lib. This
piece features the xylophone as sol oist
for the last section which is a polka,
[see page* 33-34]

9. ‘Tween Heather and Sea by George

H. Geldard.

A full-length ‘Eoncert -Fantasie' for
xylophone with orchestra accompani-
ment, this solo was published by Cherte
inca. 1909. The form is Andante
moderato, Allegro vivace, Andante
moderato, Tempo di Polka brilliante,
Meno mossn, return to the Polka, then a
Trio with Coda. The andante sections
feature rolled two-part harmony, and the
allegro and polka sections contain many
examples of rapid scales, glissandi, and
double stops. Instrumentation is for
small orchestra which includes piano
(conductor), harmonium, vialima |, vislimo
abligata, violoncello, basso, flauta | & I,
clarinetto | in A, oboetramba | in A,
trombone basso, and solo xylophone. [see
pages 90-91]

10. tQuarteite Polka by Harry Bower.

Contained in the Bower Method,
copyright 1911 by Carl Fischer (origi-
nally pub. by Bower,n.d.}, this polka,
played with four hammers, shows or-
chestrarues for the introduction, makes
extensiveuz= of double lower neighbors
(or leading tones), and contains three in-
stances of glissandi in thirds which
would he executed with one hand. Note
the allusion in the title, 'quaret’ refiering o
theuss of four mallets. e page 92

11. Pork and Beans Rag by Mac

Nemmer.

Thisrag by was published in 1911 by
the Leedy Mfg. Co. and maintains the
traditional march form of Intro., A, B ire-
peated], A, then Trio consisting of an
Intro., C (repeated |, D, from which rags
developed. The Drum and Xylophone
part requires at least two players, with
the xylophone assuming a solo role for
the B and D sections. The piano part
shows the melodic ragtime figure cued
during the A and C sections. This piece
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probably had full band instrumentation,
and was possibly recorded by Earl
Fuller's Rector Novelty Orchestra
(George H. Green, xylophone) in1417 .2
Note the marking ‘introducing =yle-
phone’ on thedrum part, and the tradi-
tional tied sixteenth-note figuresin the
xylophone part which resulted in the
ragged rhythm. [see page ]

12. Overture to Mignon by Ambrose

Thomas.

Arranged by Gee. H. Green this
overture was published by DixieMusic
House with the cover bearing the copy-
right data of 1906, and the solo and piano
part bearing the copyright date of 1916.
As George H. Green made his debut in
Omaha at the age of alevan™ i 18061, the
date of 1916 is the correct one for the
publication of this solo. Thisis afull-
length overture, of the kind which made
Green famous as a serious musician. It
bears two important notes to the per-
former on the first page of the solo part,
The first is that “The Ger. Hamilton
Green arrangements of Standard Znm-
position for Xylophone solo are so made
asto be playable with any of the stan-
dard orchestration published, and with
any instrumentation from Piano alone to
Full Orchestra.” This note was included
on al of Green's arrangements for Dixie
Music House, and reflected the commuon
practice of performing with whatever in-
strumentation was available to accom-
pany the soloist. This overture can be
performed today with full orchestrapirts
as printed, or edited to exclude dupli-
cabed cadenza passages or smaller en-
sembles. Early recordings of overtures
like this one and the ones contained in
the Gardner Method, substantiate the
note giving perfirmance options. Green's
folio of ten classics (paih. 19271 wers writ-
ten to be performed in thissame format.

The second note at the bottom of
the solo states that “ The notes that are
sustained by a Roll are marked thus
[L—R] the letter “I." meaning to start
theroll with the Left Hand and the let-
ter “ii” meaning to and with the Right
Hand.” This instruction to begin most
rolls with the left hand is vital to un-

derstanding the correct interpretation
of much of Green’smusic and stylistic
interpretations. This solo has the stick-
ing marked for every note of the entire
piece, which is eight pages in length,

[Res page B4]

13. OId Folks at Home | Swanes River
arr. by Billie Edelmann.

Published by Dixie Music Housethis
was o of eight unaccompanied 2, 3, or
4-mallet solos advertised as ‘ Novelty Xy-
lophone Solos.” The entire set could be
purchased for $1.50, circa 1414, [see page
85]

14, The (d Well, Characteristic Inter-
mezza, Country Scenes Hu. 7, by
Theo. Bendix, arr. by M. L. Lake.
[2e¢ page 961
Copyrighted in 1916 by M.

Witmurk & Sons, with Carl Fischer as

the sole selling agent, this piece is

Tempa di Polka and was available with

small orchestrat: piano, full orchestra

& piano, or as a violin or xylophone

solo with piano accompaniment, The

piano and 1st violin part both contain
the footnote “This number can also be
played as a Xylophone Solo with Or-
chestra or Piano ace.” Cuesin the piano
part specify Violin or Xylophone' at the
first entrance and only ‘ Xylophone' at
the trio. A comparison of the xylophone
and violin parts shows a sustained
melody at the trio in the violin part
with continuous sixteenth-notes in the
xylophone part. These sixteenth notes
are the cued part in the piano score.

The instrumentation for small arches-

tra is piano (eond. |, 1st ¥In., 2nd ¥ln.,

vla., cello, bass, flute, 1st clarinet in A,

1st cornet in A, 2nd cornet in A, trom-

bone, solo xylophone, and drums (bells,

g.d., b. d., wood block, cymbals and

sandpapers). Cues indicate the full or-

chestra version would have additional
parts for 2 hornsin F and 2nd clarinet
in A, with the possibility of other in-
struments aso. This solo is amost con-
tinuous sixteenth-note arpeggios with
the overall form of ABACDDC. Anin-
troduction is contained within each A
section. [see page 7]
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16, Nola Fox  Thot, by Felix Arndt.
Originally a piano solo, this version,
published by Sam Fox and capsrighted i
1922, has no arranger listed, making it
probahly the most authentic version i
archestri It was pUbIlShed ina I::"-'I-"'-l-;'-II
(irchestrs Edition which came withei-
ther fll orchestraand piano!-45 net) or
gmall orchestraand piano (.30 net). The
emull edition has the followinginsiru-
mentation: Piano, Lst vIn, (cond.), 2nd
vln., vla., cello, bass, flute, 1st and 2nd
elar, in A, obo, kassoon, horns (2) in F,
1zt and 2nd cornet in A, trombang, and
drums (s.d., b. d., tom-tom, wood block,
cymbal, and xylophone). For Full or Sym-
phonic Orchestration, there would he
added to the above instruments & 1st
saxophone E flat alto), 2nd suxaphane (B
flat tenor), 3rd saxophone (E flataltal,
melody saxophone (same as nd/E flat
tenor sax), hanjo and a greater number of
the string parts, Saxophone parts for the
small versian are covered by either piano
cue or violin cue. All essential melodic
purls are cued in the piano and 1st violin
making smaller orchestrationseffective
performance mediums. The percussion

part could be covered by one percussion-
ist, with the xylophone having the
melody two times through the chorue.
The melody is cued for either piarm or 15t
violinin the absence of xylophone. The
fact that thisversion originaly givesthe
sk to the xylophone supports the promi-
nent position of the xylophone &z sola
instrument for popular music of the early
twenties, The popularity of thisversion
led to the publication of other arrange-
ments, ane being the version hy Gearge
Hamilton Green with piano accompani-
ment, puklished by Sam Fox in 1929.
|28 page 981

L, Whirlwind hy Joe Gwen.

Published by Lesity Manufacturing
0. in 1925, Joe Green' s Whirlwind ill
remainsa favorite of xylophonists. An
ariginal solo for xylophone, the printed
version for orchestra has the following
instrumentation: selo xylophone, piano
ipard, 1, 15t ¥1n., 2nd vln., vlia., cello, bass,
flute, oboe, clarinets (2) in A (and B flat),
hornsiZ] in F, trumpets (2) in A, from-
bone, and timpani in D & A. A version re-
corded by Joe Green in 1938 haszuka =y

lophone accompanied hy what sounils
likean accordion, The orchestra version
could be performed with piano sceampa-
niment alone, [see page 991

Hopefully the examination of these
musical examples has shed some light on
thestals of music for xylophone immedi-
ately before and after the furn of the cen-
tury. While older generations of pereia-
sionists seem to he aware of the existence
of thismusic, it is entirely forgotten, ne-
glected and unavailable to younger st
dents. A common thread which seems to
run through the approach to the ancient
instrument we call the xylophoneisthe
one that says “If only | had some good
music to play, | could make peopletiks
theinstrument seriously.” The xylophone
has a larger repertoire of solo literature
than any other percussion instrument,
from several centuries, and moreealos
exigted for the xylophone than for seversl
wind instruments during the late nine-
teenth century Not al of themusicisof
high quality, hut most of it can function
as pedagogically sound material that is
enjoyable to listen to a= well as fun to
periorm.

Your Source for
Percussion Research

PAS Research Proceedings are still available, but not for long! Highlights of research pm-
sentations from the PASIC ‘90 New Music Day, as well as selected paper presentations
from PASIC ‘89, are included in this important volume.

A limited number of these research proceedings have been printed, so order now before

they're gonel

 FALS

FEACLISSIVE BATE
SOOETE

Price is $12.95 plus $2.00 shipping and handling. Send a check or money order to:

PAS
0. Box 25
Lawton, OK 73502

or charge your order to your VISA or MasterCard by calling 1-405-353-1455,
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Xylophone

=

"On Time”

Polka

Introduction

~ = _ _ Polka

- &
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Published Literature For Xvlo
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Published Literature For Xylophone (ca. 1880-ca. 1930)

ELECTRIC POLKA.

H. A. BOWER.
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Published Literature For Xylophone (ca. 1880-ca. 1930)

“The Drummers Escapade” 2229
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Published Literature For Xylophone (ca. 1880-ca. 1930)

FOTE: The GEO. HANILTON GREEN arrangemenis o Standard Composilions for Tylophona Sole are s0 mads as fo <
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ENDNOTES

. According to Hal Trammer, in
an interview with Randall Eyles, the
Nagaed rozewond came from Honduras,
and the Klyposerus rsewnsod, & type of
eoenbidin, came from the Caribbean. See
Randall Eyles, Fagiime and Novelty Xy-
fopfhone Performance Practices [DMIA
Dissertation, Catholic University of
America, February, 1954], p. 74,

2. George H. Green constructed
his early xylophones, and performed his
debut performance with ks father’ s band
in 1905 on one he had made. “ George
Hamilton Green, Xylophonist of Chicago,
* Unifed Musician T, (July 19151, p. 1.

3. Albert Roth, Wethode for X_}':'.':-
p hone (¥Vevey, Susse: Agence
Internationale & Vevey, LE85-1886), p. 10.

4. Hecls states that ‘The straw-
bands must be connected with the under-
side of the inatrument...s0 that thein-
strument may not shift about. To do this
more cffectually,....] have invented a
wooden xylophone stand...” (Otto=asle,
Self Instructor for the Xylophone, 15th
ed., [Frankfurt-Main: Fimmermann,
19331, p. 10]. DeVille statesthat “ The in-
strument should be placed on z table fac-
ing the player...and in such a position
that the highest, 2= well as the lowest
bars may be reached with perfect ease,
Thetable...should be selected according
to the height of the player..." (Paul
DeVille, Unipersal Method for Xvlaphone,
[New York Carl Fischer, 19061, no pagi-
nation). Bower zavs to “ Place the Xylo-
phone on =& table suitable in
height,.. exactly in front of the student.”
(Harry A. Bower, frriperei Method for fhe
(lvwm, [ Cincinnati; John Church, [R5],
p. 92].

5. Gardner states that the “hars
are made of hard woud...und may be flat
or oval on top. The oval top is the more
practical __a glissande may be produced
with better effect uponan oval top xylo-
phone...” Carl Gardner, The Gardner
Modem Method, (Mew York: Carl
Fischer, 18141, p. 19.

6. Hal Trommer statesthat before
1927, the instruments “diffzred only in
their scale range and the beginning
note.” i Evles, p. T4). Gardner makes a

PERCUSSIVE NOTES  CECEMEER 1032

distinction gz to tone, based onan irstru-
ment having resonators (marimba) and
one without (xylophone); and says that
“The range of the marimba isgraater.”
He also includes several paragraphs de-
bating manufacturers labels versestone,
ranges, use of resonators, and meaning-
ful interpretation of composers intent.
(Gardner, pp. 20-241.

7. Eric Blom, ed,, Groves Diciio-
nary of Music and Musicians, 5th edi-
tion, 10 vals,, 5. v, “ Xylophone and Ma-
rimba, * by Allen Fry, (New York: St.
Martin's Press Inc., 181, . 9, p. 379,

8. Deagan, Catalegue “E" re-
printed in Percussive Notes Research
Edition, 24/3-f, [Urhana I1L: Percussive
Arts Society, 19841, pp. T4, 47

9. J. C. Deagan, Catalogue of Mu-
sical Inastrumenrta, (Chicago: J. C.
Deagan, 19271, p. 5.

10. An 1886 Season Folder Catalog
from Carl Fischer advertises xylophones
available from $4.00 to $20.00, aswell as
“Solos for Xylophones & Drums Con-
stantly in Stock.” This suggestsa large
amount of music which pre-dates the
scopeof thisarticle.

11. Gardner says two and one-half,
but most instruments from early cata-
ligees exist in three and one-half octave
ranges beginning around the turn of the
century. His own range chart includesa
three octave range as available.
(Gardner, pp. 21-22].

12. Bower states: “It may also be ob-
served that for convenience, the exercises
and pieces may be written an octave
lower..." (Bower, p.32]. Gardner states
“...the notation of a xylophone. .. in itSac-
tual register would entail the excessive
u=e Of ledger lines. . .far this reason it has
been written ina lower octave.” Gardner,
p. 23).

13. Prominent solo player’ swho were
members of major orchestras or bandsin-
clude Arthur Rackeit, George Lawrence
Stone, Frank E. Dodge, Carl Garlnir, Wil-
ltam Darn, Charles Fisher, and s score of
playerswiththe Marine Band.

14. Two prominent performersia-
muois for both cornet and percussion
would be Arthur Racketl, and J. M.
Flockton, Rackett was a percussionist for

such places as MiWiekers Thiestrs in Chi-
cago, cornetist for the A Battery Royal
Canadian Artillery, anda saxophonist in
both the Sousa and Fryar Bands. (Arthur
Rackett, Fifty ¥ears a Drummer,
[Elkharn, Wis.: Rackett, 19311, pp.&-8i.
Flackton was the solo cornetist for the
Cadet Band of Boston aswel! asthe au-
thor of & widely used method book for
percussion (ze: method books entry).
Oliver Zinameizter, a former member of
the Marine Band, states that“(}ur bass
drummer, Charley Viner, was principal
string bass; Juhnmie Auer, the other
snare drummer, was first celliat.” (Eyles,
p. ETL.

15. According to Sam Herman, the
staff xylophonist with NBC studios for
thirty-eight years, society dance bandsin
the late twenties usually had twenty to
twenty-five members, often with twoxy
lsphenists, and the NBC studio orchestra
had 55 members with two xylophonists.
(Telephone interview with the author,
October 8, 10411,

€. William L. Cakhn, Rochester’s
Classic Percussion, [Halearml, NY Cahn,
19911, p. 5.

17. Anyone knowing date of first
publication, please contact the author,

I#. James K. Smart, record cover
notes for The Sousa and Fryar Bands
firiginal Recordings, (New World
Records 242, 197§,

19, Ibid.

20. William L. Cahn, The Xylophone
in Acoustic Recordings [1BTT-1924],
iHolcomb, NY Cahn, 1378}, p, 25.

Z1. Article in the Sunday Bee,
(Omaha, Meh., November 14, 1915],

Eathleen Kastner iS Percussive Notes

Foeuz on Resmarch editor. ANy suggestion on

Focus an Research should be directed to:
Professr Knthieen Kisiner, Comservatory of
Music, Wheaton College, Whrtan, [llinois

1154 BOTAT

Lisa Rogers iSassiatars editor for Pereus-
#ire Notes' Focus on Research. Anycam-
miend regarding Focus ar Research should
be directed to: Lisa Rogers, School of Music,
Uriversity of (lahama, Norman, (Okin
hamm USA 73019.

99




PN S B0 ECTEN ifiiwiE wit i SeSesisulin
New Percussion Literature and Recordings
Edfed by James Lambert
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PERCUSSION ENSEMBLE

Heartheat il
Alim Gomi

10000

Southern Music Company

San Emiania, Texas

Heartbeat is a threemavement work
for percussion ijuaried. The insira-
sentation iS as follows. Peremsslnm
|—Buspiadied Cymbal, Prroession
Il—2me" Gong and Snare Drum,
Percussion 11[—Thres Toers Toms,
Percussion I'%—Hzss Drum. This
instrumentation should present no
problems, x2n fors middle-school
ensemble. Asthe title might suggest,
Heartbeat presentse serigs Of mus=
cal ideas that resemble the threb
hing, repetitive rhythms pf the
heart.

The firsl movement isin a modar:
ated’s meter. During this mave
ment, playerstsn through four glay
tmse OF two-bar istinato while the

100

suspended cymbal has the grimary
rhythmic setivity, Y €t, even this part
his highly repetitive, There are ind:.
cations for the gong to be played
witha rubber beater, and thers iSan
instruction i Eawe the suspended
cymbal played on thekill. Accentsin
thetissa, cymbal, and biss druss
parts provide variation, mler, and
pulse.

The second movement isa little
brighter in iempa. The main compo-
sitiond feature ise series of re
peated sixteenth notes with meeenis
that serve o define the nstingtn
fFgures, ThiSmavement has many
more dynamic changes including
both crescendo and decrescendn
passages.

Tha final movement iSwritien in
% and 14. Again, mslinetn Snees
abound with aesents and dynamic
seriatiz=a providing contrast be.
twin Major sections. This move
ment will require rolls and ruffs
from the second player, as w1 as
flams and double strokes from
player thnn.,

Heartbeat wanld ber fine piece
for am ensemble of first-year perous
siomists. While some of the temga
may b beisk for a eSS ixpiriimied
player, the mslinuin element eases
the learning precess. 1 you have &
yeung group of players, v ita iy
The educational watur of thiswork &
high.

—Nnrm Weinberg

Slapstick Il
Steven Barbderi
180 (score and parts)
CPPBefwin, b, [1991; Parc D3059)
This short septet is marked gy by
the publisher and is scumed for sian
iard percussion instruments-
rfednges [# specific pitches), snare
drum, bass drum, suspended rym
tail, vibraslag, siren, hand cymbals,
wood block, triangle, 2 timgani and
severd pairs of rhythm sticks, Tae
tempo is moderatelipzrier = 108
rollsare limitad; rhythmsare
uncomplicated (quarters, eighths,
some sixteenths): dynamics and
instrument changesare: clearly
marked; printing is very deer, One
|0-mpsure Section nesr the middle
=i Stick clicksand rim clicks for
an interesting contrast of caleetim
DTE.

Although the score el for ii

performers, thesare drum and
bass drum are surely intended to be
played by 2 players (thereisno men:
tiom of drum set or pedal bass

drum!, thus actually requiring 7
beginning percussionists.

Very suitable asan mtredurtary’
begianing percussion ensemble for
young gereasioniat for beaching
undior recital msa.

-John Baldwin

&ssimilation 1}
Anthony . Cirane

$5.80 (scorm and parts)
CPPiBebwin, Ife. [7571; ENS (H214)
This sexlel is marked imtermeding
by the publisher and is scored for 3
grare drums, snspendedSawd crm-
hals, triangle and bass drum. The 3
drum perts contain Eocket:like pas-
sages, unison writingead solo pas-
sages, utilizing both snemes on and
off. Thenther three parts support
the snare drum parts with ekt
like mskinatos and mmisom writing.
The introduction mses all SiX partsis
& Frocket-Hke manner. Rolls and
embellishments are limited ta the
snare drum parts-fp long rolls, 5's
and &5, flams and mufs, etc. & tempn
of quarter = 120 should not preeee i
ber pro*lem for intermediate snare
drummers. Dynamics and perfor-
mance directionsare dasrly
marked; the printing islarge and
WRTY cledr.

Suitable for teaching and recital
w2 by heginning-intermediate per-
cussionists. Tk cymbal, triangle
and bassdrum partsarereally fe
ginning tochnieally, but the hocket
like passages reyiire & mome inter-
mediate kel of counting and
ensembl e sxperisnme,

<John Baldraim

Russian Dance (Tragak) v
Fidar |, Tchaikovsky

Arranged by Phil Faiz:

$19.95

CCPBewin Ine.

15900 M. 4fiih fve.

Miami, FL 33014

The Russian Mance or Trepak is o
new percussion ensemble selection
that has been released under the
Phil Fezrd Perrussice: Ensemble
seriesky CCPHelwin. Based on the
popular muvesin fram
Tehaikowaky's Nutcracker Hallet,
this rendition is well sermed and

retains the drive and wignr of the
origina composition.

The work is transcribed formal-
let ensemble (bells, witraphioms,
xylophone, two marim&as, Boss me-
rimBa and caimes) With timpani and
tambourine. As writtan, Upta nine
peerfarmera nre called for, but Faird
suggests that directors double the
mallet pairts if more mastruments are
at their disgpaal, Hewever, heis
quick to point out thathelance and
blend are ntwinzsly important and
should ke considered when adding
parts. Fairi also indicates that the
bass marimba part can also be per
formed on the string Bass or electriz
bass if & bass marimba isunyail-
ahle. All of the m&t partsare writ-
ten for two mallets und wanld he
accessible ta any infermediate [eved
ensemble.

Even though Belwin categorizes
thiswork as sawy, thisise quality
arrangement. Much eexe and
thought has gone into the Hussiag
Dawee regarding ensemble and -
bee contrast. The arrangrment also
comis with an audio cassette with g
recording of the Russian [lnee and
performance suggestions by Faini.
Like the original, Trepa is just
dlightly over & minute long and
would bexs perfect selection fors
holiday concert.

-Mark Ford

Alre-Amena v
Phil Faim

$19.95

CCPBedwin, Ine.

Miami, FL33014

Phil Faini has been irmulved with
the study and perfemanes of A
can music for many yews. iz s
eral iiasiom he has published per-
cussion ensemble works that are
based om Afrizen themes and
rhythms. Afro-Amero iSFaini's new
cat work in this style and it is ded:
tuled s the Lancaster High School
P'srrussion Ensemble.

The Music is based onan West
African chant with two types of s
ditional rhythms. One isfrom reli
pires and ceremenial dancesand the
other is from the Highlifa ur pop
tradition of West Africa. Fuira
adapts these themes to western
percussion instruments such astom
fomd, marimbas, bass drum and
timpani. The music iswuritien for
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eight percussionists and all of the
required instruments would be
available ab most college percussion
PrOETEMmE.

The work begins over a mysteri-
bus pedal tone with a light state-
ment af the rhythmic motive fol-
lowed by a Full tutti restatement.
This sets up the first statement of
the choral-like chant performed on
marimbag, As the piece avolves, &
proove develops that features all the
blayers in a short solo. The chant is
{ransformed aver the rhythm and as
the Highlife section begins it takes
an a Latin-American character. Afro-
Amers concludes with & full-blown
gyncopated unison passage.

This gelection is one of Faini's
strongest original compositions
hased on African themes. The indi-
vidual parts are relatively ensy, but

" together they create music that is
“lively and captivating. There are

-apots that are predictable, but this is
characteristic of the styla. All in all,
eollege and high school percussion
ensembles will find Afro-Amere a
weleome addition to any program.

—Mark Ford

Symphony No. 1
Anthony J. Cirone
$35.00 (score and parts)
CPP/Balwin, Inc. (1971; ENS 00228)
Thie extended, three-movement
work for percussion octet is marked
advanced by the publisher and is
seored for orchestra bells, xylaphone
and various standard orchestral
percussion instruments (including 4
timpani), The two keyboard percus-
gion parts include single-line writ-
ing, some double- stops, rells and
glisses, but no mallet suggestions.
The eymbal and small concert per-
cussion parts contain straight-for-
ward writing with detziled perfor-
mance directions and mallet choices,
The drum parts are also straight-
forward and contain single-stoke
writing with some rolls and flama
with few performance directions,
The lead snare drum part is the
maost difficult of these parts, The
timpani part is difficult note-wise,
but requires no pedal technigue
during each movement, with tuning
changes occurring only between
mavements,
Movement | { Presto) is written in

24 and 3/8, both sectionally and as

ViV

PERCUSSIVE NOTES - DECEMBER 1932

changing meters. The 2 keyboerd
percussion parts seem to have the
main thematic content with riyth-
mie counterpoint and accompani-
ment provided by the other instru-
ments. Movement 11 (Adagio malto)
is written in 54, again with the
kevboard percussion instruments
carrying the main thematic mate-
rial. Sustained sounds and rolls,
punctuating rhythmic outburats,
hocket-like sections and pointillistic
pasaages highlight the movement,
Movement [T (Allegro viva) is writ-
ten mostly in 44 and 22, A middle
section starting in 88-with changes
to /8, B/, 28, 4/8, 314, B/8, 4/4-leads
to an extended timpani cadenza. The
whole of the movement is very
drumany, with the timpani being the
dominant instrument much of the
time. A section with several irregu-
lar-length vstinatos is of special
interest.

Suitable as an example of an
extended work is symphonie form for
standard instruments. The piece
doee not rely on gimmicks, unusual
performance practics, exotic instro-
ments, ste. Would serve nicely as the
focus of a semester’s work for & good
high school ensemble, or as the main
feature of 8 younger university per-
cussion ensemble concert.

—John Balduwin

Action/Reaction v
Mario A. Gaetano, Jr.

Pioneer Percussion

Box 10822, Burke, VA 22000

Action [ Repction is a percussion
sextet appropriate for a eollege en-
semble, using & rather large assort-
ment of instruments distributed as
follows: bells, low brake drum, high
wood block, concert bass drum
(player 1}; vibraphome, high brake
drum, medium wood block, small
crash cymbals, suspended cymbal,
tin cans, almgloclen (player 2);
chimes, snare drum, temple blocks,
vibraphone, lion's roar (player 3
marimba, F erotale, medium brake
drum, low wood block, tin eans,
almglocksn (plaver 4, bongos, 4 tom-
toms, tin cans, erotales (Eh, F Gh, Bh,
Bl iplayer 5%, and § timpani, concert
bass drum, large triangle, suspended
eymbal (player Gl Two vibraphones
will be required. The marimbe part,
written in a narmow tessitara, requires
only & four-sctave instrument,

The title apparently derives from
& compositional deviee, in which, the
composer tells us, . . . a three-nofe
maotive of indefinite pitch , . is
quickly followed by one of definite
piteh. . . Abrief introductions, initi-
ated by the action—reation motive
a0 deseribed, continues with a com-
posite rhythmic statement using
player 4 (tom-toms and bongos) and
player & (timpani). This rhythmic
comenderpoint, as the compoger terms
it, iz utilized throughout the main
allegro portion of the work, get in a
fast tempo with quarter notes mov-
ing at a metronome speed of 132,
Thiz section offers conziderable vari-
ety and interest through the ma-
nipulation of mixed meters and the
uee of textures that vary from tutti
aress to thinly-scored passages. It
elimaxed in & long section with ad
lib solos and cadenzas. Eventually
all players get their turn to impro-
vige, a3 the section eulminates in o
ten-second free ad fih. A return of
the opening motive (one step higher)
leadsa back to a repent of the first
part of the initial ellegro, giving the
work a rounded, A—B—A gtructure,

Gaetano knows the value of using
sound compositional procedures in
developing a work that can keep the
listener's interest, Just as impor-
tantly, he will also maintain the
intereat of those performing the
work,

—John R, Roush

KEYBOARD PERCUSSION
50L0

Fiir Elise 11}
Ludwig van Beethoven, arranged by
Juan Vazques

Pioneer Percussion

Box 10622, Burke, VA 22009

A piece that will be very familiar to
those who have toiled at the piano
kevhoard in their student days, hag
been skilfully arranged for the
young vibist by Juan Vezquez. A
good high scheol student should find
this arrangement quite playahle,
Mining for mallet literature in music
written for the piano can be profit-
able, but the material turned up
may severely tax the inpenuity and
patience of the arranger, For start-
ers, range must be accommadated,
and the vibraphone does not offer &

particularly large keyhoard, Even
more problematic is the necessary
simplification of an original written
for p pianist with eighl good fingers
and two thumbsg, in contrast to the
four mallet of the vibist, And, in this
cage, the job is made even more diffi-
cult because the publicatien has
striven to further simplify the origi-
nal o it can be uaed with young
players. This explains rewriting the
original in 34 meter with eighth notes
as the prevailing rhythm, rather than
using the 38 meter and sixteenth
notes found in Besthoven's seore.

The publication is properly
termed an arrangement, rather than
& transcription. In the performance
notes, in fact, Vazgues admils to
additions and deletions from the
original. Some of these liberties, as
Vazquez calls them, will probably be
apparent to someone who has played
or worked on the original, In the
eoda, for example, phrases in the
arrangement are extended by inser-
tions of an extra measure of an
pedsl A. Thia destroys the symmetry
of Beethoven's rounded, sight-bar
phrase structure, Other changes
directly effect the large scale formal
ordering of the piece, resulting in
repetitions of material that are un-
like the scheme followed in the origi-
nal. Some of these changes ware
apparently made with an eye toward
simplification,

However yiu may personally feel
about the alterations, no one can
dispute the value of this literature
in the training of the mallet percus-
giomist, The piece lenda itself par-
ticularly well to teaching musical
principles, such as phrase shaping
and dynamic shading. The publica-
tion does & meritorious acrvice to the
plaver with malleting suggeationg;
unfortunately, pedaling (or mallet
dampening, where appropriate) ia
not indieatad.

The publication, with its large,
neat, uncluttered appearance, and
its performance notes, can serve as &
model for the industry,

—lokn B. Raush

Junghe Walk

David Jarvis

$385

Southern Music Co.,
San Antonio, T
This i5 a rather cute four-mallet solo
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which is made up of raimernis re
petitive matives sct over ostinato
patierna in thelaft hand. Even
though there are nUMerous i pti-
Livews there issuflident variety to
make the solo interesting. Thehar-
manic material makes exlensive Use
of gearial harmony, and much of the
solo utilizes the sameiztersal in the
right hand. The counter-rhythmic
interplay ketween the hands are
chaZlenging hut interesting. The
main body of the solo is centered
arsand C, and the middle section
around = flat.

The print iS quite dear, hut page
furr are mecessary. AN excellent
solo for fomr-malkt training and
hand independence. Highly e
mended.

Checrge Frock

Gratfen VI
Marts Ptaszynska

woo

Thesadona Presser Company

By Maw, PA 19090

Sarin Plaezynaka has long been
recognized for her cumtribntinms to
marimbalfersiure, Several of her
works have been premiered at 144
tanventions and many have been
recorded. Howaver, X muse iS not
widely performed at w=iversities in
thestetes. G will possibly
change this aspect. Written for
“ehajen Jovam Zivkovic in 19a8 and
published in 1382 by Fresser, (i
Jfitn is one of Paszymsk's Strongest
solo marimba works to date.
Zivkovic hasincluded arn excellent
performance of it in hisnew compact
di&, (remars ."_'| L ] .'-'.-'l'n.'.';_'
but Bhyihme.

According to Maria, Graffi
TS poseliag, apvaying O sorafok
g on walls or orker szrfiiees, The
music rpans With e mysteriousde
mamiding melodic line that recars
throughout the work in g sarde-type
form. Alternating sections of quick
pasanges with thematic accents and
dramatic octave statement develop
the work. Praszyraks ewirls and
stabs at the main theme with embel-
lishments and develops the wark
withz natural sense of growth. My
only disappointment (which was
dight) wes the lack of n fast and
furious ending that [ was expecting.
Ilurls chooses i conclude on the
open extaye statement which is dra
aulz and conclusive. fimffif iSn
four-mallet marimba solo that is
demanding in both technical and
musical tzimis The harmonic lan
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guags iSpragressre and mest per-
formerswauld find Zivkovic's record.

i an asset for learning thiswork.
{imffita ismrer nine minutes long
and wonld bee fze choice for ad-
ramced performer’ s recitals or eon
Erta.

Mark Ford

KEYBOARD PERCUSSION
ENSEMBLE

Misimal Studies -
Rand=ll Snyder

$16.95

Southern Music Co.

San Antonio

Thisis an istarssting st Of meven
short percussion trios utilizing the
minimalism style of composition
Theseven trios, when performed in
their entirety, tetal 13 minutes. In-
abramentation includes i mé&t or
keyboard percussion players. Player
| requiress marimbawith g fow A,
player Ila wibraphess includings
bass bew, and player 111 isg mu
Liple percussion part requiring hells,
chimes, xylophone, I cymbals, small
gong, bongos, rattles, ands mark
iree. Players| and Il both must
have facility with fixer mallet tech-
nique. Thessren settings wary in
tempo, mood, and texture. An extes
sivw uze of 12 tone or row technique
is common throughout.

The composition comes complete
with e score and @ parts nlikough
thep#ta have sufficient cues for
performing =ar= conductor. The
print is clearly presented and the
editor has prepared them so that
iare avoided. An excellent
addition % the serious literature for
the mallet ensemble,

George Frock

[FAgE Lur

&begre From Ooled-Pariia, Op. 5T W
Franz Krammer, transcribed by Eric
Chandler
$20.00
Pioneerpercussion
Box 10£&2, Burke, “A 2:038

Chandler has sojourned into the
wind repertoire, msurrected an ex
citing movement of s wind octet hy
Crech-herm Franz Krommer, and
transcribed it for a mallet quintet
comprised of s xylophone and four
marimbas. The composer, whose
long lifel LTRE 18111 maacted from
Rococo to early Romantic periods, is
an example of one of those
Elzineminater whose music is seldom

heard kaday, hut who was greatly
admired throughout Eurupe dusmp
his lifetime.

Onere= nrgus that the success of
a transcription is often determined
intheinitial stage, when the piece
itsalf is selected, and before then:
fua] trarseribing Baging. FOr mx
ample, the transcriber might wish to
avoid some works in the string rep-
ertoire, especialy those that require
1 sustained, seamless body of sound,
Theseara prosdemetia for mallet
ensembles, because ralls ofie= do not
offere satisfactory substitute for
.'Hl'n'l"'lll'!.llll sonorities. In the-,..:.-
of Hrommer's piece for wind iastrs
menks, the original provides several
pluses for the transeriber a fairly
thin texbes: dominmied by detached,
non-legato artizuletions, rapid smle
passagesinwhich oneplayer np-
awers another in antiphonal fashion,
wnges of the individual parts that
fit well on the keyboard perrussinn
ingtruments used, and driving, ani-
mated rHythme

Thiswork will require &va cul-
lage-level mallet plavars. AN effe
Livee performance requsnes an under
standing of the musizal language of
theperiodinregard s phrasing.
Moreover, careful adherence to dy-
namic markings, which feature fre
ient forte-piano juxtapositions,
Hre o Brusk.

A perfarmance of thiswork
should justify the faithaf the tran
scriber and Pioneer Puhlizatinms in
its value, from hath an entertain-
mentard pedagogica perspective,

Jahm R Raush

tinma'pastium e, thus making s prior
knowledge i grip‘mavament or the
oomourrent “ se of an experienced
teacher neze=aary, A1 of the studies
are written in the mama key (7], but
the suthor sddmoniahes Bat onoe
mawdered car mod should be appdied
i other dva, The sequenca and pro.
greesian of the studies sesma work.
able, and the etudes do present the
specifio techniques in e musical con-
LR

Aill-in-all, this book would seem
in be suitable as & bazic &-mullit
text, used with an experienced
teacher, and euged smentad with
other materialks both pedagogica
and performance.

Jotn Baldaim

KEYBOARD PERCUSSION
METHODS

4 Mallet Democracy For Marimha

Jack Van (F=zm (edited hy Anthony
J. Civens]

$H08 (51p)

CPPiBebwin, Inc. [18892; EL (X3634)
Thisise collectional studirsrmer
rizes to develop d-mallel indapen
dence: techniques and a series of 14
etudes and one composition # meke
userf tke techniques, The sections
include single-hand studies, interval
studies, rotation studies, single.
mallet rotation studies, mixed rota-
tion studies, parally] motion etudies,
parallel chromati: movement stud-
ies, -meli=t arpeggio studies, and
advanced 4-mallat chromatic stud.
is. There is limited explanatory
material (i papnl and no ifusira

KEYBOARD PERCUSSION

The Vanishing Paapla Il
Edward S. Solomon

498

Soaiihesn Music Ca

San Antonio, Tx.

Thisisanew setting of the familiar
folk tune, I Létide fmfans. Instru-
m& &ion includes two keyboard
pETCOSEIONLALE, DA i am, tre-beres
und hess drum. O of thie beyboard
performers doubles on mirimhba and
vibraphone and wall pusin: sapei-
ence playing double stops. The snare
part includes only single note pat-
ternsand few rolls, The middle s
tion includes syncopation ins swing
fed.

Theprint isexcellent, and the
familinrity of the melodic material
should prove fun for the siudents
and audience dike. & good training
ensemble that can be included on
suth the concert and marching set-
ting.

Giorge Frock

KEYBOARD PERCUSSION
CONCERTO

Concerto per Marififlana & Orchestra
Meboja Jovas Fivkoe

Score $23

Solo Marimba Par $16

Orchestra pars on rental

Ed. Musica Euiropea

Muhlgasss 11

T3] Batlingin

Germany

L5 Distributor: Siete Weiss

Matajan dovan Zivkovic has been
vary ielive as both s composer and
performer in recent years. 1882
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brings his Concerto for Marimha

and Orchestrato print through the
{(ermen publisher Ed. Musics
Eurmapea. Performed as early as]#
by the Yugoslavian Radio Orchestra,
this concerto jivea a closer |00k g
Livkaviz the composer.

Thework is scored for fzi] or.
chestra and is approximately 25
minutes in duration. Featuring the
classical threemavement concerto
form, Zivkevic sets the stage for
the marimbasi combat and =l
with the orchestra. The firstmawe
merl istense and de rl"'||:|.x n fran
tic theme in the solo part. Thick
wxtures amd harmonies neekii-
uted by tutti rhythms propel the
music. With each swell Tivkoriz
explorese=w combinations of
themes and the percussion section
isfeaturedulune before iths move-
ment recapitulates. The marimba
part islinear in natare With sparse
for-mallel writing. However SOMe
playersmay choose to perform the
complete movement with fsar mal
lets.

Thesalter second miveremni
finds m =enze of balance as the piece
aliermates belwesn ensembleand
solo passages, The music [ifts and
falls with chorale and melodic disel
apesnt aSitmoves ine chalenging
cadenza.

Thefinal movement is the most
powerful and euhesive section of
the composition. The main theme
is reminiscent of Car] irfl"s
Carminas Burazs as performed in
the marimba part und the,, re-
peabed and transformed  through-
out the art hegtra. The music
changes character several times as
it marches through multiplemieLer
changes and secondary themes. It
flnally concludes inadizs T
mass of energy as the work moves
to the final chord.

Jivkowic's writing may seem
sectional and blocky at times, but
it israrely predictable. Therexr:
momenta when the music wavers
in directions, but the overall form
alaya intact. The marimbasolo is
diffizult and requiresnn advanced
performer with strongrsmarzza
e Skills and the orchestra parts
are also demanding. Balance will
earely ben major consideration
when preparing and performing
thiswork as the marimba occasion-
ally battles fortissimotuti: se
Linns. There is no indication that;
piano reduction of the orchestra
paris exists for perfarmance or
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rehearsal reasons.

Emkovics Concerto for Marimba
uatl Orchestra deservess good ook.
It may not bea classic, but isisdefi
=:kzlv worthy of inclusion on the
growing list of marimba ramssrtas,

Muart Ford

SNARE DRUM SOLO

Eludes, I Faii ‘Wil -5
Jeff Rattew
£600
Pionesar Perussion
Box 10812
Burke, VA 2901
Thisisa collectionnf 21 etudes,
solos, and duets for snare drum. The
forward of the text explains that the
etudes arz intended as a mupploman-
tal searces, and the variety makes
them perfact for sight reading, andi
Litma, or juries. Therears numerms
meter, dynamic, and tampa changes.
The print is+erv clear athough
many of the etudes have page turn
problems. The solos are structured
in such a manner that phrasing and
musical expression is possible, For
the studio teacher that is constantly
searching for quality, =ew material,
thisisa nice addition. It isideal for
the advanced high school and yrung
collegestudese.

p .
Lannge Frog

MULTIPLE PERCUSSION

Rip-0HF
Richard Kristad
Arrasged by Pery Dielsan
$10.00
dimicus Musica
1241 Araddsmy Avenue
Belmoni, CA 8802
Originally scored for twogess of
timpani or fus-lame, this version of
Rip-Off has been arranged for two
drum sets by Perry Dreiman. Both
of the versions e ayailuble from
Amirus Muosies, but thednum set
st be the prefierid version by

composer Hichnrd Kvatad. Krisind
includes the drum set version on the
OEW N ekt dlgi YLD, & per-
cussion iuertat recording released
by Clover Music. The timpani/tam
tomversionwas nct available to me
for review.

fip-0 Fepuene two e piece
drum sets and comes with the s
and individual parts. Thework
openswith eastant Sixteenth note
statements on thetsis with accents

building s the first solo. Hers
player one imprirvises over & quasi-
funk pattern. Asthe piece
progresses, Kristnd crialis tantril
with dramatic dynamic shifts and
maler changes. Player two sl mr

5 Swing etinate befire Rip-Off dives:

into & driving &4 section and more
solos. From Bere the work aeosler
itis to i strong final crash,

Rip-(hf isappraximutely nine
minutes long and is intended for
advanced performers. Kvistad lasve
w=veral performance options open by
nviiing combinations of thE'i|||||;-_'
and drum set versions including e
uarisl with each part dootiled.
[Bere is another interesting pesfar
narc: possibility that Kvisind spe
pests in the performanis notes. This
zace has beem perfarmed @s o 'strip
ease MER plajrs remoung oriscles
i clastking adurrg oreother plavers
win. This version és (eff extively tO
he discretion of the performers. Mo
odding...

Rip-f would be am earellini
haw casefor two drum Set playere
¥ith the added dimensices of the
ibave performancenatis, fip- (0
ould ben literal rip-of!

Mark Fard

Generally Spoken, I Malkisg bl
Rhythm

Nebojsn Jovan Zivkeric

No Price Given

Ed. Musica Europea Boblingen
Germany

Grenerally Spoken, It Nnthing bu
Rhythm is both the title of Trvkavics
new multiple percussion solo and
also iz new compact disc s re
cording rirrinmal, Writien for wihra
phone, threetams, bongos, two Chi-
nese cymbals, wood blocks,
dmplacken, suspended cymbals and
bamboo wind chimes, Zivkerriz trya
to explore man’ sthirst for the puisa
tine OF harmeny inths work. The
anfire WOrk iSplaved with four
sraphena mallets andlasis approsi-
nately ben minutes.

Tie musicis divided into three
asctinms that utilize differentoamp
dtisnal techniques, The first one
leals with independent sixteenth.
wde patterns that altermate mainly
w=iween the vibraphone, Chinese
w2 and wood blocks, These pat.
et are rhythmic but the Hstener
lo=s not perceive s mitir OF farm.
fame Of thestalements SeeMran
fam while others develop & rigealed
HLnang

The second section is, for the

nasl pot, m vibraphone solo with
interjections by thealmglaksn and
wood blocks. This section is marked
I'I:'|.|'II'III|'|I.||I- EE T T and ShImmeTS
with its broken chord style sz
nexis, The final section iShuilt mrer
a rhythmic islinalo that drivesto
statement similar to thefirst sec.
Lizn. The work finally wewinds toa
whirpering F major chord followed
by & fading Eeari beat on the large
Lein tom.

(renevnlly Spoken, Iis Nothing
but Rhythm s g difficult multi-per-
cussion solo intended for mature
players. A fize gense: Of timing and
phrase is regeimed and the recording
would be inveuekl: to the lanrring
PriaERs

-Mark Ford

TIMPANI LITERATURE

Dechrglion, Song, and Dance ¥
Kristen Shiner

$5.95

Ludwig Music

357 E. 140ih 51.

Cleveland, (e d4113-r520
Thisisewell conceived three
mavement solo fOr faur timpan
which, when performed ix it's en-
tirety is1il minutes. The apisirg
movement ise fast izn-melered
mtinatn consisting of patternsiz 2
and 4 note groupings. Most of the
meeures have i pulses, ket thes
note groupings change throughout.
The second movement iSg ghow
Recitative that has long ringing
lines. There iscansidernhli psan
srpoint betwesn the right and left
hands, and thereare: numeraus
pitch changes throughout the
movement, The Dance movement is
& fast tuneful salo. Therears nu
mernis pitch and meler changes ps
well ascrossrhythms between the
hands. Therearz occasional
phrases which ar= notated, but
improvisation is suggested. Color
changes include playing with felt
mallets, wood hands, fingers, and
various head nries.

The print is very clear with ar
renied notesindicated by larger
note heads. Each mavement is or-
ganized by the publisher g that
page turnsare avoided, All pitch
changes are indicated and the
drum to be performed on as well
4= excellent addition to » perform-
ing medium that deserves addi-
tional serious literature.

(iwera Frock
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New Percussion Literature and Recordings

STEEL DRUM ENSEMBLE

Fanl and Fave

Christopher Tambe Herbert, ar
rasged by Bhelly Irvine

No Price Given

Panyard Publications

2515 111h Swresl, W,

Akron, Ohio44314

Rant and fizve is & short (s, 371571
yet exciting scea for steel hand. Of
easy w medium difficulty gk work
is scored for tenor, deuhils Leanor
double second, guitar, cello and bass
pans, e sl and thel'l'l|_|l.'||l oAt
of a steel band.2imns, 2 cowbells, 2
congas and shaker. Along with the
score, two copies of each part are
supplied, with instructions fir the
engine room,

Remainingin G Major ihrugh
uut, there are isolated meamures
that require short chromatic runs.
In general, however, the piece
should present no serious difficulties
for any group. Except for & fiew short
measures Where they joint the upper
voices, the cello and bass pares pre
strictly measures wiere they join
the upper voices, the celloand Fs
partS:ln- strictly nermpanimental.
There are mone of the question-and.
answer sections between diffirani
pansthat is so popular in much of
today’s steel band wriking.

I :'III:-:Ir:|E'|I|||||'.|!'||||;-: appear i
be doing a fae job of making the
el band music of Trinidad and
Tobago mwailetle hersin the United
States, All printing iSment and ¢leer
on score and parts. All inall, Hant
and finve should prowe itself pipelas
with audiences dur to its calchy
melodies and exciting syncopations,

-Rich Hasily

takes srveral escarsions in thiSmine
miruie WOrk Which explares a veri-
iy of styles and textures,

The flute and marimba seem to
bes natural mmhination iNcham
ber music. This is evident in the
srciss of other Mute'marn T hid duo
music. Wallers opens his [uai Fx
curzinms With a forte fanfpre motive
in the flute followed by & driwing
rhythmic statement i the marimba
This begins the first of i sections
that make up the majority of this
work. Severa! of them gre titled
including the March Temps where
the rhythm is short und Steady
while the ffale exploresp meendnry
theme. & multl-fetered damoe fol-
lows with o slew mveleriogs melady
o marimbaisLinato patterns. As
the dancell "ﬂ'irll.': |nt0 ] '-llll.'.' il
deren, & new Section, I|:||'|1'\.II|'|_-!|':.-I
emerges. Herethere are sharp dy-
mamiz changes and instrumental
dialogue as the flutz chases the ma
rimba ta the final excursion. The
Presio drivesto the end where the
original theme iSpsiansd.

[hail Eroursions isan atractive
duel for flute and marimba. The
marimhist needssa be skilled in
four-mallet performancesnd the
flute part is demanding but easily
accessible for m athmezd player. It
wohd be eacelent for senior pecitals
or other public performances,

-Mark Ford

MIXED MEDIA

[iial Excursions for Flute and Marimba
op. 3

Mark Watters

$16.20

Mitchell Peters

3231 [Fanda Place

L Angeles, CA Bi0&d

Dot Erowrsiong for Flute amd Ma-
rimba was composed in 1985 and
wet commissioned by the Eiri Per
tue=nn Company and the
Sliramatsu Flute Corporation. It
was premiered in that year at the
PASIE in Los Angeles by marigbial
Cragary Goadel] and flautist John
Hurcelloma. Composer Mark Wat ters

104

CD RECORDINGS

Generally Fgoken.. 1ts Nothing Fuj
Rhythm

Mebajsa Jovan Zivkowlc

No Price Given

Bayer Records

(reneradly Spoden...IFs INothimp But
Rhythm is a meww compact disc re
cording ky peniussionist Mebojas
doven Bvkovie. Released by Haver
Records in Germany, this disc con-
tains music by Fivkaviz and other
European composers. Selections
include four works by Zivkivic: S
Widie, for marimba and male wrice:
Flurbas, e marimba sol0; Pezzn da
Concerto, for snare drum: and the
title track Gemeranlly Spaken, it
Nothing but Rhythm for multiple
percussion. Also included are Maria
|".:":=:':. AEka's marimbasolotir.-..'-'llr:
lshamnis Kotezhy's Verwehendes
Wichis for vibraphone;
Marimbasenic hy Markus Halt and
John Christie Willut's Ab Miram,
beth marimba solos; and @ marimba

transcription of Robert Scumenn's
Yom Fremdes Lander,, und
Menschen.

Even though Favkovics sub-title
for this recording is Tha! Pereas
sing, it iSevident that his main in-
terests and talents e in kaxansd
percussion, mainly the marimba.
The strongest rendition of these
heady compositions are Fhactes and
(eraffita, both marimba solos. These
works are expertly played and are
musically interpreted. But while the
combination of voice and marimba
on Eta Vidis is interesting and the
multiple solo, Generally Spoken.,.,
has creative energy and flair, severn
of the other tharts missthe mark.
The music by Eatszhy and Willat ar
slale and shallow and [esve thelis-
tener empty and eres the Bohumans
transcription larks the expected
warmth of a romantic wark.
Tivkovic’s performance of Markus
Halt' s Marimbazoni: however is
el lemt. Hera the music finds di-
rection through Tvkowic's ark Aimy

Generally Spoken contains nis
music for percussion gad in any
collection there will be high and low
moments. Zixkowiz displays his tech-
nical and musica ahility as hoth
composer i1 performer throughout
and even shows « little humor. The
CD sleeve cunlaizs svern] humor-
ous pictures of Errkavie posing witk
o erare drum. [t does make one wen:
der though wiere the emphasisis on
thispreject sinceall of the music on
the disk is mrions.

-Mark Ford

Feapie Who Hil Things

XYLO

$15.99

Clover Music

5614 Wasl Pico Bled.

Los Engedes, CA 90019

People Who Hit TEimga is o mew
compact disc by the percussion gear
tirt XYLO, Featnring ensemble
members Perry Dirsiman, Jack Yan
eem, Raymond Fraehlich and Rick
Fristad, this recording explores
many familiar worksin the percus-
sion emsamtle literature aswell as
original works and tramssriptines by
XYL All of the performersre
active in the San Franriscn ares and
have combined to create i new per.
tussan quartet,

This recording begins withus
origina composition hy Rick Eyistad
entitled Rip-Off, a drum set duet
that has recently been published by
Amicus Musien [ser drum set pe

siewes). The following nine selections
ore Sty Nights and Doggy Days
by Larry Lomdan; Sseond Construe
Live for Percussion Orchestraby
John Cage: Fuita for Wentharkings
by William Era%; The Whistler hy
George H. Green arranged by Gee,,,;
Double Music by g and Ly
Harrison; Crystal Cazan by James
Tenney; Rainbow Rippleshy (s
Gaemn; Ku-Ka-llimeho by Christe
sher Rouse; and Music for Pieces of
Wood by teve Reich. All of these
nine are fairly gtazdard ensemble
works and therefsre this collection
ropresents g fine resource.

The performanceshereare rap
quality and the sound is excellent.
K¥L0 redlly ghires on London’s
Starry Nights and Doggy Days,a
mallet quariet which iSmore popu
lar than maybe XYL redlizes, The
progrem sales shafe that the pieceis

itile knows outside of theRan Fran.
= area, hut I know of wewersl
performezees of the work on the
east coast in thepast few years. The
Second Construction and Double
Musicar= also expertly played with
great sensitivity

The lvw spot on the discis
Tenmiey's Crystal Canom, & canes fOr
fioor spare drums kil on the main
thems from Varese's Ionisation. The
music is dry and not as strong as the
other compositions. [ also question
the imciusan of F&h'sMusic for
Iteces of Wood. This concern is not
because of its quatity, but because
therenre ithar works by Reich (or
other mmjmaers) that would hagve
better complimented thisrecording.
However, thisisy strong perfor-
mance and could be pedlegmgically
useful.

People Who Hit Things by XYLO
will ber line addition to the growing
list of pertissan recordings. It of.
feram variety of excellent;:.-r..r
ninss combined with top-notch
sound quality.

-Mark Ford

Cass=c Works For Percussion En.
sembks, Vol.2

The University of Utah Perrussian
Ensembile

Douglas I. Wolf, (et

Ciaesl Mot Given

The University of Utah Percussion
Ensemble

Salt Lake City, Utah94112

The titlew ks CD makes one re:
Tert marmentarily on the various
meanings the ward #nssi may con-
jure up. Percussionists, because they
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deal primarily with s af the
twentieth-century, seldom relate to
the word in referere: to music from
the so-called rinwsic e, Ciassic has
neenainmelly been applied torias
pieces now considered milestones of
twentieth-century percussion Tiere
Lure, such as fanization, and Cage's
Third Coasiructios: however, the
urgingl compositions o= this CD
feve Been written very mecently, and
are not old enough % befabeled
clnssies in that sense. What Wolf
and his University of kel ensemble
have given us, are same original
compositions that deserve the g
oes aftention of the modern pisrous
snn ensemble although they may
someday =eie i place in the litera-
ture alongside the rfassi=s of the
.'I'.'il‘|-l:‘\-i'l'.1l.||:,'.

Six worksar: found on the disc,
The Bells, and a: Tangesiml ofn
keyboard piece by William Byrd, is
the only work found that & not an
original composition; Surizad (Hass,
by David Fllingham, & piece o
missioned by the University of Utah
Perrussion. Ensemble; Fast Mid-
night, the long-awaited piece hy the
compiaer of Pordien, Tom Gauger;
thefirst movement of David
Maslanka's concerto for marimha
and percussion ensemble, #rredia
11, Festive Fugus Dy Eric Edvalson;
and Haymeed Helhle's tow de force
for mallet instruments, Diabalis
Vaoriarfions.

Byrd's The Belis is an arvampge-
ment of u selection from the
Fitzanilicer: Virginal Baok, writher
in thelaie sixteenth CB i, Itise
st Of variatioms Written mrer
ground. Thisarrengement fora
Largn mallet orchestra, timpand,
piano, and percussion instruments,
unfolds ingathering mamentom
until it reaches & sonorous climax,
and serves as agood opener.

Those familiar with Gallingham's
earlier work, Poscha! [amees, will
nothe surprised by theeflectiveness
of his Stained Glass, set in three
moveresla (Fwers, Cathedral, Sua
Catehers] here presented inan ex
smplary performance, Gilllingham
marshalls hislargeforees will, He
utilized smvernl effective techniques,
from the simplest chima patiem—
reiterated in themanner of ringing
church bells- ta complex textures
with mallet msimetog nnd pawerf:
percussion interludes, He exploits
the lower registers and ensemble
has to offer and predures a smoroas,
rich, organ-like quality of wssl.
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In Past Mid=ighe, Tom Gaoger
again maszarfitlly manipul ates
rhythm patterns, manx reminiscent
of those infrimatarangh and, espe
dally Portizn, to produce ar: auds
ance-plensing piece, shot through
with jazz elements and exciting
drum breaks. Handbels add an un-
usual sy to the ensemble.

The first moevement ol Aroadiie I7
aoaneerin fOr merimbe and porsue-
sl ensemble, spotlights Eric
Edvalsie @3 marimba soloist, One
wauld expect that if one of the
trarks on this disc were to becomen
cinssi, someone of Maslankss tzl
it wold be the likely composer,
Exploiting an remasuzl mneriiy,
which relya m= long, repeated
r=tinatn patterns and even some
wocal sounds, thismusicisina
minimalist vein. Thefst-meving
repetitious patterns make the
soloist’'s job diffist:. Edvalsan pives
e == account of his Lakent= ase
marimbizt; he also demonstrates his
ability ass composer, evident in the
next drack. His Festive Fugue, wril
tem for marimbassesyes ms an en-
core to the mneesta.

Perhaps the most impressive
playing on the disc is risised for
the concluding track, Raymond
Helble's Dimbalic Vararios Written
for & large mallet ensemble with
timpani. Wolf’ S gzsmide moves
‘hroagh this difficult work with
imazing precision. Oneproblem
‘hat looms particularly largei ka?
areing the many lizes in Hehle's
often thickly-textured score. Here,
Wolf does an admirable job keeping
theperta clearly delineated and
balanced.

This disc by the University of
Utah Percussion Ensembleis g must
acquisition for the musiceducatar, It
clearly demonstrate the musical
possihilities of the contemporary
percussion ensemble and the Huera

fure this medium = currently inspir-
ing.
dotim B Ransh

Rhythm [erce

Andrew Marchestii

0w $14.00 each, Casssttids] $10.00
each,

$2.00 shipping and handling [ug
thees erders)

Andrem Marcheti Producfions
7.0, Bax 56T

Oakley, CA 94561

Caorenis:

Oweriand—alay delrassi
BE—hilex delrassi

Sauilhern Exposure—~ley delrassi
Rrthm Danoe—Sieshen Soolet

‘Walkz Criglo—A. Laura
Escalanie—Toby Tememibim

Ja Joy i Man's Desiringe=J.5. Bach,
BIT, David Qualay

Wirabslls—Ead Klugh

Lullaby-David Guakey

Rivpthes Danee is check full of warm
compositions, meaning’al perfir-
manzes, richtimbres, and smooth
lines. Uslike some recordings that
feature themarimha and their per
formers exploring the dizzying
heights of thepsyratedhmu tightrope,
Rhythm Dance prows that the ma-
rimbacan bz s highly axpressi
musical medium while sbiying o bit
closer i the ground. Thisis nei to
say that Mr. larchetii does not
darrle ms with technique. The dazzle
comes from &z musicianship and
rontral of the musical elements,

The nine works that ghar: this
CD haven few momman sements.
Many of these compositionskas
juzz-like flavor, especially Alex
felirnssi’s Buthern Exposure, o
brief jazz flavored composition with
interesting chord progressons and a
relaxing melodic flow. Theftitle cut,
‘Rhythm Dance= by StephenZoster
bringstherecording into more dar
ing harmonic territury, While not
‘outside”, the konal respurres are
more sophisticated than the
{eizrssi compositions. An extendad
Fage] section brings out some of
‘larchetti's beat playing on theil[,
Taby Tenembawm’s “Esalante” is
another mare technical composition
with advanced cuntrapuntal wrilisg

A few of thess warks bave u
child-like quality deirasss ifi, iSn
unique composition with a imyile,
melody joined with m kaghly it
iz and sophisticated Lapsetry i
ampanment. The CD'sfindl offer-
ing, “Lullaby” by TDiawid Gualey, is
simply a beautiful, touching comga-
ETlan.

One of the highlightsof filwifim
{lanze is Qunley's armngement of J.
. Bach's"Ji=az Joy Of Man's Tesir

ng”, Gualer dressesthi familiar
pieceine fancy new it of rhythmic
motion. Therrerall effect issmilar
tothat of an Irish flkseng. It is one
of thosernra arrangemenia that
grabs the Fstener and asks for
smile.

A. Liure’s Waltz Cricle”. saunds
inspired by the pardir s of e
previoms ceriury. A lovely work with
traditional formal structure, it isa
pleasure to listen o

J-I'J.I_n"ull.'.'.' r|:|||| vIEH CD that was
“recerded without overdubs or
multieracking, It was digitally g e
neered, edited, equalized, andqqs
tered. The reverh is natural.” My,
Merchecti performs on o M psss
Cpmserhury from 1949. Itisani=.
airamest With & gorgeoss sound.
Thewmly complaint one might ke
with thie rearding is the editing. It
isacommon procedureto et
several performances of i piece, and
splice the most effciive portions
together i ereate the final version,
This can eseats auditle problems
when the natural reverberation of
the performance space cuts off
abruptly a the beginning of newly
spliced section, While these minor
annoyance8 don't iztarrept the en.
wrment of the listening experience,
the CD might have been better off
adding digital reverberation kefiire
the fnel min.

I'you enjoy themarimba, ya
nus' buy this recording. You'll find
hours and kaurs of enjoyment fram
bath the compositions e the per
[rmances. Thank yon Andrew, for
bringing = great deal of beautiful
mesiz into my home.

-Nom, Wrinberg

Werimbedls Of Chiislias
Ed Hartmarn
Fls8
Hikin avallsble on cessstie for $9.95)
Hympglo Marimba Recands
1501 Imiestake N. Seile @7
Sagllle, WA BEI0G
This CD contains sixteen mikecimmns,
ull music associated with the Christ-
mas exasan, arranged and per-
formed by Ed Hertman. Selections
are: Bach' sy, Joy Of Muxls [lesic
ing; Carod OF tha Bolls; Packalbel's
{Czxan in I three traditional Span-
ish and Puerin Rican songs,
Villaneize, A lo Nanita, and Alegrii:
£} i l'.'_'.' ."l-ll:'nll.'_ (red nalaeiva paarrh
||I|'r.l.'|' ':'il_ln-'_ J:.:f.'l:ldh' I UasT e thad
Sum fromn Babes i Thednad: [nee
||||-r.:..I T Plumi Fiirses; Do i
i Meed-Naked Cldness Dby
Araly Brnes; Trepek; Silant Night,
L||. e KT |||||l.|||||:|i I.'.I.:'Ilh .I:i'. "'“l"' [+
Thred ..i'|1'..ul||'\.:|'|'. Tanbella, |':'-l;_|.'
Furgr Mler I|.'_| on ik, and Carillon
oo i Frensh Caral Aoe Marda: anid
Beszthrveen's Chle do olry

Hartman uses the usual melodic
(eriaiEen insremenis—mallet-
keyboard imsiruments such asma
rimba, bass marimba, wkeapkans,
bells, chimes and rrutales—and Lim
pani, inawasiey of combinations,
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MARIMOLIN..

Nancy Zeltsman, marimba Sharan Leventhal, violin

Spfciﬂ.f Thanks to Marimolin from —
ENCORE MALLETS \Dan Lidster (2141 436-6963 & #rarimnba ome Ron Samuels (707) 839-5725

over which numaraas PArcuRsLLN
effecta are layered. Castanata
shakers, triongle, snare and
haas drum, kand drum, eymbals,
ehima Lrew, gong, and tambeu
rine arg usad, ||:|-I|-\.;|-| peEr-
forme all of the paris

By mixing and matching the
mallet instruments used, and
providing an ever-changing
spectrum of percussion sounds,
Hartmar does his best to keep
this familiar fare fresh and in
teresting. To his credit, the ar
rangamamts Show a great deal of
thought and planning.

I addition to providing light
listening enteriaimment to a
genera audience, this disc may
help open theryss of young-
sters, interested in peremasion,
to the possibilities inherent in
instruments of the percussion
family to function as an urches
trn in their own right, and the
fun of becominga player who
can function asaiotal perens
slionist.

Jofim R Rousk

Vibrant Esragque—Steven
Machamer

Steven Machamer, Vibraphone
Eric Wyrick, Violin

Gerald Ranck, Piano

108

No priee given

Hshlar Records

T14 Ninth Avenue, Suite 526

New York, NV 10018

contents:

Sonata in F, Op. 2 Ha. d—=Geang
Friedich Handel

Concerto in F (Italian)-Johann
Sebastian Each

Kommad du nun, Jesd, von Himmel
hermuter aul Enden (Schubler cha-
ralej=Johann Sebastian Bech
Sonate adeur, No. 3 in C-Jean.
Marie Leclgir

Sonata in E, No. 3—Jahaiia
Sebastian Bach

This is numigise recording; an
entire CD Of transcriptioms for
the vibraphone! Marvelous!
While some purists may think
thai performing transcriptions
1= a bravedty on the composer’s
origina intention, the redity is
that composers (especially those
of the Baroque oral have always
encouraged talented musicians
to eraali branscriptions Of their
works. And, Steven Machamer is
a1 talented musician!

From the opening notes of the
Handel, one can hear three mu-
sicians who play with clarity of
ling, create phrases that are
little "zem=", and offer superb
delineation of musical form.

This work was originaly writ-
ten for two violins and key-
board. But the centrapuntal
interplay between instrument8
isever more apparent with
three contrasting, yet highly
complimentary colars,
Machamer's bowed vibraphone
work im the Adagio is astound-
ing. By initiating the nttack
with = mallet, and then bringing
in the bow (without any percep-
tikle “glitch” in the sound), he
makes the vibraphone's tone
cometo life nwer the longer
notes, While we're on the sehject
of technique, Mr. lilahamer's
peda work iswithout faw. Hemx
make the most intricate passagea
harmonically clear.

Thisreviewer wns especialy
taken with the Leclair Sonata.
Having never heard the work
before, it waseasy to imagine
that this insirumentn] combina-
tinmwas Leclairs original in
tent. Too bad the composer died
two centuries ago! I'm sure that
he would hinve written some
wonderful chamber music for
the vibraphone. Mr. Machamer's
ensemble work with Eric Wyrick
inthe Adagio and Allegro mave
ments isone of the highlights of
this recording,

The Bach Sonata is another
performance that merits high
marks. From the expressive
rubalno of the opening Adagio to
the daple'triple rhythmic cem
fliets of the final Allegrs,
Machnmor and Gerald Ranck
weaven wonderful LApeRtry of
sound and color.

The recording of Vifiraat Ba-
rogue isexceptionally well done.
The entire CD seems recorded
using “close-mike’ techniques
that hielps the listener feel that
beis on the stage with the per-
formers. Thissn’t to say that
the recording i= dry and sterile.
There is enough ambiance in the
recording (especialy the pianni
to create a feeling of warmth.

[z the final analysis, Mr.
Machomer has created o record-
ing which pravas that (with the
right performer| the vibraphone
iz just ns capable of artistic wir
tuosity asany other instrument.
Do yourself 1 favor and buy this
recording. Tuw will not be disap-
pointed-the e=xlectinn of music,
the performances, and the re
cording, are al first-rate. I'm
sure that we' re going to be hear-
ing more from Steven
Maehammer—hepefully soon.

—Moarm Weinberg
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PNEEHALPTER &

Edited by John Baldwin

Members«f the Ferrussive Arts Society
are encotraged to submit émformation
about herr activities fo Percuesive Nodes
for inclusion in Chapter News and e -
hership News, Send submissions to: Dr.
John Baldwin, Boise State [iniversity,
Music Department, Boise, 1D 53725,

L

NEW ZEALAND
Chapter News

Following two days of six concerts i en-
tertain 4000 Cantertury School students
land some senior citizens) in the
Christchurch Town Hall, the Canterbury
Percussion Ensemble undertook a fur-
ther series of school and public concerts
in Greymouth, Blenheim, Nelson and
Tukaka throughout the first four days of
July. The CPE travelled 1300 kilometers
through difficult winter conditions to
present 15 concerts Over gix consecutive
days. Four of these concertswess full 2
hour evening performances. Individual
comments such as“brilliant,” “fahualons”
and“fantastic” followed performances,
and the Ensemble has been invited back
to Blenheim, Nelson and Takaka in the
new year, Thesueeeas of the Christchurch
school concerts aver three years emzuras
that these will be an annua event and
the Ensemble also plans to take its
unigque music further afield from Canter-
bury in the futurs. The eight members of
the CPE are adl playing members of the
Christchurch Symphony Orchestra:
Nigel M ¢ Gregor, Brett Painter, Jane
Somerville, Craig Thorne, Andrew
Weir, Julian Weir, Stephen Weir and
Tom Williams,

POLAND
Chapter News

The city of Opole hosted the Fifth An-
nua Internetional Percussion Festival
in early April. The Festival was orga-
nized by the Polish Chapter of PAS
(Wojciech Lasek, chairman) in coop-
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MEMBERSHIP

NEWS

Artists‘clinkZans of the Fifth Annual
International Percussion Festival [lft to
right): Wojciech Lasek, Bernhard Kolberg,
Jacek Wiita, Stanislaw Skrzypczak,

Stanislaw Skoczynski, Klaus Tresselt,
Richard Pusz, and Nebojsa Jayan Zivkovic.
Right (left to right): Heinz wam Moisy, Nebojsa
Jowan Zivkovic, Wojciech Lasek, and
Richard Pusz,

eration with the State Philharmony of
Opole and the Secondary School of Mu-
sicin Opole. Financial support was given
by the Central Pedagogical Committee
of Artistic Education, the President of
the City of Opole, Wajewndsh:p of Opole
and many firmsacting in Opole. Artist/
cliniciansincluded: Bill Malenhof (Jazz
Workshop); Heinz Von Moisy (Cantem.
parary Percussion Techniques, Jazz
Drum Techniques, How to Make the
Group Rehearsals?); Nebojsa dovan
Zivkovic (Funny Marimba, or How to
Have Fun with Yeur Instrument); Hi-
chard Pusz; Gunnar Augland; Gabor
Szendi; Bernhard Kolberg (20th Cen-
tury Percussion Instruments); Klaus
Tresselt (Seminar of Group Perfor-
manee); Percussion Ensemble
Stuttgart; Tomasz Stanko; Krzysztof
Brieranski; Pawel Scieranski; Kreysztof
“Puma” Piaseckl; Jan Cichy; Miroslaw
Bitkowski; Lech Janerka; and Percus-
sion Ensemble Wrnelaw. Ten excel-
lent concerts, seven workshops and the
All-Polish Chamber Percussion Groups
Competition took place during the 1992
Festival. The main idea of the concerts
wasto present different trends and wari-
ous Kinds of contemparary percussion
music. The Festival closed with asym-
phonic concert given by the Opole Phil-
harmonic Orchestraunder the direction
of Joseph Herter. Soloists in the concert
included NebojsaJivir Zivkovic, Rich-

ard Pusz and Percussion Ensemble
Wroclaw.

The All-Polish Chamber Fercus-
eion Groups Competition was a big at-
traction and experience of this year's
Festival. Twelve percussion groups
frem various parts of Poland partici-
pated. The jury had an international
flavor: Richard Fuzz, Nebojsa J.
Zivkovic, Stanislaw Skrzypezak, Jacek
Wole and Stanidaw Skoczynski. The
Percussion Ensemble Warsaw was the
eventual winner. Bernhard Kolberg
personally congratul ated the prize-win-
ners and presented percussion instru-
ments to them.

Another event of the Festival was
the International Exhibition of Percus-
eion Instruments, with displays by
Yamaha, Paiste and Kolberg Percus-
HEFL.

The 1993 Sixth Annual Interna-
tional Percussion Festival will ac-
cur in Opole, April 19-23, 1993. In
addition to the concerts and work-
shops, the first All-Polish Fercus-
sion Competition will be held. For
further information, please contact
Wojciech Lasek, ul. Bicnkiewiczn
28/4, 45.037 Opole, Poland.
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ARIZONA
CHAPTER NEWS

The Arizona 1992 Spring PAS Festival
took place at the F'imz Community Col-

lege Center for the Arts in Tucson, hosted
by Gary Cook, and was again both
highly educational and successful. Epen

eara for the event included Yamaha,
Sabian, Pima Community College, the
University of Arizona, the Arizona State
University School of Music, and the Per-
cuasive Arts Society, The weekend began
with a Friday evening concert performed
by E'l.,l-:-!.'u'n"_'l.' i1, the perenssion and dance
dun with Michael and Nancy Do,
The Festival aso featured free clinics
presented by Michael Udow, Robin
Horn and Steve Hemphill. The 19th
Annual Percussion Solo and Ensemble
Festival culminated in a showcase con-
cert featuring outstanding festival win-
ners and ensembles. Paneled competi-
tion categories included percussion en-
semble, keyboard ensemble, solo key-
board, timpani, snare drum, multiper-
cussion, drum set and amock orchestral

audition. Forty entries, comprised of high
school, junior college and university atu-
dents, participated in the competition,
With the conclusion of this exciting fisst-
val, Arizona PAS anticipated the Fall PAS
Day of Percussion, featuring marching
percussion clinics and competitions,
scheduled for October 17. The 1993
Spring PAS Percussion Festival is
planned for February 26 and 27, 1643, at
Morthern Arizona University in Flagstaff.

CONNECTICUT
CHAPTER NEWS

Larry Alan Smith, Dean of the Univer-
sity of Hartfords Hartt School of Music,
has announced the appointment of Ben-
jamin J. Toth to the percussion faculty,
Tith, formerly on the faculty at the Uni-
Vasty Of C| nCi nnati,': "IIIE':_"I_--':’:‘_|.'|E|_"-|'|.';:_.
tory of Music, is a graduate of thelini
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versity of Akron and University of 11li-
nois. He studied with Thomas Biwe, Larry
Snider, Donald Miller and Robert McKee.
As an artist-in-residence with the Per-
cussion Group/Cincinnati, he had toured
internationally and presented chamber
music concerts, master classes, clinics
and concerts. With Percussion Group/Cin
cinnati, Toth has performed with the
Hong Kong Ballet, the Cincinnati Sym.
phony Orchestra, at the Fifth Interna-
tional Percussion Workshop in Poland,
the Percussive Arts Society | nternational
Convention, at colleges and universities
throughout the United States, as well as
at the Gageera New Music Series and
theRawinia Young Peoples Program Se-
ries. As a solo performer, Tath has per-
formed with such big bands and show
band performers as the Jimmy Dorzey
Band, Les Elgart, Myron Fluren, Red
Zkelton, Carol Lawrence, Mitzi Gaynor,
Eddie Fischer, the Four Aces and the Ice
Capades,

FLORIDA
PROFESSIONAL PERCUSSIONISTS

Dick Cully

representing Slingerland in clinics and
workshops nationwide.

ILLINOIS
CHAPTER NEWS

March 6 was the date of a‘Marimbasff

Just when many music fans thought the the World” concert held on the campus of

fampus Big Band sound was fading away,
thel5-perann Dick Cully Band appeared
on the scene. The band-led by percus
gionist and Slingerland artist Dick
Cully—is keeping the genre aive out of
their home base in Southern Florida.
Cully, who began playing the drumsin
hisfirst rock ‘n’ roll band at ag= 16, hasa
dynamic sound which has been compared
favorably to the legendary Buddy Rich.
The Dick Cully Band, now ten years old
and chosen as one of 1989's “Best Bands
in the Nation” sponsored by Downbeat
magazine, had arather unusual debut.
Cully, working through a booking agent,
was looking for gigs for his band. At
aly hedidn’t have a band yet-just afew

Western 1llinois University at Masarmh,
Virtuoso Steven Chavez performed on
the marimba con tecmnies, the oldest
type of Fuatemalan marimba-diatonic
with gourd resonator. Students fram
Western Illinois University, Macomb
High School, Edison Junior HighSchaq!
and some pre-school children were =]l
participants in the event organized by
Dr. Richard Cheadle. A rousing rend:-
tiom of La Bemba performed by partici-
pants and Chavez closed the concert.

Pan Day USA, an annua steel band
gathering, was held in early April gt
Western Illinois University under thg
direction of Dr. RichardChigadle. The
1992 concert featured steel bandsfrom

music stands, afew arrangementsand a Western Illinois University, University

drum set. In fact, the musicians never
even practiced before their first perfor-
mance! But, the show went off as sched-
uled and the band hasn’t stopped since.
In addition to his work keeping the Big
Band sound alive, Cully can be heard

of Illinois (Tem Siwe director) and
Northern Illinois University (Allan
O'Connor and Cliff Alexis co-direc-
tors). MITT professor; Rich Holly and
Robert Chappel aso performed with
theMITI band. Tom Miller came to [11i-
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naiz to work with some of the bands,
This gathering of over 50 pan players
was the largest since the 1987 P'ASILC in
St. Louis and the largest ever in the
state of Illinois. Other guests in past
vears have included the Indiana State
University steel band under the diree-
tion of Dr. Tim Peterman, Lennard
Moses, Cliff Alexis and Len Boogsie
Sharpe.

The 1992 Bands of America Sum-
mer Band Symposium was held on the
campus of Illinois State University in
Normal. This week-long symposium of-
fered the opportunity for band directors
and students from 35 states, as well as
Australia and Canada, to participatein
performance groups, masterclass ges-
ginns and workshops taught by some of
the finest artists available. Thisyear's
symposium was also the premiere of
the BOA World Percussion Symposium,
which had a three-track focus on
marching, drum set and comprehensive
percussion. Sponsorship was provided
by some of the biggest names inthein-
dustry, such as the Pearl Corporation,
Yamaha Corporation of America,
United Musical Instruments USA, Trie,,
the Selmer-Ludwig company, Sabian
Ltd. and the Avadis Zildjian Company
Percussion artists/clinicians included:
Casey Scheuerell; Gregg
Bissonette; Thom Hannum; Cadets
of Bergen County Drum and Bugle
Corps; Ralph Humphrey; Tony
Verderosa; Jim Campbell; David
Gluck (with Dallas Brass); Michagl
Burritt; David Collier; William F.
Ludwig, Jr.; Gary Cook; and James
Ross. Several participating students
received merchandise from the spon-
sors: Josh Peterson of Eden Prairie,
Minnesotaa Zildjian A Custom Crash
cymbal); P, Fadoul of Annandale,
Virginiaia Sabian 16" AA Thin Crash
cymbal); Brian Bennett of Macedonia,
Ohiola Pearl piccolo snaredriim . Guy
Eammerer, hand director at Marion
High School in Illinois, was awarded a
wind and percussion accessories pack-
age from Selmer-Ludwig that included
a set of Ludwig bass drum, multi-tom
and timpani heads, 20 Silver Dot hat-

FERCUSSIVE NOTES = DECELASER 1337

Students from Western lllinois University, Macomb High School, Edison Junior High School,
and preschool children join marimbist Steven Chavez in a rousing rendition of La Bamba,

...ih& Northern Illinois University steel band, directed by llari & Cannar and Ciff Alexis.
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ter and snare heads, and 20 pairs of
Challenger marching snare drum
sticks.

INDIANA
CHAPTER NEWS

Jon A. Crahiel has accepted a
fellowship to do graduate work in
percussion at Indiana University in
Bloomington. He is a recent gradu-
ate in percussion performance of
Eastern lllinois University, where
he studied with Professor Johnny
Lee Lane. Jon was a leader in the
percussion ensemble, marimba or-
chestra and marimba rag band. Jon
was on the staff at the Sixth United
States Percussion Camp at Eastern
Illinois University.

MASSACHUSETTS
CHAPTER NEWS

DiCenso’ sIirusn Shop recently be-
gan an intensive three-week course on
Third World Rhythms taught by Bob
Weiner, a well-known authority who
teaches at Drummers Collective in
New York City. Two books he co-
authored-Afro-Cuban Rhythms for
Drumset and Brozudian Rhythms for

From left to right: Dick DiCeisa and Bob
Weiner
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From left to right: Dick DiCensa, Van Romaine, Sabian cymbals winner Andy Keesan, Sabian
East Coast manager Steve (ksenuk, Sabian North East sales representative Chris Ross

Drumaci—have become best sellersin
the drumming community. For the clin-
ics at DiCenso’s, he condensed hisgs-
tengive Drummers Collectivecurriea-
lum into a three-week course which
began in February.

Sabian clinician Van Romaine
was the guest instructor at a series
of six clinics recently offered at
DiCenso’s Drum Shop in Quiney. Al-
together more than 200 people at-
tended the clinics, co-sponsored by
DiCenso’'s and the Sabian Cymbal
Company. Romaine is an aggressive
rock drummer who has earned in-
ternational recognition for his pow-
erful style and impressive tech-
nique. He was once a touring
member of the band “Blood, Sweat
and Tears' and is currently a re-
cording and touring member of the
Steve Morse Band. He also does
many freelance studio and live gigs
in the New York City area. Students
and guests attending the clinics
were able to meet Romaine and rep-
resentatives from Sabian following
the presentations. Romaine also of-
fered private instruction by ap-
pointrment the day after the clinics.

NEBRASKA
CHAPTER NEWS

Don N. Parker has accepted the posi-

tion of Director of Percussion and Jazz at
Chadran State College. For the past three
years Don has been Director of Pereus-

eion Studies at the University of Arkan-

eas at Pine Bluff. Don is a graduate of
DePauw University, with Advanced Stud-

iesat Eastern lllinois University, and is

now completing the DMA in Percussion

at the University of Texas at Austin. Don

is also on the staff at the United States
Percussion Camp, held each summer at

Eastern Illinois University,

NEW JERSEY
PROFESSIONAL PERCUSSIONISTS

Ron Spagnardi, Editor Publishar of Mad

ern Drummer magazine, has announced
the results of the 14th Annua Reader
Poll. Epagnardi notes that the purpose of
these awards “is to recognize drummers
and percussionistsin al fields of music
whose musical efforts have been espe-
cialy notable during the past vear.” This
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year' swinnersinclude: Max Roach (Hall

of Fame); ¥innie Colaiuta (All Around

Drammer); Harvey Mason (Studio

Drummer); Peter Erskine (Mainstream
Jazz); Dennis Chambers (Electric Jazz,

and Funk); Kenny Aranoff (Pop/Main-

stream Rock); Louie Bellson (Big Band

Drummer ), Fred Young (Country Drum-

mer), Lars Ulrich (Hard Rock/Metal);

William Calhoun (Progressive Rock);

Tim “Herb” Alexander and Dave

Grohl (tie for Up and Coming Drum-
mer); Tito Puente (LatinBrazilian),

Neil Peart (Recorded Performance). For
the third year, the editorsof M1 awarded
their Editors' Achievement Awards. Re-

cipients were recognized for their out-

standing contributions to the drum/per-

cussion community, with judging based
on the value of the contributions madein
terms of their influences on musical

styles, educational methods, product de-
signs, or the historical impact of drum-

ming in general. The 1992 winnersare
Chick Webb, Earl Palmer, Bobby
Christian and Jim Chapin.

NEW YORK
PROFESSIONAL PERCUSSIONISTS

The New Music Consort celebrated Black
History Month with a concert featuring
aworld premiere by Oliver Lake entitled
Ef B9 Beat 9 for saxophone and percus-
ion quartet. The February 23 concert
also included two all-percussion works
performed by musicians from the New
Music Consort (William Trigg, Frank
Cassara, Paul Guerguerian and
Michael Lipsey]. The New Music Con-
sort is presently the emsemble-in-rosi-
dence at the Manhattan School of Music
and York Callege/CTTNY, aswell as hav-
ing held the chair of Johnson Distin-
guished Visiting Professor at Middlehury
CollegeinVermont.

Yamaha performing artist Peter
Erskine recently recorded and per-
formed with Eddie Gamez, Lew Solall,
George Young and David Matthews at
Sweet Basil’s Jazz Club in Greenwich
Village, New York City. The group,
known as the Manhattan Jazz Quiartet,
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(Center) Saxophonist Oliver Lake performs in concert with New Music Consgr musicians
William Trigg, Frank Cassara, Paul Guerguerian and Michael Lipsey,

Yamaha performing artizt Peter Erskine

was recording for the Sweet Basil [abel.

After avery successful week of engage-
ments in New Y ork City, Erskine was
off to Europe with the Manhattan Jazz
Quartet for more towing.

NORTH CAROLINA
CHAPTER NEWS

Ellard Farrester has accepted the
position as Director of Percussion Stud-
ies at North Carolina A & T State Uni-
versity in Greensboro. Ellard is agradu-

ate of Alabama A & M University and

just recently received his Masters in
Percussion Performance at Eastern I11i-

nois University, where he studied with
Professor Johnny Lee Lane. Ellard will

be teaching applied percussion, conduct-
ing the percussion groups and working
in the band program,

NORTH CAROLINA
PROFESSIONAL PERCUSSIONISTS

Jon Metzger, aGelmer-hlusser vibwe art-

ist/clinician, presented a lecture on the
vibe as a product of jazz in early August
at the Smithsonian Ingtitution in Wash-

ington, DC. Sponsored by the Blues Al-
ley Music Society, Metzzer's lecture was
part of a seriestitled Jazz Evenings at
the Smithsonian. Metzger and hisguar-

el performed in Washington at the famed
Blues Alley jazz club as afollow-up to
the lecture series, A graduats of the North
Carolina School of the Arts, Metzger has
developed an international presence
through extensive towing. He has been
honored with a ¥atiaral Endowment for
the Arts Jazz Performance Fellowship
and appears on numerous recordings, in-
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cluding Into the Light, his latest release
on the VSOP label. He has also been
named to the Southern Ariz Federation’s
Jazz Touring Roster.

TEXAS
CHAPTER NEWS

Dean Klinker is the new Percussion
Instructor in thelheneanyille School Tiis-
triet. Dean is agraduate of Eastern I1li-
nois University, where he studied with
Professor Johnny Lee Lane for Six yaars,
He is also on the staff at the United
States Percussion Camp held each sum-
mer at Eastern Illinois University,

VIRGINIA/DC
CHAPTER NEWS

March 28 was the date of the Virginin/
DC 1992 Day of Percussion, hosted by
George Mason University Music Depart-
ment, and co-sponsored by Twinhroak
Music. Artist/cliniciansincluded George
Carroll, Ed Fishell, Lenny Cuje, Car-
mine Appice, South Lakes High School
Percussion Ensemble, Langley High
School Percussion Ensemble and the
George Mason University Percussion
Ensemble.

The 1992 VirginialDC Perfor-
mance Forum was held at George
Mason University on April 4. More
than 100 students from around the
area performed various snare drum,
timpani and marimba solos. Local
professional percussionists were
available to give verbal evaluations
of each performance.

Radford University’s Third An-
nual Percussion Symposium was
held on Saturday, April 25. Clinics
were presented by John Floyd
(Virginia Tech University) and Roy
Haymnes, Solo performances were
presented by area high school and
university students. The Radford
University Percussion/Marimba En-
semble also performed. Al Wajtera
was the organizing chairman of the
Symposium,
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WISCONSIN
CHAPTER NEWS

Geary Larvick reports that several of
bis compositions haveheen performed in
foreign countries: Sonata fOr Buss Drum

in Opale, Warsaw and Bydgoszez, Po-
land-—the latter two by John Beck; Four
Pieces for Clarinet and Sounds in Baar
and [, Switzerland by Mike Quinn and
others. Thin for Handclappers was recently

performed by three pianists at the Settle-
ment Music School in Philadelphia
Larrick has also recently completed three
compositionsthat involvepercussion:  fi-
provigation Suite is written for solo
multipercussion; A Reperfary List is writ-
ten for reader zerampanied by percussion;

and Figse No. 3iswritten for flutes and
wind chimes. He has written about 90
works, 58 of which involve percussion di-
rectly.

Jii Bewrey has been named by the
Waukesha Arts Alliance, 1991-1992
Board of Directors, to receive the Out-
standing Leadership in Wisconsin Arts
Award. As thefnander/directorconductar
of the Project CREATE Percussion En-
semble Program, he was cited for pravid-
ing leadership in the percussive arts lo-
caly, statewide and nationally. He has
brought students, parents and the educa-
tional and business communities to a
ketter understanding and appreciation of
the percussive arts through the Project
CREATE program, grades 7-12. The high
school group in particular has performed
at the Mid-West Band/OrchestraClinic
in Chicago, Bummer Feet in Milwaukee,
the Wisconsin Music Educators Associa-
tion state convention in Madison, the
Music Educators National Conferencein
Washington, DC, for the Percussive Arts
Society, the Birch Creek Music Center in
Egg Harbor, the Winter Jamboree in
Waukesha, the Wisconsin State Chapter
of PASin Stevens Point and the 40th An-
nua Convention of the American School
Band Directors Association in Green Bay
Return engagements have been accepted
at thePerforming Arts Center Rainbow
Summer Concert Seriesin Milwaukee
and the Wisconsin State Fair in Milwawu-

kee. In addition, chamber ensembles
formed from within the large high school

ensemble have performed for worship
services and secular programs for local

churches and businesses. Jimisin his
42nd year as a music educator, The
Project CREATE Percussion Ensemble
Program is part of the community arts
outreach program developed at Carroll

College.

The folloeing information was pre-
Eenu neserly in Bk October TOGE i ,
st Of Percussive Notes. Wi i o
corrected ersion figre, with our gpolngies
s the M. Seure, who submitted the in-
Jormaior,

Tl Wisconsin Chapter of the Per-
EEEIE Artd B0EEE will hold it state
conference entitled ' Days of P
February B2 106, at Carrol | Dilligs

in the Shattuck Music Complex. The
conferenceis open: to all interested.

Thethree-day conferencewill fea-
tare perfirmances and masterclaszsea by
the world renowned Percussion G-
Cincinnati; specific presentations by the
internationally known Marimba artist,
Wil BRSSEEIH] historian, Bill Ludwig,
Jr; and Milwaukee Symphony Diisats
principal timpanist, TElé LEshines A
conducting symposium will & held with

persisssanist Doug Wolf, [ the L
versity ‘of Utah, and band director,
[E=]S MaraEi of the Hungarian M
[l Army Band in Budapest. In addi-
tion, therewill be percussion ensemble
EEERRERGE, clinics on Latin and hand
frumming, marimba concerto reper-

toire, concert bass drum and cymbal
playing, and field deusuring, The confer-
ence will conclude il a concert Rt
fiiif§ the concerto competition winner and
the Percussion Group-Cincinnati per-
forming with the Waukesha Area Syra-
phonic Band,

Co-hosts for the W43 Conference
at Carroll College are Larry Harper, I
rector of Bands, and Jim Zawrey, Direc-
tor of the Project CREATE Percussion,
Ensemble Program.

For more information contact: Jim
Sewrey, Co-host 414-54-1782.
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Wews from the ladustry is 3 servie
granded by Percussive Arts Society
A52%! in communication among par-
cussu indusing educators, end ganaral
membership. The items (2led zra edited
(RS Flaa s aubmiter by e parkich
@aling companies & should ma? be
vigwed as revigws or endorsaments gf
Percussive 4rfs Zacipty

PAS Sustaning Members desisa i
paiciaate should send arsas raleges
copy and peios fo: Steve Beck, PAS,
B0 Box 25, Lawfon, OK 73502

Milke Balver Mallets' Model FR Flosr
Eack

and 112 feet tall, while t& Counter Rack
me=slies 287 tall. These new displays
dre available only fraugh all authorized
Mike Eialier Wall=ts distributors. Dizakers
should contact th&r distributor for com-
plete calsls.

“Pluy It Strakghl” Dram Styb: T-ahird

FULL CIRCLE MANAGEMENT

Full Circle Management, &N5T
Rhodes Avenue, North Hollywood, CA
91606.4627, anraangsd (il “Play It
Slraight” |-shirts noew available in drum,
quiar and keyboard styles. Fra-&fruns,
100 cotton [-ghifs fealuring & #-colar
version ol the “Flay It Siraight” drum,
guitar and keyboard logos arm now Erugil-
able The gfiirts are available in medium,
large and eata-lasge sizes and carry a
suggested list price il §12 &0, Proceeds
A& being used 1o support & anti-drug
public e2riiza ad campaign.

Mile Badier Mallols” Model CH
Coumter Beel

DREUM WORESHOP, INC.

[ Workshop, Ic., 2697 Lawiry (1.,
Unit #18, Meswbury Park, CA 51320, in-
troducad Strap-Drive versions of hsir
5000 Accelerator Series single end
double bass drum pedals: the SOCEM
and FO02AN. These new pedak ircarpa-
rale many of the fealures of the manu-
facturnd chain drive pedals, such as
stabilizing pedal plates, die-t341 compn
nes and a G-year limited waresty. The
['W S0024H Strap-Drive Complete
Double Bass Drum Pedal (suggested Il
$449.00) and the DW 500QAN Strap
Drive Single Bass Drum Pedal |sug
gested list §196.00) are available et au-
torized dealers or conkact DW.

MIKE BELTLE MALLETS

Mike Baller Mallels, 15 E. Falsfing
Road, Suite 108, Prospect Heights, IL
60070, announced [wanew F.OF,
(Point-of-Purchase) Displays. Model CR,
Counter Rack, will hold up to 46 pair of

mallets. Model FH, Floor Rack, ®il hold
up to 96 pair of mallets. Each rack, °

Model CR or FA, measunes 197 4658 Drum Woerkshop's Strap-Dirive Bass
and only 11" deep. The Floor Rack iS 5 Dirum Feduls
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LACINAK

“# Modern Approach to Second Line
Drumming” is e n=w book announced
by Chris Lacinas. The book is designed
lo give A1 insight i1la New Orleans Style
“Second Line” drumming wusingasys-
lamali approach. 175 examples end gi-
824 based on traditional Parade,
Mambo, Rhythm and Blues, and Mardi
Gras Indian beats as well & rarsmip-
linas ol performancas by New Orleans
drummers have been included. The
book can be purchased direct Feiim
Lacinak, 1301 Richland Rd., New -
loams, LA P03 or Jamsie Abssols Mu-
g Dialibutzrs. The price is $16.95 for
books and 1&gz,

MODERN DRUMMER
PEELICATIONS, INC.

Modem Drummer Fublicatans In:., E70
Fosglon Avenue, Cedar Grove, NJ
07009, has amnowrcad ihe newest addi-
linn to il Book Division. Tha Hest OF
Modem Druwmmer: AOGK isacompila-
ticx of 50 articles and columns [hE! have
appeared in the monthly magazine over
the pest 16 years, Il is now Availasla a,
major music stores and directly through

Hal Leonard Publishing. The cover price
I $9.95 and bulk sale inquiries are in.
vied. The 104-page softbound book is
both & referance wark and & teaching
lodl. 1t hiwrses thosa hard 1o-find ariiclkes
Ihetmay be out of print end gives mx-
inples of various &lyles and tech.
nigues, Combining discussions from
drummers &zl es Neil Fear: and Andy
Hemmark wilh technique examples !
Bill Brsdord, Dmar Hakim amd Rod

Morgenessin and historical faalures by
Kenny Seomcdt. |, is filied wilh rangcis-
lions and Practice exercises [ar all lgw-
gls. For more information conlact
Modem Drummer Publications.

PEARL CORPORATION

Pearl Corporation, 549 Keirzglex Drive,
Nashville, TN 37211, announced the
N&w Championship Series Marching
Snare Drum. Allolthemajor compo-
nents ol th& drum are crafied from an
aluminum alloy that is stronger a=d
lighter an zinc. Twelve niesw high ter
B00N casings Are madnted to e A ply al
birch shell via 5 mounting &fista. Each
casing incorporates & Esmm steel self-
aligning swivel nul. Another festoegis
the addition of the patented “Power
Ring” designed i reinforce the ks of
the drum shell. The ‘Power Ring” exerts
an outward forze on the shell b gl
warping or collapsing. In addition are the
Lightening Strainer, Grem tension bl
and six acoulicedy located air vents.
For more infinimalizn namact Pearl.

PER-MUS  PUBLICATIONS

Far-Mus Publications, Fil. Box 02[23,
Columbus, OH 43202, announced [hress
nerw arrangamants, "Aruba Getaway,’ by
Terry Crahoney ($10.00 Score and
Parts) This piece is in the Caribbean trz-
difan and affords the ensemble anpg
parlurily to experience the Calypso and
Sanga rhythm and melodic imgrovisa-
lian. Scored Far 6 players, the mallet
parts (players 1-4] may be perlarread on
ary available mallet instruments [ificlus-
ing skl drums). “Brazilian Aairdraps,”
by Jim Carey ($10.00 Score and Farts).
This Samba affiarde an oppariusily for
rhythm and melodic improvisation, kii-
fimba and Yibe pars and rhythm ety
el parts ware designed to be afapiad
to the instrumentalion of any anesimils,
*Toccata and Fugue in D Minor” [£15 00
Score and Faris| 4 Players [zis op-
tional String Edg# or Bass Marimba),
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GF Peioussion Sas moved [0 Minnesais
TBe naw address is PO, Boxg 19027,
Minngapolis, MN 55418,

GP Percussion i hagoy %o anrounce
fie addition of masmba susic by Mam-
ing Sky Publishing 1o its calalog, The
Fall 1982 music cabaleg incledes
Maraeh by Kay Gardner, Maming Sky

by Lesie Judd, and Pequedta Féca Pars
tdanmig by (he Fuerlo Rican composer
Joid Resrigues Abird. Also ncludsd aee
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YAMAHA' Yamaha Artistry
| Yamaha Quality

“When [ want lo express myself muosically, a
Yamaha marimba enables me to accomplish my
goal. Its high quality and splendid sound
projection will continue to inspire the imagina-
tion of people into the future,”

Kaeko Aba

Marimba Virtucso

“The solid, open-frame of my Yamaha marimba
15 an attractive and practical feature, It also has
the added advantage of being height adjustable,
This instrument seems to be made with the
MNorth Amencan player in mind.”

“The Yamaha rosewood marimba has everything
I demand from an instrument - rich, warm, )
responsive sound, coupled with the power lo
carry that sound to the back of the orchestra

Marmba

' YAMAHA CORPORATION OF AMERICA
dEnnd & Drchestral Divislon, P.O. Box &89, Grand Rapids, M 495120899




PASIC ‘94-Atlanta, GA

PASIC ‘94 will be in Atlanta, GA.
Hosted by Tony McCutchen (Percussion
Department, University of Georgia) PA-
SIC 94 promises to bea successful con-
vention following PASIC ‘93 inCalum-
bus, OH and preceding PASIC ‘95 in
Phoenix, AZ.

Although PASIC ‘94 is nearly two
vears away, there is much to plan and
many considerations and decisions to be
made. The bulk of the groundwork will
take place within the next 12-14 months.
If you have ideas to share with the host
and his committee, please et

Tony MeCutehen, PASIC '94 Host

School of Music

University of Georgia

Athens, GA 30602

Yes, | suppart the FAS Interrational Headgquarters and Museum. Enclosed 1 my check or maniy order in the amount of § Flease
credit oy tax deductible donabion under the followirg, namefsk

|5

YR i A TR T TR T T S e e Ty eI o

Buit FREODOJECY

PLEASE "EINT YOUR NAME & [MFTRMATION CLEARLY

MNAME

ADDRESS

1 CITY

STATE POSTAL CODE COUNTRY

| PHONE

COMMENTS
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from Difmbes
0
Djun-Djuns,

'Remo listens to the world.

The heartbeat of life is the we make. No matter how drum masters like GlenVelez and
beating of a drum. It's that ancient or far away. John Bergamo, Remo keeps
rhythmic pulse that reminds From our international bringing you the rhythms of life.
us of who we are and where variety of world drums, to To find out more about Remo
we came from. Whichis why  our special series designed  World Percussion instruments,
Remo has a lasting commit- by Mickey Hart, Remo is call B18-983-2600.
ment to achleving the most  listening to what the world

authentic drum sounds of the  Is playing. And with our n E M m
world with every instrument  signature models by hand



UUWIG GRAND SYMPHONIC TIMPANI

Rever belore have instruments fiice these
besen wilhin reach ol university and high school ensembles

% The Lodwig Grand Symphanic Timpani,

We'va borrowed the bes! feateres of our renowned
Ringer Timpani, right from the siages of the world's greates!
conceri halls, and engineered them inta this néw line of instruments.

They tune as quickly and accuralely as any timpani mada.
The Lisdwig balznced-action luning mechanizm centers
pilch immedsately for instant, precise funkng,

The Ringer-style, one-piece, Ireely suspended howd gives
greater resonance and extended range for 2 sound
Ihat cam subifly suppor, or dominale.

Give your emsemble the slonning sound and accuracy ol the
Grand Symphanic Timpani. See your Ludwig dealer loday.

P.0. Box 310, Elieasd. Indiana 46515



