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C O V E R  

James  Dut ton ,  Haro ld  J o n e s ,  and C a r o l e  
J ames ,  a l l  members o f  t h e  f a c u l t y  o f  t h e  
~ e r L c a n  C o n s e r v a t o r y  o f  Music i n  Ch icago ,  
form t h e  Dut ton  P e r c u s s i o n  T r i o .  The t r i o  
t o u r e d  t h i s  p a s t  s p r i n g  w i t h  t h e  Roger  W l l -  
l i e m s  Show, a s  w e l l  a s  f o r  s e v e r a l  weeks p r e -  
s e n t i n g  t h e i r  own c o n c e r t  p r o g r a m s .  T h i s  
aum~er t h e  Dut ton  T r i o  was a f e a t u r e d  a c t  of 
t h e  Roger  W i l l i a m s  Show a t  t h e  "Summer o f  
~ a r s - 6 5 "  i n  t h e  McCormick P l a c e  T h e a t r e ,  
Chicago. 

PERCUSSIVE NOTES is • non-co,Tnerclal publication con- 
taLnlng • wide varlety of maeerial of interest to persons 
In many p h a s e s  Of percussion performance and teaching. 
P a l d  a d v e r t i s e m e n t s  a r e  no t  a c c e p t e d .  C o n t r i b u t i o n s  f rom 
i n s t r u m e n t  and p u b l i s h i n g  f i r m s  a s s i s t  o n l y  i n  t h e  g e n e r a l  
p r i n t i n g  and m a i l l n g  o f  t h e  p u b l i c a t i o n .  I n f o n u t l o n  c o n -  
c e r n i n g  p r o d u c t s  and  p u b l i c a t i o n s  f rom e l l  f i r m s  a r e  g i v e n  
full c o n s i d e r a t i o n  f o r  p u b l i c a t i o n .  New R e g u l a r  I n d i v i d u a l  
S u b s c r l p t l o n s  a r e  needed  i f  t h i s  p u b l i c a t i o n  i s  t o  c o n t i n u e  
tO grow. 

In  an  e f f o r t  t o  a c q u a i n t  r e a d e r s  w i t h  more  new m a t e r i a l ,  
i s s u e s  now w i l l  c o n t a i n ,  i n  a d d i t i o n  to  r e v i e w s ,  s e l e c t e d  
r e p r i n t s  o f  c a t a l o g  i t e m s  f rom f i r m s .  These  p u b l i c a t i o n s  
and p r o d u c t s  a r e  s e l e c t e d  by t h e  e d i t o r s  and r e p r i n t e d  w i t h  
t h e  p e r m i s s i o n  o f  t h e  f i r m s  i n v o l v e d  and a r e  no t  p a i d  ad -  
v e r t i s e m e n t s .  
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PERCUSSIGN
~lscussl~bl

MALLEI INSIRUMENTS OR KEY8OARD INSIRUMENTS?

When naming percussion instruments, marimba,
vibes, etc. are often called 9nallec instruments”.
Does thls really identify these instruments? Many
other instruments of indefinite or limited tuning such
as tom-tams, tenor drums, temple blocks, and timpani
use emallets*’ and therefore could be called ‘mallet
instrunents”.

A much clearer and mare obvious designation for
marimba, xylophone, vibes, orchestra bells, and chimes
is keyboard percussion instruments. This readily lden-
tifles these instruments as ones having a chromatic key-
beard and as being played by a percussion player. Any
cwnt s? Do you agree with this proposal? Write!

**ti**ti***********

VIBES?

Vibraphone, Vibraharp, etc.? In order to obtain
adequate patents ln the past, several of the manufactur-
ers patented these trade names.

Certainly the instrument in question is not a eharpe,
and today the similar name marimbaphone has passed out of
useage. Therefore, it would seem that a more logical name
is needed for this instrument.

The name VIBES, which is currently in use, is complete-
ly correct and shound not be considered a slang expression
any longer, but rather the correct designation for this lm-
Portant and beautiful instrument.

MULTIPLE I%JUNCE RGLLS

Rditor*s Wte - The Hay 1965 lssue of PN contained
a discussion of and a proposed new notation for mul-
tiple bounce strokes. We are pleased that two out-
atandlng percussion teachers have written. torments,
gleaned from years of experience, ab-ouk their views
on this ~confroveraial topic.

Haakell Harr, author and Educational Director of
the Slingerland Drtan Company writes:

I have just returned from a summer on tour aa the
percussion-coach wlth the School Band of America. We
had a* fine section of 8 players, and performed the Con-
c&lno for Percussion and E%and by Williams, and my%v-
elty number Skip to My Lou. I thlnk you have a fine pub-
lication. However, after having read the notation article,
I don’t believe the different notations are necessary,

There has always been a distinction between rudimental
and concert playing. The rudimental style of playins is
for out-of-doors where vo)mne is required. Large parade
druma, with -iarea are used for that purpose. Fbr
concert playing, &Ez more finesse is required, &aller
high pitch drums are used and the roll8 must be played
closed, to better sustain the tones. That la where the
multiple or buzz roll flta in. The drummer muat be taught
s the multiple stroke roll must be bounced off the head
a couple of inches, and that the buzz roll is not a press
ro l l .

The drummer in the concert band muat learn to play
with a Breat deal of musicianship, He muat learn that all
rolls do not end with an accant, that some rolla atart wlth

an accent, others start ana star without an accent, depend-
ing oe the type of music being played. It is poor caste,
when the band is playing legato half notes, and the drum-
mer has co:respanding h?lf notes to be rolled, to have
the drunrner end nis roll with a heavy accent. The nota-
tions learned in the rudimental drumming Ear seven, nine,
eleven strokes, etc. do not apply in concert music, as the
tempo changes the number t>f strokes to be used in the roll.
The faster the number, the fewer th.2 strokes, the slower
the tempo, 0.2 more strokes should be used. He shouldn’t
bother to co~nc the strokes, just play whatever is neces-
sary to hold tne note its correct time value.

I don’t be) i eve changing the notation would help. Most
arrangers are not interested in what style of roll is used
to play theii numbers> as long as it is done smoothly, any
more than they are in the way the drunrner holds his sticks.

TO sum it up, 1 bellcve it is more important to teach
the drurmner how to play hls drums musically. Every drum-
mer should be taught to play rudimental style drumalng,
concert druarnlng, and dance drumning, and know when to
use them. In our band-rams today all three styles
of drunraing can be used to great advantage.

HASKi2.L U. l%RR

Myron D. Collins, West Coast percussion authority,
and author of a number of texts including a new beginning
mallet text soon to be published writes:

For years, many arguments arose about the con-
cert roll . Many thought that a beautiful closeGol1,
which must be used in real symphonic music, was a ofaker*a-
r o l l , and that it should have been a wide open roll because
some rudimental b3ok said so.

When I give a cilnlc, I always read the paragraph
from the preface of George Lawrence Stone’s Stick Con-
trol Book. It states to the orchestral drummer, ‘do not
let the word rudimental frighten you. On the contrary
of what you have heard, practicing rudiments will not
spoil your delicate touch or fine grained rolls which
are so necessar* ln your playing. Rudiments wllm
to your stick control and add to your ability’.

I have~enjoyed each issue of your fine publication.
I am extremely.pleased with the space given to mallet in-
strutenta, I am in fond hopes that the importance and
beauty of these-instruments will again be a part of con-
cert 1iBtenlng.

MYRON D. COLLINS

THIS IS THE PLACE FOR YOU TD BE HEARD! WRITE US W.Tli YOUR
COHENTS; VIEWS, AND IDEAS. YOU DON'T RAVE TO AGREE (BmTER
IF YOU mN'T). WHECHER YOU FEEL YOU ARE WELL KNOWN OR NOT, PUT
SGME OF YOUR THOUGRTS AND IDRAS DQWN ON PAPER AND SEND THEM TO
PU. WB MAKE EVERY EFFGRT TO USE AS MUCH OF THE MATERIAL RE-
CEIVED AS PCSSIBLE. uE WOULD APPRECIATE A BRIEF sx-rw 0F muk
BXKGROUND AND PRESENI ACTIVITXES. ALSD, IF POSSIBLE, INCLUDE
Pi%XOS OF YOUR PERFORM4NCE AND TEACHING ACTIVITIES,



Reprinted from Bulletin of the Business llzllorla[ So¢I¢~. Decembvr 1949. 

 ro ld's Leading Cy,,lb, ] Maker: 
Av¢c is Zildji.n Co,np. ny 

B~ 

ltan~rd Unhersity 

In New England, as nowhere else in the country, petty capitalism 
is shouJng its great abiding strength. The region's large industrial 
establishments may close their doom and move to other parts of the 
country, but its small firms stand ready to take over where the larger 
ones have given wa~ Today, .New England is dotted with manu- 
factllring plants that were once the property of great industrial enter- 
prises but that are now the honeycombed homes of countless small 
shops and foundries. 

.Many of the petty capitalist concerns ill New England distribute 
their output nationally and even internationally. Not infrequently 
the)" a~v able to turn out goods so distinctive and so well-made that 
their products are able to hold a virtual monopoly in their narrow 
and special field. So it is with the products of the Avedis Zildjian 
Company, of North Quincy, Massachusetts. The Avedis Zildjian 
Company estimates that its fourteen or fifteen employees produce 
more than 90 per cent of the musical cymbals made in the world. 

The company's owner, Avedis Zildjian (he pronounces his name 
AH-vidis ZILLjun), traces his lineage back three and a quarter 
centuries to another cymbal-maker~ also named Avedis Zildjian, 
living in Constantinople, Turkey. There may have been still earlier 
cymbal-makers in the Zildjian family (in Turkish the name Zildjian 
means cymbal-maker), but if so, no record of the fact has been pre- 
served. Family tradition dates the first manufacture of Zildjian 
cymbals from the year 1623--the year when, in New England, the 
Pilgrim Fathers were abandoning their communal manner of living 
in favor of private enterprise. In the year 1623 the original Avedis 
Zildjian, being apparently a metal-worker of considerable skill, "dis- 
covered an ingenious method of treating alloys in the cymbal-casting 
process. The details of his secret were kept closely guarded and were 
handed down in the Zildjian family from generation to generation, 
always, like the crown in France and Spain under the law of the Salie 
land, to the senior male member next in line. And, by a remarkable 
run of good fortune, a male by the name of Zildjian was always avail- 
able to carry on the family tradition when the proper time arrived. 

With such a background, it  is not surprising to find that the Avedls 
Zildjian Company of today is a strange mixture of the old and the 
new, of the foreign and the native. The company's plant in North 
Quincy is a completely modern building even to the use of glass blocks 
in its construction. Its equipment is of late design. And the copy 
in its dance-band advertisements is full of the curious jargon of live. 
Yet its tradema.rk still carries the Turkish "inscription that has ap- 
pcared on the company's prodficts for generations. And on the door 
of the casting room is still a double lock used by the company's 
owner when, with all the mystery of the Near East, he repairs to 
seclusion and mixes a compound of copper, tin~ and silver according 
to the special Zildjian formula. 

The early history of the Zildjian firm is shrouded in mystery, even 
to the Zildjian family itself. Early records are few. What little 
information has been kept is preserved in a family Bible which is 
still in Istanbul in the possession of Avedis Zildjian's mother. Con- 
sequently, much of the company's history borders on the legendary, 
as, for instance, the story of how a male member of the family, not 
fortunate enough to be in the direct line of inheritance, attempted to 
simulate the Zildjian formula only to have his head blown off by  an 
explosion of chemicals. Scientists have endeavored to probe the 
Zildjian mystery, but in vain. No other competitor---and there have 
been many, including an offshoot of the Zildjian family in Turkey, 
a group of cymbal-makers in Italy, and most of the pereussion- 
instrument makers in this country--has ever succeeded in producing 
cymbals that could compare in the minds of instrumentalists with 
the cymbals made by the Zildjian process. 

Cymbals are among the most ancient musical instruments known 
to man. Small cymbals have been found enclosed with mummies in 
excavated Egyptian tombs. And in the Holy Scriptures one of the 
most frequently quoted passages reads, "Though I speak with the 

tongues of men and of angels, and have not charity, I am become as 
c-ounding brass, or a tinkling c:y~mbal." But why the manufacture of 
c~1nbals should have come to be a~ distinctly Turkish as the manu- 
facture of gongs has been Chinese is difficult to explain. Perhaps it  
is sufficient to recall that the Armenian and Greek Orthodox churches 
customarily used cymbals in their religious services and that the 
Turkish armies used percussion instruments, including cymbals, in 
their battle maneuvers, much as the armies of the western world 
used bugles. 

Because of the heavy local demand for cymbals and because cym- 
bals did not come to be used by peoplc~ out.~idc of the eastern Medi- 
terranean area until the seventeenth ccntu~', most of the ~ r ]y  
Zildjian cymbals were marketed at home. The Zildjiaas believe 
that the first European composer to write a ~core calling for "Turkish 
cymbals" w ~  the German musician Stru~ ),  writing in 1680. But 
it  was not umll the era of the ninetccnth-ecntury romantic com- 
posers, sucb z~¢ Berlioz and Wagner with their colorful and exotic 
scores, that cymbals became acceptable as musical instruments in 
Europe. 

From the first, the Zildjians, who vere the leading Turki'.h manu- 
facturers of cyml,al-, t,l)t amed most of tile Eurol)can cymbal business. 
Fortunately, the family leader of thai t)erio(1, still another Avedis 
Zi.ldjian. grandfather of the i)rcsent "~vedi.- Zil(ljiau isee elmrt), was 
extremely sal(,~-nfin(l~d and was aware of th,~ nlonetarv value of tim 
Zildjian ham(. Bch~re his time. the family had followed the practice 
of signing ea,'h cymbal with pen and ink. t~ gc~tur~, inWnded to give 
Zildjian cymbals the kind of individuality that i~ imparted to a 
painting by the signature of the artis(. But Avedi~ saw that a sig- 
nature alone ua~ not enough, since the ink .-oon wore off :m(l the 
Zildjian name be.'ame lost. Tilerefore. he "ulol)tod the praofieo of 
stamping all Zihljian cymbals with a special tra(hqnark. This stamp 
permanently impressed on eyeD" family-made cymbal not only the 
company's name in Turkish but also its equivalent in French. tim 
universal language of commerce in nineteenth-century Europe. ( In- 
cidentally, the company still adheres to the practice, siguing each 
cymbal in addition to stamping it.) Avedis also took hill advantage 
of the mid-century enthusiasm for interuational exhibitions and per- 
sonally attended the great displays in London and Paris, where he 
made certain that Zildjian cymbals received the recognition due 
them for their outstanding quality. 

In 1865 Avedis died leaving two sons, neither of them of age. The 
business therefore passed to Keropd Zildjian, a younger brother of 
Avedis (again see chart). From 1865 to 1910, Kerop6 managed the 
business with competence if not with distinction. Following the 
course laid down by his older brother, he entered cymbals in ap- 
propriate exhibitions, but he did not make personal trips to stimulate 
business as his brother had done. In general he contended him~If 
with filling orders as they came in. 

Throughout Kerop6's time, and even in the following generation, 
cymbal-making remained a custom trade in which cymbals were 
manufactured only to order. I t  mattered little if cymbals had to be 
aged for a minimum 9f six months before they could be shipped; 
customers simply had to wait; and since most Zildjian customers 
were dealers in musical instruments, they accustomed themselves to 
placing orders well in advance of their needs. In other words, in- 
ventory risks were pushed by the manufacturer onto the wholesaler. 

Because of the fact that Kerop6 had no sons, it became necessary 
for him to train as his successor one of the sons of his late brother, 
Avedis. Meanwhile, however, the older of Avedis' sons, Haroutian, 
being personally ambitious and seeing no immediate prospects of 
advancement in the family firm, had turned to the practice of law and 
had risen to a post equivalent to tile -lltorney g~'heralship of lhe 
European portion of Turkey, a territow which in those days extended 
as far as Serbia. Being ucll established in political circles, Haroutian 
decided to pass over the opportunity of inheriting the firm from his 
uncle and instead allowed his birthright to descend to his younger 
brother, Aram. 

Aram seems to have been by no means as talented a businessman 
as his &Mesman father. Among other weakne~es was a predilection 
for politics and a participation in the Armenian underground move- 
men(. As a result of political intrigues, he became involved in an 
un.~ccessful plot to assassinate the sultan and was rewarded for his 

( c e n t  i~u-ed nex-E page~ 



troubles by" being forced ~6 fly from ti,e , ' su~ ' rv  Th..'reafter, and 
for most of his active career as head ¢,f the e~:,~,p:.:~.~, Aram maintained 
a cymbal foundry in Bucharest, Rm.ania~ alt~..~gt, later on. after the 
sultan's deposition, he roturne~: w tA.~ nat , :  e city and ear:~¢.,i or, the 
manuf-lctme of cymbals in b<~tl, Ic,,..~tions 

During Aran:'s time tile ma~k-~ f,.r Zi!d,Dh ynd,al." sl;','fted its 
center h'om con:in,.htal Emope re, ~ ,  I..~fi,;,t S~ate;. The Civil War  
had stilled in America~:~ an al,Pr<~q::zi,,n ~f ~,urti:~ r~'~ie and had 
led directly to tl~c formation of ~.ar'-t,i:~£ bat.d.- a~u" ' drum and bugle 
corps . .Nearly  eve~ T city an !  ha:,!, :. ~,~d .<rrae,Lvv~ <,v~a retail and 
manufaetum,g e~al,lishmcnts, ha., % ~: r,i!itar:~ ba.'~,ls Then uSth 
the u id~..-pl~ad ir, truduetion of nm~i ~.' ~,aih:.~l~" i', !ligk s~hools--and 
finally uitl ,  the adv(nt  of th,: jazz  ('.~ A h , k .  ,~ bee.talc the largest 
"eon-umer~'" of r;,u~icat instram~:nrz ir (;~, ,.,,,~,ld~ 

Still, the Amvriean rasrket for cy~,'A.,. ,~,x: r : .  rea]l S t~pped in an 
effective we) during Aram's time. ~,r~a,; e,',t~ld ~pezk no English and 
had no busines~ c o n ~ t s  iyt this c, :L~i) Th~'~eiore, it wa.~ with a 
sense of rcli(f tha t  he agreed to a l,.op~,~ 1 .ugg.~tvA to him ill 1926 
by  the Fred Gr~ ts .h  31antffaeturinlz Company,. of Broo'ldyn New 
York. The Gr~:.~eh c: ,mpaLv ~,,~'aff.. "t*zred p,,Idu¢,cion instruments 
and had contact uStl. the n,u-:~ ..~.i m<trmr er~' ,~, ~ t..r. ,.f America; but  
i t  had no cyn,bal line of aL~ ~.'vn en,~ -, ,~ ~, :~xi~t :~ ~.<, serx'~ as the 
exclusive agent for Zildjiaa c xTu}.,;.l:.. ~t ,t.~¢ country. Feeling tha t  

. the  Gret~eh proposal woul,-I s,;!w" b~  p:¢ b!,.ra cf marketing cymbals 
in America, A.ram consented to st cen t ra~  arre.n,-omert. 

Two years later, howewr, .M'am d~-cld~ ,~ t<, retire. Having never 
married, he l, f t  no chi l~en to eerry ,°,r ~h,- Zildjia~ name. Title to 
the firm, therefore, was destined ~o pg..¢~ ~, Avedis Zi!djian, the eldest 
son of Mare ' s  brotb.~r, tiaroutiar. :*-,,di¢'. l~ke his fa~l~e, before him, 
had reaeh-d m=~tt:~;.y "~itL,.,at : d'.z~.~g tl:".t ~l~f- d~y the responsi- 
bilikv of the firm would come hL w~v~ I ,  the year 196}9 he had de- 
cided while still a youn~ m.'.,~ ',, t~" Li~ f.~rtun,- in one of the citie'o 
of Western Furopo where the Zi|.lii,~n.'~ had man~ relatives, but  a 

~ O D U C Z D  TIt~OUGa ~IXIII'II~X OF ~ n{xrfoN POST 

ARAM ZmnJmx 
(on the right) 

Matching a pair of c~abais for tonal quality. 

ehmace inmdent altered his course. A wealthy family of ArmenJa~  
in Constantinople had a young son who was" not  yet  of age but  who 
wished to visit America. His parents agreed tha t  he might go if he 
'could induce Avedis Zildjian to accompany him as guardian. Avedis 
readily agreed, and the two t¢aveled to Boston, where Avedis, through 
Armenian friends, establisliad a confectionery firm. 

Yc'ith what  seems to have been native busines~ talent, Avedts 
• "ospered during his years in the candy business and ~oon made 

aimself a full-fledged American by raking out naturalization papers 
md by marrying the daughter of a Yankee family in Dorche.-ter, a 
part  of Boston. Thus, when Aram offered Avedis the cymbal com- 
pany in 1928~ Avedis was unwilling to return to Coustantinoph, to 
claim his inheritance. Furthermore, i t  seemed illogical to hina that  
he should return to hi.~ former home to carry on tlle manufiwture of 
3roduets destined primarily for the .4Jneriean market. Ill 1929, 
therefore, a dr,~mntic break ill family tradition took place; Aram, 
the family, patriarch, knowing no ?English and ha~ing never traveled 
abroad, undcrtx,ok in the last years of his life the trip to America to 
e a s y  to his young ~mphe~ the sec,'et formCa and tile skilh,d craft 
of cymbal ma,,ufacture. 

For a year Ar~,r, Zildjian labored in North Quincy, retraining his 
nephew in tb,. ac~ of cymbal-making, an art which Avt~lis had been 
taught  as a child, bu', whi,ql he had not practiced for twenty yearn. 
The accompanying dtus~:,~,th,',) taken by a ph,.~tographer of the Bos- 
ton Sunday  Post  during tha t  important year shows Aram matching a 
pair of cymbals for lena! quality. The training proces~ involved 
mind, muscle, and ear. Aved[u not only had to memorize the family 
formula and learn the skilled technique of hammering and tunfing 
each variety of cymbal, bu t  he had also to train his ear to a point  
where he could distinguish if a cymbal had been properly formed and 
aged. 

While Aram was still in America, Avedis began tlle manufacture of 
• ;ymbals in a plant  located near his home. I t  was natural  tha t  he 
should choose a spot nearby to begin operations, for both  he and his 
uncle agreed tha t  i t  would be well to locate the foundry near salt 
water. Neither man was cer ta in ' tha t  salt air was necessary to the 
successful operation of the Zildjian formula, bu t  i t  seemed best not  
to vary  the conditions of mannfaeture any more than  was necessary, 
and since Zildjian cymbals had always been made near the sea, i t  was 
logical and convenient to continue as before. In  businesslike manner, 
Avedis incorporated the firm under Massachusetts statutes. As a 
nucleu~ work force, he brought  into his company a fellow countryman 
who had been employed in the candy business with him anti two 
craftsmen who had newly arrived in America. These three men are 
still with the company and form its key personnel. 

At  first the cymbals made by  the Avedis Zildjian Company en- 
countered strong sa l~  ~ n c e .  American musicians were reluctant 
to believe that  cymbai~ produced in this country could possibly n~atch 
the high quality of Turkish products. Indeed, even today them am 
musicians who cherish cymbals tha t  were made before 1929 by  the 
old Zildjian firm in Constantinople. Furthermore, there arose in the 
trade a confusion over tradenames tha t  was destined to plague Avedis 
for many years. 

When Aram Zildjian decided to retire and to abandon his business 
in Turkey, he left the Gmtseh company without its source of cymbals. 
However, an Armenian, Vahan Yuzbashian, a worker a t  the Zildjian 
foundry, was ~5lling to keep the old Zildjian plant  in Constantinople 
operating to produce cymbals for Gmtsch customers. Through the 
workings of international copyright laws, Vahan tried to perpetuate 
the Zildjian name,by turning out  cymbals with the old Zildjian trade- 
mark. But  he did not  lmve the precious Zildjian formula. Neverthe- 
less, he was able to confound the American musical trade by  put t ing 
his competing "authent ic"  product on the market.  

The Zildjians of North Quincy will tell you tha t  Vaban lost out  in 
the competition because he lacked the basic formula. Bu t  one won- 
ders how much the business sagacity of Avedis Zildjian eontrlbuted 
to the defeat. Until  about  1900 the plant  in Constantinople was still 
being operated on a pre-industrial revolution level. Power ~or the 
foundry bellows was provided by  horsepower, the horse being located 
in a basement room beneath the foundry where, blindfolded, he was 
led round mad round a vertical shaft, creating power in precisely the 
manner  used b y  Richard Arkwright when he set up. his first power- 
driven cotton mill in England 130 yearn earlier. 

Aved~ saw the need for mechani~ng as much of the cymbal- 
manufacturing process as was possible without a~ the same' time 
detmct~ from the precision work ~quired in turning out a high- 
¢tUllit.~ cymbal. Realizing t ha t  the Amerleam m l r k e t  called fur • 

(cont:lnued next pase~ 
.&. 



wide range of cymbals running in quality from the exacting demands 
of the Boston Symphony cymbalist to the less discriminating require- 
ments of the cost-conscious father buying a cymbal for his young son, 
Avcdis produced a subordinate line of cymbals 'that was largely 
machine-made. He also established intimate contact with the dance 
band market which in contrast to the "legitimate" market--the 
country's symphony orchestras, concert bands, and studio ensembles 
--was a heavy consumer of cymbals. (A symphony player may be 
called upon to clash his cymbals only a few dozen times in an entire 
sc.~on of concerts, but the dance-band player typically gives his 
cymbals such constant punishment that they soon crack under the 
strain.) By thus catering to each segment of his market, Avedis 
rapidly built his small business into a dominant position in i.ts field. I 

In the early 1930's the Zildjian company felt the full effect of the 
world-wide depression. Only the high school line of cymbals con- 
tinued at anything like its normal rate. Desiring to keep his small 
band of skilled employees occupied, Avedis adopted the bold policy 
of manufacturing for stock. Never before in its history had the 
company followed such a policy, but there were certain natural 
advantages that compensated for the high attendant inventory risk. 
Since in any event the cymbals had to spend a certain amount of 
time in the Zildjian curing vaults, manufacturing to stock helped 
smooth out the production process. It  also enabled the Zildjian 
company to carry a wide line of products available for instant sale. 
Knowing this fact, the discriminating cymbal players of the cour~try 
adopted the practice of traveling to North Quincy to purchase their 
cymbals from the fine stock there on hand. • 

In 1939 a laundry building located next to theZildjian foundry 
caught fire and burned to the ground. Unavoidably, the fire spread 
and destroyed more than half the Zildjian foundry, although, provi- 
dentially, it spared the cymbals in their curing vaults. Since the 
Zlldjians were renters and not owners of the building, they suffered 
no financial loss. But immediately they bought the blackened 
wreckage and set about clearing space for a new foundry. 

During World War II the Zildjian workforce was reduced in 
number to three. But the company continued in operation as the 
chief supplier of cymbals to the United States government for use in 
military bands and USO dance bands. In tribute to the quality of 
Zlldjiah's products, the government specifications called for cymbals 
rated as "Avedis Zildjian or.equah" 

Because of the continuing shortage of tin, a critical ingredient in 
the Zildjian formula, the company failed somewhat to participate in 
the tremendous postwar boom in manufacturing. But still it man- 
aged to do welT, Its credit rating by Dun & Bradstreet places i t  a t  
the present time in the highest category of the $50,000-$7.5,000 range. 
Furthermore, one aspect of the postwar world aided the company. 
The destruction of the Chinese economy cut off America from its 
chief source of musical gongs and allowed the Zildjian company,to 
step in and take over that m~xket. However, the gong market is 
n _ece~rily lhnited by the fact that the life of a gong is extremely long. 

Since the end of the war Avcdis Zildjian has been joined in the 
company by his two.sons--Armand, who will eventually inherit the 
firm, and Robert, who has bt~come sales manager of the company. 
Both are college men, Armand having attended Colgate and Robert 
having attended Dartmouth. Both have been taught the secret 
proce~, and both participate in the casting operation. Armand is 
gradually taking over the shop, and Robert is taking over the front 
office. Like his great-grandfather, Robert is sales-mlnded. Through 
an advertising agency in New York he sees to it that the company is 
advertised'in Downbeat and M~ironeme, the two most important 
publications in the dance band trade. He also sees to it that the 
school children of the country are well aware of the Zildjian name. 
One of the company's most effective promotional schemes has been 
its leaflet illustrating the ."setup" used by such famous dance-band 

1 At the present time the company makes no less than fourteen individual types 
of cymbals--fast, fast-crash, crash, splash, swish, bounce, bebop, hi-hat, flan~e 
M-hat, ride, tinker, concert band, brass bandp and s y m p h o n y ~ d  all of these 
come in variations in size and thicknese. The price range is rouEhly $5 to $100 
per cymbal. A typical dance band set of cymbals costs around $150. Today's 
market is divided roughly 60% American, 10% Canadian, 80% the rest of the 
world. Abroad the company sells through agents; domastical]y it sells either to 
musical instrument dealers or else to manufacturers of musical instruments 
who wish to round out their seUing lines. 

drummers as Gene Krupa, Buddy Rich, and Lionel Hampton. Every 
young drummer wants to have a drum "setup" exactly like the one 
his idol has. 

Because of the company's uniqueness, it has had considerable 
unsolicited publicity. The issue of Newsweek dated October 30, 1939, 
carried a full page of pictures showing the work in the Avedis Zild- 
jian foundry, and in the issue of Life magazine dated October 23, 1944, 
a pictorial article on the cymbal player of the Metropolitan Opera 
Company gave considerable attention to the Zildjian story. In 
April, 1945, Macazine Digest carried an entire article on the Zildjian 
firm, and more recently the New Yorker in its "Talk of the Town" 
column (August 13, 1949) carried an article on the Zildjians on the 
occasion of their display at the National Association of Mu.~e Mer- 
chants in New York. Sunday supplement articles have also appeared 
in the Boston G/obe (April 15, 1945) and in the .~Iontrcal Standard 
(December 16, 1944), and Hal Boyle has written a syndicated article 
on the company, entitling it, "We Never Tell the Won.en," as part- 
explanation of how the family has been able to keep its process a 
secret for so many generations. 

As might be expected, larger firms, especially drum manufacturing 
concerns, have frequently tried to induce the" Zildjlans to sell their 
company. But being well established in the industry and having a 
great deal of family pride, the Zildjians have steadfastly refused all 
such offers. For the time being at least, the continuance of the firm 
as a f,m]ly, concern seems certain. With two sons already at work in 
the firm, the company's existence for another generation seems fairly 
sure. Beyond that, however, there can be no certainty. Armand 
Zildjian's wife has recently presented him with his third daughter. 
Robert Zildjian is not married. 

BACKGROUNDS IN PERCUSSION 

I~ the early part of this century, George 
Antheil wrote music that was considered unortho- 
dox by many people. In 1925, he conducted his 
ultra-modern piece entltled Ballet Mecani~ue in 
Carnegie Hall. This composition calls for an orch- 
estra that includes two airplane propellers, six 
player pianos, 12 electric door bells, I0 drums, 
and £our washtubs. 
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Ptw/ofm~r.ce of k~&w., or insl,sw~ntal ~E~a~ 

T ~  fio~l to~ (the pefeussscws), [tom rsCJb/to le/t; the ka]dto (played by tb~ cnsta¢bte lead- 

lane (the wooclws.dsl: t~e ~=0, the hiCbltl]tt and lhe 17~eki. 

Origins and History 

The word Ita,~•ko literally mean• ';elegant music" and is the broad designation for 
unclear Japanese tousle.The term covers classical dancln&aud singing aswell as instru- 
mental music. , hen  the music is accompanied by dance, it is referred to as 1. ,g•k , ;  when 
the music alone is  performed, it is known as kan~en, which literally means "wind and 
string" sad actually •ignifies an orchestra of woodwind, .strlnged and percussion instru- 

ments. Bulak¢ is different, in both its music and dance forms, from rhe Nob and Kabuki  
theaters ,,hich developed at a later date. 

The origins of daga/ru date hack to unclear China. During the T'ang Dynasty (7th-Oth 
Centuries}, China was the cultural center of Asia. h brought in the music of India, Indo- 
chha ,  Persia, Korea and Manchuria, for use as court entertainment. The music thus sb- 
• orf~ed was introduced ;-,o Japan in the Rrh ¢'- . . . . .  

Atprosenr I ~ a k ,  isperforAedfor themost part onrather rare occasions by the Music 

Department of the Imperial Household, although it is also preserved in • few shrines and 
temples. (lse Shrine, Kanuga Shrine, Atsut• Shrine, Tens oil Tern pie sad hsukus.hima Shrine). 

The musicians of the Idusie Department of the Imperial Household are mostly dircc~ 
descendants of the ancient masters, whose families have handed down these unique tradi~ 
rlonal art forms from generation to generation. They usually become members of the Mu%|c 
Department at the age of twelve or thirteen. There, they cake the necessary courses in 
both ,es teru  sad Japanese music for many years and are finally appointed regular court 
musicians, ganv of them are accomplished artists in Western musical forms and "instruments. 

Galeku M-sic and ~tusiciuns 

Each composition of ladaku music is essentially • meloay for interprets,ion by sev- 
eral instruments playlag simultaneously. This melody, ou dhich the entire ensemble-and 

even the percussion instruments concentrate, should also be the main focus of  aeuOter; 
concentration. Playing from memory, rather than from wrirtes music, ,he musicians creatL 
• flowing yet closely synchronized rhythm and the many voices singing •s  one typifies 
Asian ensemble music. 

A change in tempo, which in general is slow, is defined by a ch-,,ge in the number of 
heats to each accent, rather than by change of pace • s  in the case of , e s t e r s  music. For 
example, a •low tempo conslsti'ng of eight beats co each strong accent and a faster tempo 
of four beats to each strong •c .'~r may well sound uuchaog.od: 

Gogaku Percussion instruments 

The percussroa instruments outline the strong and weak points in each phrase of tht 

melody and stabilize the rhythm. The taiko, • large hanging drum, points out the main so  
cent of each phrase, while the kakko,  a small braced drum and the e/|oko, a small bronze 

gong, fill out the rhythmic patterns. The kekko is played by the leader of the ensemble 
and directs the changes in tempo and signal• the closing of the eomposhloo. The ,an-mo- 
tsuraumi;whleh is s kind of s;de-drum~is used mainly in performance of EaEaku of Korean 
origin. 

Two or more o[ each kind of instrument are often used and they all play the same 
part. The result is • greatly amplified role for each instrumental section. The number of 
instrumentalsectlons is limited to eight, to which the human voice may be added as in the 
case of utamono. Also, no two instrumental sections play exactly ,he same part, with the 
result that the special tonal contribution of each section is always audible in the total en- 
semble effect. 

I 
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rc u ss io isT 
BY RICH O' DONNELL 

PRINCIPAL PERCUSSIONIST 

ST. LOUIS, SYMPHONY 

This  a r t i c l e  i s  condensed from Mr. O'Donnellmn 
o r i g i n a l  a r t i c l e  p r i n t e d  by and a v a i l a b l e  from the 
S~. Ann Music S~udio, 10005 St .  Char les  Rock Road, 
S~. Ann, Missour i .  
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MUSICAL DRUMMER 

Most historians agree that probably the first 
musical instruments used were some sort of percus- 
sion instrument. It is therefore a little ironical 
that the percussion family, at least in our culture, 
has been the last family of instrmnente to be 
developed to a point where they are used for more 
than Just a mere effect. 

Improved communications have brought us into 
contact with musical cultures such as the Balinese, 
Javanese and Africans where percussion instruments 
are an integral part or sole instrument in the 
ensemble. It is a pleasant surprise to hear the 
interesting v~riation of timbres coming from a 
Gamelon Gone orchestra of Indonesia. 

Composers of this century such as Bartok, 
3travinskl, and Carl Orff have done much to ex- 
plore the use of percussion instruments as something 
other than ~ust a color to suggest a military band, 
or a Spanish dance. ~hanks to the imagination of 
these men, we can consider ourselves eomethir~ more 
than a noisemaker. We often find ourselves plapin~ 
a theme now instead of Just "backing up" c~4m~es. 
~ese composers also saw in the percussion family 
a storehouse of timbres not available anywhere 
e l s e ,  so t h e y  began t o  m a k e  more a n d  m o r e  d e m a n d s  
o n  u s  t o  c r e a t e  t h e  e x a c t  m u s i c a l  e f f e c t  d e s i r e d .  
The your~ drm~er of today mus6 ~ow not only the 
rudiments backwards ~ forwaA"ds--that is only the 
h e g i n n i n s - - b u t  also he must know how to control 
the tension of the head, the size and weight of the 
head and stick, and where to hit the drum for the 
timbre called for--in short he must be a better 
musician. 

Another 8rest factor in helping the develop- 
~ent of percussion p l a y i r ~  is the constant im- 
provement of the equipment. Percussion instru- 
ments have been Just about short of crude until 
~ust very recently. Good play~ is essential 
but without good equipment much of the good play- 
InE comes to nought. ~ecause cf increased demands 
frc~ the composers, we are brinEin~ up the devel- 
o~aent of the instruments. 

Because of the ever increasing "specializa- 
tion" in our society and the consequent competi- 
tion, the aspirln~ drummer of tomorrow must be 
equipped with complete mastery over the technical 
aspects of playir~ all the percussion instruments, 
plus a complete and sound musical b~kEround to 
p r o v i d e  h i m  with an understandin~ of music as 
good as any other member of ~he band s o  t h&~  he 
can Inter~re~ h i s  p e r t  as i~ should be. 

Tunin~ is the most important sir~ls factor in 
determinir~ the type of sound the drum will pro- 
dues. Like any other instrument, the drum must be 
f i r s t  in tune with itself before it can h a v e  a 
~hance to sound optimum. 

After the head is mounted with an even collar 
all the way around, (about 3/8 or 1/2 inch), 
check the pitch of the area by each screw by taPplr~ 
softly wlth a stick or flickln~ with your finger. 
If one or two spots are flat, turn the screw 
slightly to bring up the pitch to match that of 
the playlnE spot. Do this gradually, rememberin~ 
that one screw effects all the others, because you 
are trying to equalize them. After makin~ this 
correction check all the way around again. If Just 
one or two areas are sharp, loosen them a very 
slight turn and press the head firmly but not hard 
in the middle, this will "iron out" some of the 
kinks it may have developed by stlckinE to the 
shell. Check all the way around again and make the 
necessary adjustments. Since a head that is even 
closer to being in tune will vibrate sympathetic- 
ally with all the other screw areas, it is diffi- 
cult to clearly define the exact pitch at the 
point you are trylr~ to tune. It is a great aid 
in tuning to hold your finger in the center of the 
drum while tuning. The finger helps to isolate 
the area so you can hear the actual pitch more 
definitely. 

The same principle holds true whether you are 
tuning a tympani, a snare or tom tom head; the 
head must be in tune with itself. It often takes 
a little time to tune when the head is new. When 
listening, be sure to have the fundamental and 
not the partials. 

A snare drum can be affected in color a great 
deal by careful tuning. The drum will get the 
maximum volume and response by tuning both heads 
to the same pitch, thus creating a s~mpathetic 
vibration between the two heads. The drum will 

( con t i nued  next page) 
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sound darker if the snare head is tuned a little 
lower than the batter head; and the drtum will 
sound brighter if the batter head is a little 
tighter than the snare head. (This produces a 
rather thin sound however and a smaller drum 
should be used.) The color that the drum should 
be tuned to is of course determined by the music 
to be played and a drmmuer's ability to interpret 
the music to determine what kind of a sound he 
wants. His ability to interpret depends on the 
thoroughness of his musical background. 

Considerations of Playin~ 

A drummer who is conscious of the proper musi- 
cal effect desired will have to take into account 
the size and type of drum, the weight of stick and 
the type a snare, in the case of the snare drum, 
to produce that effect. 

Snare drums come in several popular diameters: 
la" and 15" for concert work and la , 15" and 16" 
for field drums. The depth of the drum greatly 
affects the color of the drum. The most popular 
depths for concert drums are: ~", 5", 6 1/2", and 
8". For field drums they are: lO", and 12". If 
a drum is 5" deep (meaning the heads will be 
exactly 5' apart), it will send the impact from 
the batter head to the snare head much faster, 
making this drum more responsive than a drum 6 1/2" 
or 8" deep. A shallower drum will, because of the 
greater play of sympathetic vibrations between the 
heads, get a brighter sound and naturally the 
deeper drum will get a darker sound. It is men- 
tioned before that tuning the drum differently 
also alters the color. With two or three drtuns, 
a drummer can get Just about any subtle change 
from light to dark by making the smaller drum 
darker--to its llmit--then going So a larger drum 
for a darker color. A field drum, being much 
deeper, will be very slow in response and dark in 
color. 

Snare drummers must also be conscious of the 
size of stick they use on each drum. A violin 
player wouldn't use a cello bow; likewise a drummer 
wouldn't use a field stick on a small drum. A 
violin bow wouldn't produce a rich tone on a cello 
and neither will a 5A or a 7A produce a full sound 
on a field drum or even a 6 1/2" or 7" drum for 
that matter. 

If the stick is too large for the drum, the 
effect will be lik~ a brass instrument overblown-- 
the sound is hareh and hardly pleasing. If the 
stick is too small for the drum, the full sound 
will not be produced because the small stick 
doesn't have enough weight to brIDg out the 
fundamental. 

A IB, 2B or IS is a good all around stick for 
concert snare drums of 5" to 8" depth. A 5A will 
work on a 5" drum if the passages are to he soft 
and bright in color. For field drums, a large 
stick must be used. A lot of volume is needed on 
the field and a heavy stick will produce not only 
the volume but also the full tone of the drum. 
Heavy sticks are not as hard to control as they 
might seem to be. A good field stick would be a 
Gretch 3P, Ludwig 3P, Sllngerland 3S or IH, or 
anything of comparable size. 

A drum has a certain vibrating pattern and 
this must be clearly understood. The st,~y of 
tympani, with its purer vibration pattern, will 
serve to enlighten any drummer about the vibrating 
characteristics of drum head. The unruptured, 
flexible tympani head more clearly illustrates the 
characteristics than does the stretched, hindered 
snare drum head. Each head also has a particular 
beating spot that is a little better th~n anywhere 
else. On a tympani it will have to be found after 
the head is mounted. On the tympani it will gen- 
erally be found along one side of the spine llne 
(llne which is white that runs through the center) 
near the rim. 

The principle of snare drum playing is much 
the same as tympani except the area we move in is 
much larger in comparison because of the ruptured 
head. The exact center of the head produces a 
harsh, pesky sound suitable for field. Drums will 
usually have an offensive ring at any  spot other 

than exact center. Smal!er drums shouldn't, if 
tuned properly, have an abundance of rlng and so 
playing dead censer is not desirable except where 
that particular sound is desired. ~he playing area 
moves from about I 1/2" from the rim to near center, 
depending on tne vol~.e called for. As one would 
not consider playing ff one inch from the rim, it 
is likewise no~ logical to play pp near the center 
where the head is vibrating in a larger arch. The 
area to be played in should be men~ally gauged 
according to the volume ran~In~ from She softest 
near the rim to She loudest near the center. This 
movement along the playing area should be either 
directly over or directly perpendicular to the 
snare, never approaching hhe snare diagonally. By 
working directly over the snare, the sound is 
bright in the softer dynamics and ~ends to get 
darker as w~ move closer to the center. If we 
play perpendicular to the snare, the sound is 
darker in soft passages and stas~s relatively dark 
as we move in for loud passages. By playing per- 
pendicular to the snare, we get a more consistent 
tone color. 

Rolls 

Rolls, beir~*q She mos~ important rudiment, 
often presen$ the biggest problem to the drummer. 
There are several ~ypes of rolls that he must 
master. The basis for learning all rolls is the 
old traditional mama--daddy roll, or other wise known 
as the open double stroke roll. This roll is 
played with two distinct bounces on each stick and 
must be played so that each bounce will be heard in 
a measured pattern. By learning ~o control this 
roll at all speeds, the drmmuer will have control 
to play any of the other rolls any way ha chooses. 
Slow, diligent practice is mandatory to develop 
this roll--there is no real short cut. After he 
masters this, he can, by pressing his sticks a 
little more into the head, produce a very nice 
press roll. The.effect of this press roll is more 
like a three stroke roll--i.e., the stick strikes 
the head more than twice. If the open double 
stroke roll is not perfected first, the press roll 
will most likely sound very uneven because the 
player will not have much control over the bounces 
beyond the initial stroke. 

Study the open-double stroke roll first and a 
perfect press roll will require almost no practice. 
Needless to say, the open-double stroke roll is 
much harder to play. The press roll is more com- 
monly used today in conca~cts and dance work. The 
open roll is used in concert marches, contests and 
in field drum pl~ying. 

~ne single stroke roll can be started at the 
same time as the open double, but will probably 
take longer to develop. It alwa~ soundsdistlnct 
and measured. Its use is for field drum playing 
and passages~ere single strok~ rolls are 
specifically called for. When the individual 
strokes are w~Itten out, llke long grace notes, 
this should be plaid in slr~le strokss. 

Practicing rolls is one of the best ways to 
develop the exacting control demanded of a good 
percussionist. As much time as possible should be 
spent on their development. 

• urhytl~nics i s  one o f  the  h ighes t  £orms of  phys i ca l  edu- 
c a t i o n .  ~ was o r i g i n a l l y  conce ived by the  composer ~mile 
Jacque Dalcroze as  a d i s c i p l i n a r y  t r a i n i n g  for  music ians  lack-  
ing musica l  rhytlln and bodi ly  coord ina t ion ,  but l a t e r  evolved 
into  an ind i spensab le  preparatory  t r a i n i n g  for  a c t o r s ,  a i n s e r s ,  
and dancers  as  weZ1. Zts aim i s  to develop the mind and body 
s imul taneous ly .  The mental concentra t ion  required and evolved 
by Eurhytl~nics i s  comparable to  that used in  mathematics ,  wl~h 
t h i s  d i f f e r e n c e :  mathe~at ica l  a c t i v i t y  i s  mental e x c l u s i v e l y ;  
Eurhythmics i s  " to ta l  body" a c t i v i t y ,  w i th  emphasis on crea-  
t i v e n e s s .  

.8- 



"I DON'T CARE IF YOU HOLD THE STICK IN YOUR EAR- 
JUST SO LONG AS YOU GET ~ SOUND" 

_,. , , . 

careful that they have an excellent basic hand tach- 
nique before they start using odd beaters and hand 
grips to get certain sounds. Certainly they will 
get a sound but will it be a 5sod MUSICAL sound? 

Editors Note--Two other excellent articles concern- 
Lug the use of the matched grip re- 
cently published are : Jack "McKenzie, 
"The Matched Grip, " Ludwi~ Drummer, 
P. 30, Vol. 3, No. 2 and Jerry 
Carries, "The Matched Grip vs. the 
Unmatched Grip, "" . 

p. 86, June 1905. 

A funny statement, true, but lets have a look 
at it and see what its worth. 

Any of us who have reached the professional 
level know that at one time or another we have 
used some type of unorthodox beater and an unorth- 
odox way of holding it to get a certain effect or 
sound. I stipulate the professional level due to 
the fact that many student or semi-pro drtmmers and 
percussionists hold their beaters in an odd manner 
simply because they don't know any better. 

This also brings up a very controversial 
issue--should we use the standard or matched grip. 
Also should an absolute beginner be started on the 
standard or matched grip. I have found that 99% 
of all beginners find the matched grip much easier 
to cafmh on to. I think the main reason being that 
it is a more natural way to hold the sticks and a 
young student only has one hand position to remem- 
ber. The other 1% have seen somebody play using 
the standard grip and they want to play that way. 
This I%, however, seem to spend much longer try- 
ing to get their left hand to work properly and I 
personally feel this is a needless waste of time. 

If a person already uses one or the other 
grips, then I don't feel they should be forced to 
chan6e but they should be made aware of both methods 
of playing and more or less allowed to make their 
own choice. The student should be shown where the 
standard grip came from and why it is important to. 
know. He should be shown that a field drummer 
would have trouble using the matched grip unless 
he had the proper sling and leg rest to position 
his drum at a comfortable playing angle. He should 
also be shown the advantages or disadvantages on 

the dance set. ~he main reason for ridlng the hi- 
hat with the right hand seems to he that, first of 
all, drummers tend to have weak left hands and 
secondly the standard grip .m@kes it harder to play 
the rlds rhythm properly. If the matched grip is 
used then there is no reason why the hi-hat could 
not be plaid with the left hand. Also the dis- 
tance and reach are factors to consider. Using the 
standard grip and moving from snare drum to small 
tom-tom we find the right hand moving perhaps four 
or five inches, depending upon each individual 
set-up, but the left hand has to move eight or ten 
inches to reach the same beating spot. Moving to 
the large tom-tom Brings out the same problem. 
However, certain sounds such as a rim shot played 
with the stick laid flat on the drum do not sound 
as good played with the matched grip. I personally 
prefer to have the butt rather than the tip extend- 
in~ over the rim to obtain this particular sound. 
IAtin-American work played on a full set is better 
played using the matched grip particularly if the 
drummer uses tlm~ble stlx rather than regular stix. 

~he matched grip is used on all mallet key- 
board instruments, timpani and timbales. If a 
student wants to pursue percussion studies farther 
than the snare drum or dance set (as unfortunately 
too few do) then he will find the matched grip 
studies more beneficial than the standard grip. 

I have seen many excellent dr~ers use both 
grips to good advantage. I think as lone as the 
student is aware of both styles of playing then he 
must decide for himself which he wants to use. No 
matter what or how we play we are all tryir~ to 
~et a esrt~tln i n u n d  hut mt~dlnt~s Should b@ v@r~ 
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SUGGESTIONS FOR PR~.IOTION AND ATTENDANCE AT MUSICAL 
EVENTS 

Often well prepared and worthwhile musical 
events draw only small audiences. Percussion p r o -  
grams are, in some areas, not well attended. Tnls 
is somewhat due to a misconception on the part of 
the ~eneral musical public about the term "percus- 
sion" music. The following suggestions, while 
certainly not applying only to percussion, may be 
of value in the planning of the next event by your 
mUsical organization. 

I. Advertising through the local newspapers, that 
would include pictures of the organization; small 
ensemble or sectional groups, and officers or plan- 
ning con~nlttees; also selected comments from 
festival rating sheets and other material telling 
of the high quality of the group. Also precise 
information as to time and place of the concert 
and an interesting and appealing wrlte-up of the 
selections that are to be performed. 

2. Displays in store windows. 

B. Professional guest soloists performing with the 
organization. 

4. Ticket sale quotas for the members of the or- 
ganization and incentives for high sales. 

5. A form letter to alumni explaining the work of 
the organization and an appeal for support of the 
group. 

6. Ticket selling locatlon(s) in the business 
dis tric t. 

7". Combined concerts with other groups. 

8. Social functions in connection with the per- 
formance (dance after the concert, etc.). 

9. A letter to all musical organization directors 
of neighboring ccmmmnlties telling of the program 
and what selections are being played, also include 
complimentary tickets and information telling how 

their students may purchase tickets. 

I0. Performances before various civic clubs, ser- 
vice groups, etc., telling of the musical activi- 
ties of the group and when concerts are to be held. 

11.  P romo t e  more s t u d e n t  a t t e n d a n c e  b y  b e t t e r  
a d v e r t i s i n g  w i t h i n  t h e  s c h o o l  and  p r o m o t e  s c h o o l  
pride in the organization. 

12. Novelty numbers Zone in good  taste on the 
concert program. 

13. An interesting and informative printed program 
for the performance that must include a listing of 
the players and program notes explaining in an in- 
teresting manner the selections that are to be 
performed. 

14. Where conditions permit, a recording of the 
organization available for purchase. 

~ne above suggestions should be helpful in the 
planning of your next program. It cannot begin to 
be inclusive for all professional and school 
groups. We would like to hear from you with your 
~dltlons ~o this list. - The Editors 



n e w  p u b l i e a t i o n s  
M A R I M B A  S O L O S  ~ . ._ II 

HOFFMAN CONCERTO IN D adapted for marimba by Ruth 
Jeane, from the author, RFD #I, Silver St., 
Granville, Ohio 43023 

This concerto written originally for mandolin 
and orchestra is in the style of Haydn. Its dura- 
tion is 15 minutes. Mrs. Jeane is an artist per- 
former and teacher of marimba, and this work is a 
welcome addition to Keyboard percussion material. 
The orchestral accompaniment may be rented from 
Ruth Jeane at the above address. 

MARIMBA [VIBRAPHONE] BOOKS 
Look for a new book ou~ soon--PRACTICAL IMPROVISING 
--a Modern Course for all Instrumentalists by Bob 
Tilles, pub. Henry Adler 

This book will contain playing and writing 
exercises for altered chords, progression substi- 
tutions, intros, turn-aronnds, modulations, bridges, 
etc. 

MODERN MALLET I~0D (Volumes I, II, & III) by 
Phil Kraus, Pub. Henry Adler, Inc., New York, N.Y. 
$3.00 (Vol. I), $5.00 each (Vols. II &III) 

These three volumes comprise one of the most 
complete keyboard percussion methods written. 
Volume I, which contain descriptionS, ranges, and 
playing techniques, should be in the library of 
every keyboard percussion student. Volumes II, 
IlI contain respectively advanced two mallet 
chord studies and four mallet chord studies. An 
excellent set of books to contain technique and 
theory study. 

INTERMEDIATE METHOD FOR MARIMBAt XYLOPHONE OR VIBES 
by Art Jolliff, Pub. Rubank, Inc., Chicago, Iii. 
$1.oo 

There is a lack of good etude and solo col- 
lection material for 3 and 4 mallet keyboard per- 
eussion. This oldertext is one of the few items 
that m~y be used for this type of study. Numerous 
thematic arrangements of classics are included 
along with technical studies. 

ORIGINAL JAZZ cOMPOSITIONS by Emll Richards, Pub. 
~y Publishing Co. (exclusive distributors: Pro- 
fessional Drum Shop, Inc., 85~ V~ne St., Holly- 
wood, Calif.) $4.00 

I0 Jazz e~npositions in odd meters with im- 
provisational examples which are written especi- 
ally for the advanced vibe player. These pieces 
are based on rhythmic patterns found in Middle 
Eastern music. 21 pages. 

MALLET E~ERCISES IN ~/~ by Emll Richards, Pub. 
TRY Publishing Oo. (exclusive distributors : 
Professional Drum Shop, Inc., 854 Fine St., 
Hollywood, Calif. ) $2.00 

50 fine scale studies for keyboard percus- 
sion instruments. Various problems including 
double sticking and cross sticking are developed. 
Also included are 25 studies on the chromatic 
scale. 

DRUM SOLON 

RIM SHOT MARCH by Morris Goldenberg, PUb. Music 
of Percussion, Inc., 1841 Broadway, New York, 
N.Y. $I.00 

As the title implies, this solo exploits rim 
~hots. Many interesting single stroke problems 
~re encountered in this solo. 

8 ETUDE by Morris Goldenberg, PUb. Music for 
cussion, Inc., 18~I Broadway, New York, N.Y. 

$i.oo 
A fine new 6/8 concert s.t~y. These two page 

solos are well written and p~xn~ed, however, some 
m~y feel that $I.00 is a high cost for a solo of 
this length. 

2040's SORTIE by Alan Abel, Pub. Ludwig Music 
P u b l i s h i n g  Company, Cleveland, Ohio. 75~ 

While not a new release, this snare drum solo 
is one of the most difficult rudimental solos in 
print. Any percnsslonist looking for the most in 
rudimental solos should try this one. ~is work 
requires a great deal of technique and rhythmic 
unders tending ! 

-I0- 

RUDY ~NTZ ON Th~ GO by Floyd C. Harris, Pub. 
Ludwig Music PuSlishir~ Co., Cleveland, Ohio 60¢ 

This is an excell~n~ solo for the young 
drtm~ner scar~In~ his study of rudiments. Inter- 
esting stick and rim work are included in this 
solo. 

%~HE ThTtEE HEADFD DRLq.~4ER by William J. 
Bc~]insDlne, k~/bo ~ou~nern Music Co., San Antonio, 
Texas. $!.00 

A new solo for multlplo drums, three drums 
are ~o be zlasmd by one soloist. Well written and 
technically challenging. 

ALL ST~, DRb%~,~R by Willlcm J. Schinstlne, Pub. 
Southern ~us-~., San Antonio, Texas. 75~ 

Th%s snare dr~an solo contains an excellent 
blend 02 rudimertal and modern metric concepts. 
Fine material f~r the study of changing meter 
signatures w] ~.~in ,*he rudimental concept. 

D R U M  BOOKS 

BREEZE-EASY METHOD FOR DRUMS by John Kinyon, Pub. 
Witmark & Sons, New York, N.Y. $I.00 

For the music educator with a minimum of per- 
cussion backgrotunl this text should work very 
well. It ls well organized into lessons, which 
include char~cteristlc studies in the style of 
band parts. The book retain the "so-called" 
1,udimental approach, and its main weakness is in 
the impractical left hand lead approach. 

DRUM CLASS ~0D (VOIL~S I & II) by Alyn J. 
Helm, Pub. Belwin, Inc., Rockville Centre, L.I., 
New York. $1.25 each 

One of the finest new set of method books for 
beginning snare drum instruction to appear in 
print. This set of books should work equ~lly well 
for class or private instruction. The free- 
bounce (multiple bounce) roll approach is used and 
explained to both teacher and student, however, 
the material may also be used equally well with 
the double-bounce roll. Each lesson contains 
effective solo or duet material. This reviewer 
recommends that both volt, nee be purchased by the 
student at the outset in order to have the 16th 
note material that begins only in Vol. II. 

BOOK TWO FOR THE SNARE DRUM by Thomas McMillan, 
Pub. Weaver Publishi~ Co., 6500 Allen Road, 
Allen Park, Michigan. $1.50 

This flne new intermediate method is 
designed to follow any good first year text. An 
Importan~ feature of this book is the balance of 
rudimental style and orchestral technique. Each 
lesson contains short exercises and an interest- 
in~ reading study. 

ART O1~ DRUMMING by J. Burnes Moore, Pub. 
Ludwig Drt~n Co., Chicago, Ill. $1.50 

While this book begins as a description of 
rudiments, one of its finest features is an 
excellent series of single stroke reading studies, 
in all meters, which are found beginning on 
page 20. 

TYMPANI BOOKS 

BASIC TYMPANI ~CHNIC by Thomas McMillan, Pub. 
Pro-Art Publications, Inc., Westburg, L.I., New 
york • $I. e5 

32 good studies, ranging from easy to mod- 
erately difficult, for the beginning ti~toanl 
student. 

STAGE BAND DRUMMING 

ROCK'N ROLL'N IATIN ~%EAES by Joel Rotten, Pub. 
JR Publications, 2112 Dorchester Road, Brooklyn 
26, New York. $1.50 

Good study material for short "fill-lns" and 
"breaks." 16 pa~es. 

~FT HAND SOLOS by. Joel Rothman, PUb. JE Publi- 
cations, ~i12 DOrchester Rd., Brooklyn 2~, N.Y. 
$1.5o 

Fine new material for the development of the 
left-hand in dance set work. The exercises are in 
the form of one, two, and four bar breaks that may 
be effectively applied to performance. 

e 
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PUBLiCATiONS (Con~ ~n~d) 

THE SEL~CTION-CARE-AI~D USE OF C~LBALS IN THE STAGE 
"~ND DANCE BAND by Roy Burnes, ed. Donald 'G. 
Canedy, Pu~. Henry Adler, Inc., New York, N.Y. 
$1.5o 

This new text, on a needed topic, contains 
information about tyPes of cymbals, gives exer- 
cises, tips from the pros, and nt~ueroUs illustra- 
tions. A most valuable new reference source for 
percUssionists and directors. 

D R U M  C A D E N C h ~  

STICKS DOWN THE STREET by James L. Moore, Percus- 
sive No~es, 50~ Menderson Hts., Colt~ubus, Ohio 
~32~i. ~i.00 

DRUM CADENCES FOR PARADE Ok GRIDIRON- A 
collection of new cadences for the marching band 
,~rcussion section--Some standard--Some with a 
"Latin-American or "Swln~" beat. Teachers may 
also find this co!3ection an interesting supple- 
mentary book to regular lesson method books. 

This is the first of a series of PERCUSSIVE 
NOTES PUBLICATIONS (see announcement in this 
issue). A catalog of new works is.ln preparation. 
Write for a copy. 

PERCUSSION ENSEMBLES 

PERCUSSION SUl~ OF BRAZILIAN F0~-SONGS by 
Russell Hartenberger, available from the com- 

~ ser, 255 South 20, Philadelphia, Pa. 19103. .50 
This work in 5 movements is scored from 3 pez 

cusslonlsts. Keyboard parts include marimba, 
chimes, and ad llb steel drt~u. 

MYS~RIOUS HORSE BEFORE THE GATE by Alan 
Hovhemess, Pub. C. F. Peters Corp., New York. 
$1.5o 

A brief work for one trombone and 5 percus- 
sionist written to exploit tonal colors. Instru- 
ments used are: glochenspiel, 2 vibraphones, 
chimes, and tam-tam. The work ends with a senza 
mlsura canon in "planned chaos." 

CONCERTINO FOR TIMPANI WITH BRASS AND PERCUSSION 
~y Michael Colgress, Pub. Music for Percussion, 
Inc., 1841 Broadway, New York, N.Y. $8.00 

Michael Colgrass, who is one of our most 
outstandir~ percussion composers, has written 
most challenging new work fe&turin~ timpani. The 
solo timpani part requires ~ kettles. Instrumen- 
tation includes, 3 trumpets, 3 trombones, tuba, 
and 2 percussion. 

~ [  Albert Payson, Pub. Music for Percussi¢ 
Broadway, New York, N.Y. $8.00 

Written for multiple indefinite pitched per- 
eusslons and vibraphone, and chimes, this quartet 
is excellent ~u~terlal for advanced percussion 
ensembles. 

PAS DE DEUX FOR Bb CIARINET AND PERCUSSION by 
~-Inand Russell, Pub. Music for Percussion, Inc., 
1841 Broadway, New York, N.Y. $3.00 

A fine new recital piece for one clarinet- 
Is• and one percussionist. The percussion part 
includes xylophone. 

BALI by David Gordon, Pub. Music for Percussion, 
~., 18~I Broadway, New York, N.Y. $8.00 

An outstanding example of the melodic concepl 
in percussion writing. This new work is scored 
for: sop. recorder, vibraphone, xylophone (2), 
marimba (2), piano, celesta~ timpani, tlmb~les, 
~rean cymbals, a n d  g o n g s  (2). 

A C~[BAL TUNE by William J. Sohlr~ti~e, Pub. 
Southern Music Co., San Antonio, Texas. $1.25 

Quartet for ~ cymbal pl~yers! I) crash 
cymbals, 2) suspended c~ubal, 3) GonE, ~) Sock 
cymbals. This work demonstrates how effective 
cymbals can be .when used alone. Marking is 
"A i~ Jazz." 

P R O D U C T  N E W S  
JENCO CAT~IDG No. 66 O. C. Jenkins Co., Box 149, 
Dec&t~, llllnols 

~his new full color catalog shows the com- 
plete line of keyboard percussion instruments 
.available from JenCo. Copies &vailabls at pour 
local dealer or from the O. C. Jenkins Co.  

WORK~ WITH PERCC 3 S ~  

CONCERTANTE b y  D a n i e l  F i n k h a m ,  P u b .  C. Y. F e t e r e  
~orp.~ New York. ~3.~ (score), ;7.~, (set of 
parts ) 

Written for organ, celesta, ~nd Percussion, 
this work was commissioned by the Boston Chapter of 
the American Guild of Organists. Percussion in- 
strt~nents Used are: tlmpanl, trlangle, glocken- 
spiel, tam-tam~ gongs (2), suspended cymba1~ wood 
block, and snare drum. 

GLORY TO GOD by Alan Hovhanoss, Pub. ~. F. Peters 
~orp., New York. plano-vocal reduction o0~ 

Percussion is used very effec~Ively~In this 
cantata for chorus, brass, organ, and Percussion. 
Three percussion players are resulted. 

D R  U M M  1 _N_ G A R O U N D  
i i . . . .  i i  B[ 

Jim Salmon, Pco~essor of  Percuss lon  a t  the  Oniver-  
s l t y  of  Mlchi~an, r e p o r t s  t h a t  the  17th Band Conductors 
Conference he ld  t h e r e  t h i s  pas t  Ju ly  was wel l  r e p r e s e n t e d  
in  the  p e r c u s s i o a  £ i e ld  wi th  c l i n i c s  by o u t s t an d ing  per -  
formers  and c l i n i c i a n s .  Percuss ion  s e s s i o n s  were g iven  by 
Bobby C h r i s t i a n  from Chicago, c o u r t e s y  o£ Ludwig; by Sam 
Denov, Chicago Symphony, c o u r t e s y  o f  A. Z i l d J l an ;  by lla~. 
k e l l  Herr ,  c o u r t e s y  o~ S l lnge r l and ;  and by Bobby Rosengarden, 
c o u r t e s y  o£ Rogers.  All  s e s s i o n s  ~ere  wel l  a~tended,  and 
everyone seemed ~o enjoy t h e  demons t ra t ions .  

Robert C. Pan•born, p r i n c i p l e  p e r eu s s lo n l s~  wl~h the  
De~roit  Symphony O r c h e s t r a ,  has developed a pe rcus s ion  pro-  
gram a t  th~ new Oakland 0 n i v e r s i ~ y  in  De , ro le .  A spee l a l  
s e s s i o n  fo r  school s t uden t s  l a s t e d  s t x  weeks t h i s  summer. 
Each pe rcuss ion  s tudent  had a one hour l e s son  wl th  Mr. Pan~. 
horn,  and the  same amount of  t ime wi th  Sal Rabblo, the  t i ,~.  
p a n l s t  wi th  the  De t ro i t  Symphony. In  a d d i t i o n ,  pe r cus s ion  
ensemble s e s s i o n s  were he ld ,  which tu rned  ou~ to  be • new 
and ohallanglng experience for these students (see progrsms 
s e c t i o n  of  ~his  i s s u e ) .  The s t u d e n t s  did a f l n e  Job,  acco rd -  
i n •  to Panghorn, and t h e  school a d m i n i s t r a t o r s  were mo~C 
p leased  w i t h  the  a c t i v i t y ,  and i t  w i l l  become an important  
p a r t  o~ t h e  r a p i d l y  expanding performance  a r ea  o f  the  Mea. 
dow Brook School o£ t h e  new Oakland U n i v e r s i t y .  

~r~e&*AA~AA~A~A~AAAAAA 

Jay  Co l l i n s ,  i n s t r u c t o r  of  p e r c u s s i o n  a t  Wisconsin  
S~ate U n l v e r s l t y ,  Whltewater ,  WisconSln, conducted a mas t e r  
c l a s s  In  p e r c u s s i o n  i n s t ru men t s  fo r  the  Ex tens ionMus io  D~. 
par•men• o f  the  U n i v e r s i t y  of  WiSconsin on J u l y  20-21,  1965. 
Sessions p r e sen t ed  lnc luded t h e  fo l lowin8  t o p i c s :  Concer t  
Snare Drumming, Marching Pe rcus s ion ,  ~ l t i p l e  Pe rcuss ion  
Combinations fo r  One P l ay e r ,  Timpani,  Keyboard l~ercussion,  and 
an evening r e c i t a l  of  Solo end ~nsemble L i t e r a t u r e  f or  l ~ r -  
Cue• ion Y.~s~ruments. 

I r ene  Harvey,  Jun io r  F e s t i v a l s  Advisor  f o r  p e r c u s s i o n  
in s t rumen t s  o£ t h e  h~ational Fede ra t i on  o f  Music Clubs,  I s  
~:espons~.b']Le fo r  the  s e l e c t i o n  o f  the  r e q u i r e d  ntmb~ra in  
the  marimba and v ibraphone  events of  the  NPHC Jun io r  F e s t i -  
v a l s .  On th e  n a t i o n a l  l e v e l ,  ove r  25,000  young s t u d e n t s  
e n t e r  t hese  c o n t e s t s .  Mrs. Harvey s t a t e s  t h a t  i t  i s  d i s -  
appoinCin8 tha t  so few e n t r i e s  a r e  r e c e i v e d  in  the p e r -  
cus s ion  ca taEory .  She 8ugEests  t h a t  i f  any t e a c h e r  o f  pe r -  
cus s ion  i s  i n t e r e s t e d  in  f e d e r a t i n g  a s t u d i o  c lub ,  t h e y  
should w r i t e  for  in fo rma t ion  t o :  Mrs. ~ a l t e r  Swink, Nat iona l  
J u n i o r  Counselor,  139 Y.rby S t r e e t ,  ~oodru£f ,  South Caro l ina .  
Also ,  a complete  l i s t i n g  of  the  r e q u i r e d  numbers in  t he  v a r -  
ious e v e n t s  inc lud ing  snare  drum, p e r c u s s i o n ,  tympanl,  marimba 
or  xylophone,  and v l b r a h a r p  i s  a v a i l a b l e  from: Nat ional  
Fede ra t i on  of  Music Clubs Headquar te r s ,  Su i te  121§, 600 S. 
Michigan Ave . ,  Chicago, I l l .  60605. Order #JF23, c o s t  60¢. 

A. L. De l l a -Po r t e  of  the  Premier  Drum Company, Lon- 
don, ~nBland , i n  a r e c e n t  l e t t e r  to PH, r e p o r t e d  t h a t  t h e i r  
company now ships  pe rcus s ion  Ins•run,  an t s  r e g u l a r l y  to s t o t a l  
o f  103 c o u n t r i e s .  Wlth the  e f f o r t s  o f  the  Premier Company o f  
New Orleans ,  La . ,  shipmates  to  the  U.S. o f  Premier and Olym- 
p l o  drums and Zyn cymbals a r e  expected to  be at  l e a s t  50~ 
up over 1964. 

,************************ 
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IMPORTED EUROPEAN MUSIC 

For Percussion Instruments 

Edtu*>ns ~lphonIe Ledu¢. 

CARL FISCHER. INC 312 S* WABASH CHtCAG~ UL.~ 

PERCUSSION MUSIC 
(Battery Ensembles W,th Plane 
Unless Otherwise Menlionedl 

AUDIN-IIe:  Brsss  Eneemble~ 
BARRAI~E, E-Var ia t ions  . . . . . . . . . . . .  2+00 
BAUIX)*Trots Dailies pe tennes  . . . . . . . . .  4,(~) 
81GOT-TlmpsnlanS (M-D)~Tlmpens p iano)  ~ • 2,2~ 
~OZZA.Rhythm:¢, Op* 70 . . . . . . . . . .  $.25 
DELERUE*Mouvements . . . . . . . . . . . . .  4~60 
DERVAUX-Blttet le Sketch . . . . . . . . . . . .  4.60 
DESPORTES-Theme et Variations . . . . . . . .  4.00 
H~CHRAINER.I~tudes for Tlmpenx . . . . . . .  2. ~0 
JARRE'Smla An¢lenne . . . . . . . . . . . . . . . .  4.60 
JOLlVEF-Cence~t o . . . . . . . . . . . . . . . . .  10,(30 
MtLHAUD-C~certo (Xylophone o~ r~srlmba 

Piano) , . . . . . . . . . . . . . . . . . . . . .  10.S0 
Concerto for percussion instruments  . . . .  Z 0 0  

pASSERONE-peti t  es  P ieces  . . . . . . . . . . . .  4.60 
Test (exer• In technique [or 4 /Impen,)(D-A) 2+75 

PETIT~ p.-Hors d'Oeuvre . . . . . . . . . . . .  4.00 
I~E, S+-Dsnae . . . . . . . . . . . . . . . . . . . .  4•60 
THARICHEH-Concerto Ior Tlmpsnt .  Op+ 41 • • 4•00 

Concerto for Tlmpsrtl. Op. 41 U~mp~lnlpart) 2•00 
T(~IdASI. H+-Concert Aslattque (Comptete) ~ . 9.75 

Concert Aslsttql+e; separate percuss ion partz  
(co~lcert vers,o~) . . . . . . . . . . . . . . .  3.25 
FiRsts (Item Concert A i I i t iq~e)  . . . . . . . .  4.60 

WEBER, A -prelude.  Fugue et Fma! . . . . . . .  4.60 

PLAYER + + £ :  PLAYERI 

LAYER 

LAYER 

M A R I M B A  E N S E M B L E  

A R R A N G E M E N T S  
B Y  

RUTH J E A N N E  

.¢OR 

4-6  PLAYER~ ON 2 M A R / M ~  

LLA  CUMPARSITA (RODRtCYJEZ) EASYGRADE /.OO 
4 PLAYER P, 2 ~2. AND 4 OCTAVE IP~TRUMENT ~L 

2. ESPANI  CAN/ (MARQUINA)  MEDIUM GRADE /,~'~5 
4 Pt.AYER~, TWO 4 OCTAVE INSTRUMENT~ 

I N C L U D E 5  O P T I O N A L  D A ~  PART 

3.MARCH OF" THE LITTLE LEAD .SOLDIERS (Pt(RN~) /.=?5 
ME~XUM • F-A~Y 4 PLAYERS 

3 ~  A N D  3 OCTAVE INSTRUMENT -~} 

4~ FARANDO~E (BIZET) MEDIUM • DIFFICULT ~ , , . ~  

INCLUDES OPTIONAl.  Ft[RCUSSIOH PART 

5.£;TACCATOETUZ~" (RUBIN.STEIN) ME~&DIFFICU~T 3 . 0 0  

. ,',~',E. ~(,-c)* 40CT~ *.~TRU.E.TS 
g. F.D. tsL 4.~J23 

1841 BROADWAY 
NEW YORK 23, N+ Y. 

1 9 6 5  

PERCUSSION CATALOG 

B ~ , O ~  rs A SI~ I¢CTIVE LZSTD(G OF COHPOSITIONS, USING KEYBOARD PERCUSSION ]L~- 
S~RUH.~N¢S~ ~AKIM PJtOH T a g  C O H P L E r E  CATALOG O F  H U S I C  FOR P e R c u s s I o N  t INC.  
0 N a  OF T m t  ~ 0 S ~  DU~ORT.ANT SOORCES O F  OUTSTANDING F.NSEHBLE~ SOLO+ AND STUDY 
H A T g g L M . t  T H E  C O ~ P L g r ~ -  CATALOG HAY BE Ofi"fAINF.D F g O H  TH~ A~OVIg A D ~ I S S .  

E-32 ADVE~TURL$ FOR ORE Robert SCorn D 2,00 
4 l imp ,  sus cymb. Ix~i~tocl. 

M--' 5 U I T E N O .  I E . J .  t i t:feb D 2.50 
(UnsccomF+lnlcd) 

"M-3 RONDO FOR MARIMBA AND PIA~O D 3,50 
"l'~ ed,xe F~sz+;x 

A I  P a y s o n t s  D o u b l e  S t o p s  F o : "  : . l ~ l , ' e t  

od B o o k )  

E-29 PAS DE DEUX FOR BR CLARI~ET&-PERC~'~S)0N 
Atmand Russell 2 5cores 3.00 

I .  el'tinct 2* 5~Sp. oym., tom-tom. 
f.ri., snlLre I x y l o p h o n e  

E-38 FOUR HOLIDAYS FOR T I I R E £  PEt¢CUSSI0~STS 

+ 
E,-39 

Harry B4; t le t |  D S¢or¢ 3.N0 
I .  NeW Ycsr ' s  Eve;  H. Wasblnlto,~'x B ~ t l ~ s y ;  
IR.  4th  of J 'dy ;  IV. Ceblm C~Js tmas  

I .  v ibes ,  xylo . ,  susp .  cym.;  2o Doub I,- drtv~s 
wi th  t~mb~]c~, hl-hat ,  cowbell, bel / s ,  woodbloek, 
rs tehct ,  pls toI ,  ctC*; 3, 2 kgrtk'd~r&~ l ~ p .  Cy~,;  
I f i . ,  + l a v a ,  S eJlhb¢lls . SSllOfM~d fl~;tilglS'dtkefs. 

Rec~dt<I  on Draals I~cccd t*UX106 

P E R C U S ~ O N  SUITE ~maad l~eseU D Scorns 7 ,50 
I .  Toecs t s ;  I t .  Nocturne; I l l .  ~berP.o 

I .  5 sample Ido~s ,  ¢lockensplel, xyL'. ;  
2, 4 tom~oms, tri~qZl~ , strop, oym. • 
¢onl,  5 tm~p~ blooks;  3. ~ dram, 
t r lsnl~% susp ,  cym.,  b a s s  d~ma, 2 wood 
blooks, 4 tma-¢oms. 

~ -2  ONE OVER T H R E E  Mcrv;a Echum ~ 1 .IX) 
Sao~ s a d  Ps*la 
I .  temb.:  2.  b~ll*; 3. Z kert le-dnmm; 4. B.D. 

E-7 Ih~ 'RODDC'r /oN AND A L I ~ G R 0  
So=re ,uxl P~rc~ J l o k  MoKesIiS l i d  3.00 

I ,  aua-lmba, m .  lump* ~ym., 4. ~ tern- 
tom, ~brsp/~** .  

R ~  "J e l  ~ ~ I U X I  tat 

E-33 QUARTET A l b ~ t  2~7~m 4 ~aoru  D 8,00~ 
I .  2 e~are drmiat v~brs~Mme; 2. t ~ ; ,  
med ia l  Ms-urn ,  c ~ s ;  3. S brw tem.¢*m~ 
x w p .  cym.~ 4, 4 ~ ,  tam.¢M~ 

E-4 I N V ~ i T I O ~  FOR FOUR PERCUSSION PLAYER3  
Prod  P r i m  D 2.00 

(P~fw, moe  S o w s  sad  p~- la)  

4. ep~be~, ~J[. ~v~p. epm*, **--~,, e ~ l l m .  

E°27 CH~.MBER PIECe" FOR PERCUSSION QU~]TET 
. ~ c e  snd parts  M=chaeI Colerass D 4,00 
I* 4 tillIp'lOfl~l, lamb 2. 3 h l l h  tom- tea l .  
m~d ~VITI~ 3. 311~ "~ t@r;t-toCn411 Xy|O, UI 
4. 3 low tom-,oral, lamb, finger eymbals 
5. B.D. 2 t impani,  tllil*~-taflt 

E-3I  DIVERTIMENTO (FOR PIANO k PERCUSSION) 
Nicolas Flagel la D So~re 5.00 

1. P:a.o; 2. Cymb~ I ' .  xylo. vibes, b¢lL~, el~m~e, 
B.D., tom-tam=, sns~e,  tr i . .  3. D.D.. celeste, 
vthcs ,  b¢I l l ,  wd. bE.+ fin~er cymbal, ~mbourme, 
chim~s, t l~- tan~ xyIo, .  Iom-(om~; 4. l a s l a  I 
cymbals, teL, B+D.. I s - t a m ,  tom-cam*. D.D. 
with pedal;  5.5 tlmp~n;, sam-f la .  

E-37 C O ~ A R H Y ' r H M I C  ( ~ E ~ A T O  
~=o~ s~d P ~ l a  Cole Ivzrsen M 3;$0 
I .  4 timpani: 2. tr;snJtl¢, side dr,~a: 3. piano; 

4. susp. cym.+ D,D.; 5. Tepee dcvrn, Sham 
~um; 6. xylophone, vi|xsp~on~, 

F-.-36 SKETCH Ro~sJd L o l ~ t l  k~D 5.00 
~ r ¢  l ed  Parts 
I .  xylo.; 2. au~imba, eel~sut; 3. l lmp.; 4.  mare,  
• Ulp.  c~m,0 ~r;.; 5. B.D..  r.mm-~am, suep, ©7m.; 
6, piano. 

E-42 P R E L U D E  FOR PERCUSSION 
Soo~¢ and Par ts  Malloy g~b ' r  D 4.50 
I .  ¢Iookenspiel; 2, xy~o.: 3. o y m t ~ ,  wh~.p, 
t~lo: 4. tom*'|ml|, S n ~ .  WOOd kiosk; 5. B.D. 
~ s p ,  cym.; 6. ' ; m ~ a L  

I~¢orded  ~ l~xied P.~em'd I S P L 7 4 3  

E-19 CANTICLE NO. 5 l~m Hmnrbmm D | , 0 0  
~ o o ~  sad  Pm~s 

bloek** 3. S h i k e  druim N ~ l a d ,  3 hem.he 
m u d .  xylo.,  mmm~u, S Ump~ IAe~m~ 

sin. *bl~a~.~ k~U; 4. r ~ t ~ ;  5. 6 wsem'-bv~eb~ 
b ~ ,  b ~ ,  2 8iemm~, m~d~.i t ~ u m t  I ~  
6. S muted ~ b e l L ~ ,  mm-ta~, S t* lmM~U; 
7. m ,  ]~D., S t~,-E*m~ ~[I. ~ b.U* 

1 ~  ea  Uc~d8 P.Heed 8UXI06 
F..-20 XOK-DO~NI J u k u  Idla,,al 

I .  Id-bat *ymb, w blk,  2 t m ~  
2. BD wi" .  ,s **--a-J  ~ , m b  3.  z']rle . ~  ' 

~-11 ~ r rRODt~"~O~ AND F U ~ ) ~  
Sm~, i ~ 1 P , . ~  R,~,m-¢ l h q , ~  M 
1. emr~eb~, p ;~e ;  2. m ;  3. m to~:em; 

• 4. b4ma:e d n i ~ ;  5. I I .  te~-um;  6. xyle. ,  w~ed 
b~eok; 7. m ~ r w u :  8. ~ d ~ i ,  t rL ;  9. * rap.  
oym.| 10. ~aqma~, ~ k ; ~ e ;  I I .  B.D., g ~ l .  

. t~,<~,d4xl . .  (:~-,.~ I b l e # : d ~ a  4 ~ I t  

' R e c t a l  Rele~Ls~ B A L l  (10 players )  
* bv  David Gordon ~ e ~  ~, ~xr l~ 

RUTH JEANNE $/LVER STREET GRANVILLE (3/'/10 

I enry adler, inc. 
C A R L  P O O L E  4+ m .  3+, m .  

U lstTrmilml-X.l.(:, m. 0~,.,,,,.Y. ~ PHIL KflAUS 
I~ Jazz f o r  Juniors • Jazz f o r  Semors i 

I~ EACH B O O K  CONTAINS , ~ ~ _ ~  .OOEm..AL,etNeX.OO.OO~:t 

15 progressive duets designed to  deve lop  I i ............, - , .  . . . .  . . . . . . .  

l " • • I ' interpretat ion of  dance music. Especially ~1 ~..., i . . . . . . . .  , . . , ~ ,  .~,h ... II~It~ltleW I lx l  delll+b;~l~ ¢effl¢l IIS$tlltt~ 

i adaptable for Trumpet, Guitar, Clarinet, .--" " d "  ' ' '  . . . . . .  a d . . +  

I Vibes, Xyloph0ne,emce " - ^  and mcH Marimba.looK In=-" ",')~ "*+ " ~ j  .me,~"~'s,,.,,..,.....<.....'It . . . .  +....,,."~ ~-,,. . . . . . .  ,~.,,, sad 

"'MODERN MALLET M E T ~  lOOK II 

lOOK II -- CenI,ibI wh~e ~ sad CNm- 
H I ~  I {~ l I .  frfelel In Ikkds s~d $Ixtht~ 
AN cl . .dt  I~SvWql I ~  5th, lies ~ 
fulled ~11% i~$.=;.~.*;~ }|~h, 1315, etc. 
ladle  II ............................. Pdce $S.00 

'lOOK I[l--Cemplel* milked fef f ~ r  siS* 
loll, Ce~ll, l~tl ell ¢kfdl .  mlrde~ l l r i l r l l -  

v~;(leall r~r t l l l b  13th* etC. 

lOOK Ill ............................ p~Ke $S.G0 

These lintel we#ks ¢@mpflse the mill  coma 
plele ml~ed ever, ~mriltlfl (rer ms)Ill In* 
Itmmlhll,  A¢zI4tln,d~I led  Indell ld fly 
l l ldlt~l I mmk.$ m II~tlySf$ I ~ f l v l m t  
the v~dd. 

; ' ~1 i'~ ~ "~" r . ~  

ii 
!i! , . 

. .... O 

JULIUS WECHTER 
Play Vibes 

MOW$1~ V|RRIdaAItp 1[ f.HN| GUE 
FOR MUSICIANS 

C4~,| ~ * ~ d y :  P,E~,,CtkMI M U4 I.R 
I m p  e! I ,m c~r ,  m l ~ t  Sek'Ct~ d,l.~p- 
I~tl l l  t ~ $ ,  IUIral YY~fltl Ell, t~l .  
cell l|t¢¢tS, lik,tstrJtld r.kef.k Elias I}~lt~ll. 

/ ' t ie* 13,il~ 

DICK HYMAN 
M o d e r n  J a z z  D u e t s  

A coI l~t;~ o~ sr~En sells in duet form 
written ~ Idod¢,a C*mtlq.dnt. 

~.e~s~titR IS I stir svK~clent duet 
;n t ~  mourn g u  Id~em w i ~ t  necessary 

H~re IS tl~ mw ~ p~ down m paper 
f~" ssr~lvs stu4eaH I f  mcd4,a muse. ~Jso 
~ e  f~  viNs, Ivan,  Ecc~dita and 
eU~r ks tm~m~ PdR* $2.00 

MORRIS LANG 
15 iach Inventlcm$ 

Ur. f~dE t . ~  - -  percuss~sI with tke 
Rew Yefk Fn~Z~lml~c Orch~st,a. luS IS, 
pec~aily t , ~ i b d  ztl ]5 of LI~ Sack 3 
FaCt invi~Sm 1414' m~ltt duetS. 
l~s ~ w 1 ~ e  N uedtrEtlmdsNl ~I mf l i t  
I ~ t ~ n t s  and t~e I ~ r ~  st~e has rz- 
su4td in R S~r.4~S wwk I k s ~ ' d  to /m- 

U~ adva~:~ I~r¢~s$ion~sL Till d~ts Ire 
lisa MaptlblI IK  I ~ l l f l ,  V~01~'4, KCM- 
4Ws Md etP, er k4trdmen(s. Pdce $2.00 

ROY BURNES 
Elementary Drum 
Method 
InC l~ l :  R ~ I E I I I  SteElS, re/I s t ro l l ,  
I : ~ J ~ " "  . . . . .  tE..- 

PriCe SI,SB 

l 
acK.Y , , , , . ,  

L j:~ 

I. C~+:.I,.C-~ I 

SAM DENOV 
Plrtvss+en,$|--C~¢ilo Symp.'N)ny O¢chestta 

The Art of Playing 
the Cymbals 

A COMPLET| GUI0[ AND TEXT 
'OR THE ARTISTIC P|RCUSItONISI' 

P,~:t $1,50 

- 1 2 -  

. . . . .  $8,00 

s.eo 

• 

:?~=..- . . . . . .  O 

FRED ALBRIGHT 
Pefcmsx~ tastn,cte,'-Ma~hattaA S C ~  

Contemporary Studios 
~ror t he  Sna re  D r u m  

Price $2.S0 

PHIL KRAUS 

VtBES 
FOR 

BEGINNERS 

An essy ~sson pG1n in • s,mphfied 
i~;'lrl~r ex~lalnlrl E |Rch/llql)~, ~ | "  
ml~ I1NIdlrtl+ Includes intr0ductioh 
to c h i d e  and COntRIns IhlSy mlkxhc  
SOnBS, 

Price $I .5n 
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~\~o ~ 
o ~ THE DRUMMERS' 

BULLETIN 
BOARD 

T 
"CYMBAL-OLOGY" 

P a r t  2.  

The }~odern F l o o r  Stan~l 

This is the most common type 
of cymbal stand. It is very 
portable and readily avail- 
able from most drum companies. 
One drawoack to this stand is 

that it has a tendency to rattle. Check 
felt washers and rubber insulation reg- 
ularly to see that no metal parts touch 
the cymbal. The metal joints on the 
stand may be taped or padded with mole- 
skin. 

by R,chdrd Paul 
Suspended Cymbals: 

No.~ 

The "Gooseneck" Stan d 

This type of cymoal stand 
has been aroun¢ a lot longer 
than the f~or stand. 

~a~e one for your percussion section 
from pipe fittings as shown above. 
This allo~s you to suspend your hand 
cymbals for greater sound variety. 

The Single Strok~ 

Use a quick down-up stroke so as 
not to dampen the sound of the 
cymbal. Use your left hand to 
dampen the cymbal when the proper 
time value has elapsed. 

The, Roll 

Roll on the cymbal by alternating 
single strokes. It is best to 
place one mallet near the edge of 
the cymbal and the other mallet 
at the extreme opposite edge. 
This keeps the instrwnent in a 
horizontal positioh. 

What mallets would you use 
when a part you are plsying 
is marked as above? If you 
are like many of our literal 
minded brethren you grab the 
nearest pair of timpani 
sticks and start to roll .... 
.... but you notice that the 
roll is difficult to sustain 
and that the start was not 
very distinct. ~hy then do 
they mark the part to be 
played with timp. sticks? 

Many composers are unaware 
of the wide variety of 
mallets available to the 

~ The One Hand Roll modern percussionist. To 

it 
Place two mallets in one hand 

the head of one on top of the 
cymbal and the head of the other 
underneath. This is valuable when 

them, any wrapped mallet 
is a "timpani stick". It is 
generally up to t~e perform- 
er to know the correct malle~ 
to Use. Mallets made to 

one percussionist m1,~t play several perform well on the metal Da~ 
parts at one time. of the vioraphone work well 

cymbals. 

The following items should be kept handy ,for use on the suspended cymoal: 

Vibraphone mallets ;Vire Brushes 
Snare drum a~i~ka ~ire rods of varying sizes 

13- 



p R O G R A M S  

~:be UNiVeRSity OF MIAMi school OF Music 
BeAUMON~ hALL + ApRiL 7, ]965 

peRCUSSiON eNSeMBLe 
FRED WIcRSCROM, CONUUC~:OR 

pROC~RAM 
~ o ~ = J  ~O%'fr~Ctll fO r  Pl~rCtLq~olt . . . . .  ~ . . . . . . . .  ~ t # ~ t t  ~tl. 

October  Mot tn t a ln  . . . . . . . . . . . . .  A ] a n  H o ~ k a n t u  

C.,antk]e No, 3 . . . . . . . . . .  .. , :  . . . . . . . . . . . . . . . .  L o u  H a r r i s o n  

Sonlla for Piano and I%~usMn ............................. .silly Gl+.oill¢ H~ck* 
Toccata for Marimba and p©rctm~on Ettu~ble . . . . . . .  Rob~t K,IIp 

9 ~,V.~ +/.~tAt t t  ~r.llt. Jlt,ttt~ +f.,V~4~fJlt ~ Jlt 9~t  

UNIVERSITY OF MIAMI 

SCHOOL OF MUSIC 

PERCUSSION QUARTET 

Fred Wlclmtrom, Director Robert Brady 

Josh Youngblood John Grimes 

1. Introducing the Perctumion Section 

2. Scherzo for Permm~on . . . . . . .  Saul Goodman 

3. Drums Through the Ages . Arranged by Fred Wickstrom 

4. Ostinatoe . . . . . . . . . . . . .  Win. Krait 

5. The Galloping Comedlans . . . .  Dmitri Ksbalewky 

~. The Percumlonlat'u Toys . . . . . . . . . .  

7. 'INvinlde Mkmbo . . . .  Arranged by Fred Wickstrom 

8. The Pentatonic Clock . . . . .  Willis Chsrkovsky 

PERCUSSION ENSEMBLE 

CONCERT 

Robert Pangbom, Director 

Tuesday, August I0, 1965 

Percussion Suite 

MEADOW BROOK SCHOOL OF MUSIC 
O A K L A N D  UNIVERSITY 

Mmand Russell 

I: AHegro  non troppo e d e c t s o  

Amores  John C a g e  
I I h  Trio for  s e v e n  w o o d b l o c k s  (not C h i n e s e )  

U n a c c o m p a n i e d  s o l o  for s n a r e  drum M i c h a e l  C o l g r a s s  

Allegro con spirlto 

The Burning House: Alan Hovhaness 
Overture for Flute end Percussion 

Concerto in A ruiner'for Violin J.S. Bach 
(transcribed for marimba) 
Allegro modera to  

Trl5 for P e r c u s s i o n  W a r r e n  Benson 
Al legro  non t an to  
Grazloso 
Poco a l l e g r e t t o -  p a s s a  c a g  ll~ 
Alleqro v t g o r o s o  

Wayne State University B a ~ d s  
presents a 

P E R C U S S I O N  C L I N I C  

S ~  Unfpersily o[ New York .t'Bu~olo prose.Is 

Tl~"rs~y eve.bzg, April 29, 1965 

MILITARY MUSIC FOR TWO PAIRS OF TIMPANI 
(ca 1780) . . . . . . . . . . . . . . . .  Andre and Jacque Philldor 

COEUR FOR BATTEUR (1959) . . . . . . . . . . .  Sylvaao Bussotd 

THREE PIECES FOR KETTLEDRUMS . . . . . . . . .  Ell[oft Caner 
From Six P~eces for Kettledrums (1950) 

V. Recitative 
II. Mote Perpemo 
I • Imlxovisatloa 

ELEGY FOR SOLO PERCUSSION (1%3) ........ Jerome Rosen 

MUSIC FOR TWO CHANNEL TAPE AND TWO 
PERCUSSIONISTS (1964) .............. Ramon Fuller 

featuring the 

Cas8 Technical High School percussion Ensemble 

Rex Hall, Director 

bp;il 9, 1.965 

Scherzo for Percussion ....... 

Hoe Down ........... . .... Missal 

Hall Perpetual Motion • • • . . . . . . . .  

Paraphrale for %enrae . . • ...... Hall 

Rhythmood8 . . . . . . . . . . . . . .  Hall 

Canon for Peroullion . . . . . . . .  Goodman 

Toccata for percussion . . . . . . . .  Hall 

Tour de Force . . . . . . . . . . . .  Hall 

Hera Staccato . . ...... Dinlcu - Hall 

SEND IN YOUR P ~ S  OF JLECfH~ EVENTS IN WHICH pERCUSSION 
WAS FEATURED OIL PLAYED AN ZMPO~A~ PAI~. THIS COLL~H 
CAN BE AN T.HPO]~AHT MEANS OF ZXCHANGZNG INPO]LMATION ON pRO- 
GRAM MATEIU.ALo The EdtCo~I. 

oil..- 
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~ ON THE: T F"GH N ICA L SIDE; 

_ 

..... -"1 J 

J + J l 

SEND IN ONE OF YOUR FAVORZTES FOR THIS COLUMN! 

A s s i s t a n c e  i n  the  p u b l i c a t i o n  o f  PERCUSS£VENOTES 
f o r  the  1965-66 y e a r  has been g iven  by the  co~pan~es 
l i s t e d  below. The c o n t r i b u t i o n s  from t h e s e  companies,  
f o r  which they r e c e i v e  no d i r e c t  r e t u r n ,  e r e  g r e a t l y  
e p p r e c i e t e d .  Our h a t s  o f f  t o :  

A~DIS  Z~LDJL~N CYMBAL COMPANY 
39 Payette Sl:reet 
North Quincy 7, Haas. 

OI.~SCH DRUM COMPANY 
60 3roadway 
~rookly~ £1, Mew York. 

S L I N C ~ D  D]tON COMPANY 
6633 N. Milwaukee Aven~e 
Miles  48, n l i n o l a o  

EVANS DR~f HEAD COMPANY 
Box 58 
Dodge C i ty ,  Kansas.  

MUSSER NAitlM~S, INC. 
8947 Y e l r v i ~  Avenue 
Brookf i e ld ,  I l l i n o i s .  

ROGERS Dlt~4 COMPANY 
1278 W. 9th Street 
Cleveland 13, Ohio. 

O l  o¥o 

LEADER (.AT SHOW I~H~ARSAL) . "Al l  r l s h t  boys,  ntxC number 
Al la  Breve . "  

DRUMMER (HEW ~N THE GAME) - becc~aes v e r y  busy t u r n i n g  
mUSiC. 

LEADER . "Whatu  m a t t e r  d r u ~ e r ~  c : ~ n  
l e t ' s  So ."  

DRUMMER - "Sumpin wron E here ,  boas - -  
no such p i ece  i n  my b;ookl" 

v~tN F, 14mr 

IMPORTANT SUBSCRIPT1"ON INFOI~TION 

PE~USSIVE NOTES ZS PUBL£SI~D FOUR TLv~S WRING EACH SCHOOL YEAR. 
S~.MD IN YOUR SUBSORZPTION NOW £N ORDER TO ILECe]-V[ ALL OF THE 
1965-66 ISSUES OF TI~S FAST CItOk'ING. N ~  pERCUSSiON PUBLICATIONI 

detach and mai l  

NAME SUBSCRIPTION - $1.00 (1965-66 School 
Year) 

ADDRESS CHECK: 

NEW SUBSCR£PTION 

Pos£rIoN 

MAIL TO: I~RCUSSZVE NOTES 
5055 HENDERSON HTS. 
COLUMBUS, OHIO 43221. 

R E ~ A L  

5 or  more subscr ipCions  co Che same 
m a i l i n s  a dd re s s  - 75¢ tach .  

YOUR COI~HEH~S, NEWS~ PROGRAMS s AND ART£CLES ARE WELCOME AND NEEDED. LET US NEAP. FROH YOU. 

. 1 5 -  


