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C O V E R  I N  T H I S  I S S U E  

PERCUSSION PERSPECTIVES 

Percussive Notes Surve~ 

A fairly large response was obtained ~o a question- 
naire ~ha~ appeared in ~he May 1965 issue of P.N. This 
questionnaire asked the readers to indlca~e wha~ 
features presently included in P.N. were bes~, and what 
material no~ presently included ~hey would like ~o see 
included in future issues of P.N. 

The mos~ voted for features of P.N., in order, 
included: Programs, Public&tions, Percussion Discusslo~ 
and Drmmner.s Bulletin Board. A number Of readers alas 
indicated-~ preference for :Percussion Around the World, 
On the Technical Side, and Products Review. 

Some of the i~ems ~hat our readers would like to 
see included in future issures are: 

• Acoustics of percussion instruments 
Lists of ma~erial used in college percussion 

d e p a r t m e n t s  
Care and repair of percussion inst~mente 
Plans for bUilding percussion cabinets 
A compilaCion of rules for drum con~ests in 

various sta~es 
~Ar~ieles o n  ~azz dr~,~ug 
No~Ices of JOb openings in ~he percussion field 

-Various person's concepts of performance problems 
and techniques 

Lists of wanted and for sale hish quali~y, hard 
to loc&~e pereussi~ equipment. 

Here are some ideas, and we are sure ~here are 
many more to be added ~o ~hls lls~. Ge~ ~our pencil 
or typewriter goir~ and send ~he results on ~o us' 

A s s i s t a n c e  i n  t h e  p u b l i c a t i o n  o f  PERCUSS£VE NOTES 
f o r  t h e  1965-66 y e a r  h a s  been  s i r e n  by t h e  compan ie s  
l i s t e d  be low.  The c o n t r i b u t i o n s  f rom t h e s e  c o m p a n i e s ,  
f o r  w h i c h  t h e y  r e C e i v e  no d i r e C t  r e t u r n ,  a r e  8 r a c i l y  
a p p r e C i a t e d .  Ou~ h a t s  o f f  t o :  

AVEDIS ZILDJIAN C~BAL CO~PANY 
39 F a y e c t e  S~reeC 
N o r t h  Quincy  7 ,  Mass. 

FRED GRETSCH DRUM COMPANY 
60 Broadway 
BrookXyn 11,  New York.  

SLINGERLAMD DRY4 COMPANY 
6633 N. Milwaukee  Avenue 
Niles 48,  I l l i n o i s .  

EVANS D l ~ f  HEAD COMPANY 
~ o x  58 
Dodse C I t y ,  K a n s a s .  

MUSSER MARIMBAS, INC. 
89~7 Y a l r v i e w  Avenue 
B r o o k f i e l d ,  X l l i n o l s .  

ROGERS DRUM COMPANY 
1278 W. 9 o h  S~reec  
C l e v e l a n d  13,  Ohio .  
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P E R C  U S  S I O  N 

D I  S C U S S I O  N 
In response to requests, the following proposed 

college level percussion offerings that appeared in the 
March 196~ issue of P.N. are reprinted. 

PRIVATE PERCUSSION INSTRUCTION (Percussion as principal 
instrument) 

A four year course of instruction that will'cover 
all of the principle phases of percussion performance-- 
snare drum, mallet instruments, timpani, dance set, and 
small traps. Increasing emphasis during the course of 
study is placed on the students t principal area of 
interest and ability. Private instruction being compli- 
mented by adequate opportunity for performance with 
orchestras, bands, and chamber groups; also ample solo 
and group recital program performance. 

PRIVATE PERCUSSION INSTRUCTION (Percussion as a 
secondary instrument) 

A course of instruction for the non-percussion 
principal who wishes to continue his performance tTain- 
Ir~ further than the class instruction offerings. The 
course of instruction to follow generally the same 
pattern as for a percussion principal, but at a slower 
rate of advancement. Emphasis is placed on the adequate 
understanding of the problems and techniques of teaching 
the material, as~well as performance. 

FUNDAMENTAL PERCUSSION TECHNIQUES - iO1 
A basic course recommended highly for all stu- 

dents that will come in contact with percussion in any 
aspect of their future work (i.e., band or orchestra 
directing, composing, arrangln~, general music class, 
supervision and administration). F.P.T. IO1 introduces 
the correct approach, through class performance, to the 
study of the snare drum. The techniques of outdoor 
performance (rudimental field drum) and indoor perfor- 
mance (concert sn~e drum) are covered, as is the Over- 
Under (traditional) Grip, and the Like-Hand Grip. The 
proper techniques of bass drum and cymbal (pair and sus- 
pended) performance and the basic traps (triangle~ tam- 
bourine, castanets, and wood block) will be demonstrated 
and studied. Recommended method book material will be 
discussed and used, as will selected parts from band and 
orchestral literature. 

FUNDAMENTAL PERCUSSION TECHNIQUES - 102 
This course is a continuation of F.P.T. I01, and 

completes the introduction to the study of all small 
traps, with emphasis on the techniques and rhythms of the 
Latin-American traps. Timpani technique, tuning, and 
care will be studied. Mallet percussion instruments will 
be studied with opportunity to perform on the marimba, 
xylophone, vibes, orchestra bells, and chimes. Appro- 
priate study material, band and orchestra literature, 
and ensemble music will receive lab performance. 

PERCUSSION ENSEMBLE 
A chamber music ensemble consisting of all of the 

definite and indefinite pitched percussion instruments 
performing representative works from the literature for 
percussion ensemble. This organization is an active 
performing group of the College of Music. 

MALLET CHAMH~R ENSEMBLE 
Privately coached groups of from two to six 

homogeneous or heterogeneous mallet percussion instru- 
ments performing arranged, adapted, and original 
material for such combinations as : marimba sextet, 
mixed mallet quartet (marimba, xylophone, vibes, bells), 
and smaller combinations. 

PEDAGOGY OF ELEMENTARY PERCUSSION 
Methods, mterials, .techniques for teaching the 

grade school and Junior high school percussion class; 
including a survey of available teaching material, its 
limitations and deficiencies; practical demonstrations 
of teaching techniques, and materials used. 

PERCUSS IO~ REPERTORY 
This course will peruse and discuss the material 

available f¢~- percussion solo and ensemble contest and 
reeltal purposes. ~he course will attempt to cover 
material that is suitable for intermediate school 
performance on up thrDuEh advanced college level and 
professional recital literature. Recordings of the 
works discussed will be used when available, augmented 
by lab performance of works by the class and guest 
performers. 

SCORING FOR PERCUSSION 
A highly r~com~r~ed course for all composition 

and arranging majors, and conducting students. This 
course will attempt to standardize and promote a gen- 
eral understanding of the fundamentals of percussion 
instrument notation. Liberal recourse will be made to 
excerpts from orchestra, band, and chamber works 
utilizing percussion. Also, lab performance and dis- 
cussion of current projects of the members of the class 
will be examined. Each student will be expected to 
submit one original or arranged work for percussion 
alone or with percussion as the outstanding feature 
as a semester project. 

JAZZ CONCEPTS IN PERCUSSION 
The modern use of percussion in small combos, stage 

bands, and large organizations will be thoroughly 
explored. This course is designed so that the performer, 
composer, and arrar~er may obtain a more complete 
understanding of the use of percussion in modern music. 
The techniques of performance on a set of dance drums 
will be discussed, demonstrated, and studied. The use 
of vibes, ~Ith special emphasis on scoring, improviza- 
tion, and chord voicing will be covered. The "color" 
effect instruments and the Latin-American rhythm 
instruments will be studied. A liberal number of re- 
cordings of the outstanding compositions and ax-range- 
cents in this idiom will he heard and analyzed. 

How does this compare to the offerings in percussion 
at your school? Will this rather idealized listing even 
become a reality? Only time and effort will tell' 
Your comments and discussion of this material are 
"~elcome. 

THIS IS THE PLACE FOR YOU TO BE HEARD' WRITE US WITH YOUR 
COMMENTS, VIEWS, AND IDEAS. YOU DON'T. HAVE TO AGKEE (BETTER 
IF YOU DON'T). "WHEFHER YOU FEEL YOU ARE WELL KNOWN OR NOT, PUT 
SOME OF YOUR THOUGHTS AND IDEAS DOWN ON PAPER AND SEND THEM TO 
PN. WE MAKE EVERY EFFORT TO USE AS MUCH OF THE MATERIAL RE- 
CEIVED AS POSSIBLE. WE WOULD APPRECIATE A ERZEF ~EECH OF YOUR 
BACKGROUND AND PRESENT ACTIVITIES. ALSO, IF POSSI~E, INCLUDE 
PHOTOS OF YOUR PERFORMANCE AND TEACHING ACTIVITIES. 

c~$ S|VE 
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I am repeatedly asked what special train- 
ing or study is employed to develop the 
unity within the percussion section of the 

ABOUT PERCUSSION PROBLEMS University of Michigan Bands. There is only 
one word that can completely answer this 
question and that word is "organiz•tion'l 
Perhaps these few words will show how this 
org•nlz•tlon is accomplished within the sac- 

James D. Salmon tion. 

Each member of the percussion section is 
Rep~lnt'ed Per 'mission oE: organized within himself to meet the de- 

mands of our director, Dr. Win. D. Revelli, 
THE M.S,B.O,A JOURNAL through prlv•te instructlon and regula 

Official Publicat!on of the Michigan daily ensemble rehearsals. Private instruc 
,SChoo/Band and Orchestra Asset;alien 

lion makes it possible for all of the drum 
FEBRUARY, 19='6 VOL XVI, No, 2 mers in the section to read, phrase, and pie, 

. . . . .  , •llke. Daily ensemble Ioerf~rmance give 
them the ojoE~r~tun~ly to learn the correct interpretation u~ classic and 

conte m~r•ry 'music.  I personally meet this group in special sectional ~e 
~e~'rs~,:is and during ensemble rehears•Is particularly when new music has been 
placed in the folios. All of the section members have the opportunity to play on 
all of the percussion instruments, even though they may prefer to play only one 
or two of the percussion groups. They all have dance band experience and are 
well acquainted with the various Latin-American rhythms that are found in 
much of our popular prngr•m music of today. Our percussion sectional versatili- 
ity stems from • well organized individual versatility. 

ORDERLY ARRANGEMENT OF THE EQUIPMENT 

All of your percussion equipment should be pieced in the same •rrenge. 
ment for all performances end rehearsals. The bess drum will usually be more 
useful i f  placed next to the basses; the cymbal player should be next to the bass 
drummer, end the so•re drummers next to the cymbel player. The ttmp•nl can 
be pieced near the basses or in front of the other percussionists in eco0rd•nce 
with personal preference. We use three snare drummers in the University of  
Michigan Symphony Band. The first chair player is responsible for •11 solo pass- 
sees; the second chalr player is responsible for • pert of the accessories and 
asslstant to first choir in the playing of snare drum parts; the third chair is re." 
sponslble for the bel•nce of the accessories and the keyboard parts (as bells, 
xylophone, chimes, end vibraphone). The third chair plays a third so•re drum 
when heavier playing is needed, as in a very strong tutti passage, or in • march. 
A per•de drum adds a good martial color to • march, end the~ Ihird chair 
drummer is a logical player for this instrument. 

PROPER ASSIGNMENT OF DRUM PARTS 
Be sure that the player In question can play the drum parts assigned to 

him. If there is •n important bell or a xylophone pert that must be heard, put 
the most qualified player on the pert. i f  your drummers •re not too proficient 
on keyboard percussions, remember that • piano player can be taught to use 
bell and xylophone mallets~'with very little difficulty. Also, cello, string bess, 
end piano players can be succassfully employed as timpenists in the concert 
b~nd. 

EDITING OF DRUMS l u  FIT THE INSTRUMENT AND 
THE PERFORMER 

Many times the poor neglected drummers have to contend with drum 
parts that •re too difficult for their abilities, or wlth music that Is so badly 
scored that ~t makes very little sense to them, Or to anyone else, for that mat- 
ter. Should this situation occur do not hesitate to rewrite the music, or better 
yet, write another simpler part to insure more stability in the rhythm section 
of your band. A scale passage in sixteenth notes on the bells or the xylophone 
can be easily reworked into an eighth note pattern, end the player does not 
"lose face" with the rest of the bend membership for not being able to double 
• pert with the flutes or clarinets. Grace note passages on the snare drum line, 
particularly when they occur attached to the front or end of • roll ere best 
omitted; lust play the rolled notation. You can try until doomsday to get snare 
drums end reeds to play this figure •s • unison, and it woo't com~ off correctly. 
Just bad scoring by the composer, or careless writing by the ropiest. 

PROPER TENSIONING OF DRUM HEADS 
Another import•at item that is overlooked in many bends is the proper 

tensioning of drum heeds. Mc~t of you ~vill agree that a band should tune up 
before playing, and you wi[l go to greet lengths to establish tuning routines, 
exercises, end even purchase expensive electronic tuning devices to check bend 
end orchestra Intonations before playing. How many directors make a point of 
checking the sectional tensioning of the v•Houa drums? Of course timpani 
must be tuned; but what •bout bass drums, snare drums, parade drums, end 
tom-toms? 

All drums should be tensioned so that there will be an equal pull on each 
drum heed at every tension post. I prefer ~ tension on the heed that is 
played than on the one that is not ptayed.--'rhis-~r=ule holds :Ires for snar~ 
drums, bass drums, tom-toms, and parade drums. Check the heads on bolh 
sides of a drum in the s~me manner that a timpanist "tunes" hls kettles. If the 
drum heads are tightened for playing in damp weather, they must be loosened 
• similar amount after playing to prevent unnecessary heed breakage. If the 
weather stays fairly dry, leave the drum heads elonel Where more than one 

snare drum is used at the same time, ell drums should be tensioned so Ihey will 
sound •like. Two snare drums should correspond in sound much ;hra same 
manner that two clarinets, flutes, or cornels should sound in a c]uetlo passage. 

SELECTION OF THE PROPER STICKS AND MALLETS 
Every percussion section should have more then one size, or model of snare 

drum sticks, bass drum stick, bell end xylophone mallets, I suggest the 
following models of snare drum sticks to allow for variance in music styles 0nd 
dynamics. 

15, 2S for F to FFF: for all out of doors perform•noes. 
2B, 5B for P to FF: for normal concert pl•ylng on concert drur~ 
3A, 5A, 7A for performance of light concert, dance bend, end 

Latin-American selections, 
In addition to the double.end lambs wool concert bess drum beater, the 

bass drummer should have • hard fell lip marching band bess drum beater for 
sforzate effects, and a pair of soft felt tipped slicks such as timpani slicks for 
rolls of long duration. These timpani sticks should be for Ihe bass drummer 
only and not be "borrowed" from the timpanist for every occasion needed. 

The timpanist should have •t least three models of slicks in order to play 
ell dyn•mlcs called for in the modern bend music of today. These can be mo~; 
any make aS' model •s long •s each pair of  sticks wil l enable the player to 
get: •) soft, b) medium-loud, end c) loud dynamics. A slick that has • herd fell 
core and • soft felt edge will be most useful for all average volume require. 
menls. A stick that has lamb's wool, or a thicker soft felt edgl around a cork 
core will be most useful for all soft passages. A stick thai has very small herd 
felt tips wil l be most useful for the very staccato effects, •s well •s the iouclest 
volume requirements of any arrangement. 

THE PROPER USE OF CYMBALS 
The effective use of cymbals seems to be quite a problem in many binds. 

I believe that every bend should have at least.a set of 16", or 17" hand 
cymbals on le~.ther straps end knuckle pads, and • 18" crash cymbal 
suspended on a regular floor-model reck for tremolos, and explosive crdsh 
effects. Cymbals do not necessarily have Io be "cl•nknd" on every bass drum 
note of • march; i f  you feel that you must play your marches this way, then it 
Is better i f  you have the bass drummer play on • cymbal attached to the bass 
drum. Use the separate set of hand cymbals to punctuate climaxes, strong boa;s, 
end to color the rhythmic phrase line. Rolls end separate crashes are usually 
more effective when they •re played on a suspended cymbal with two hard 
felt tipped timpani sticks. Th~ best striking spot is normally found about 1Vz" 
in from the edge of the brass plate, and always hit the cymbal with both. sticks 
on opposite sides of the plate. The average school drummer hits a cymbal by 
taking • healthy swat •t it with a wooden snare drum stick, the resulting sound 
is not satisfactory because the plate does not reach its full vibration fast enough. 
The drum stick usually gives too harsh J sound to blend with the rest of the 
instrument•lion in the score. That !s the maln reason why the felt tipped slick. 
is recommended. It is also •n important reason why the cymbal crashes in 
the University of Michigan Bend proj~t in the manner that they do. 

CARE OF PERCUSSION EQUIPMENT 
In closing I suggest that all tension belts, and moving parts on •11 ~ * 

cession equlpr~ent be thoroughly de•ned and lubricated •t least once a year. 
Use • little Vaseline on all tens/on bolts, end any good light machine oil on other 
moving ports such as foot pedals, vibraphone motors, end the like. 

Store equipment in fiber carrying cases, or cabinets made for this 
purpose. Keep canvas covers on timpani, marimbas, xylophone, and chimes. 
It prevents unauthorized handling, and protects the, finish of the instrument key. 
board. 

When .your percussion section employs the above mentioned suggestions 
in everyday I~erformance, I'm certain that they, tea, wll l begin to experience 
the organized unity that is so app•r,~nt in the percussion section of the Univer- 
sity of Michigan Band. 

James g. Salmon*~s • grlduate ef the U~. 
versHy ef M3ckigen ffem w)~ck ke recelved 
hls hche~r's'and Mider's dogre~ He |o 
av~h~r of "The PercusKon Secl~on ef the 
G,mco~ h ~ l "  and ~-¢utWw el' " l "oa~d~  
Pe~0rs far fht Marring had." P~r  fe 
k~ pr~.eet pea|flea as Pref. of percusslen 
l~s~-vme~ .t the Unlvorl~¢ ef Mh~Wgl~, ho 
taught at Oeatz.; Hlgk Sc~l. Vl;lt~y 

• ~,eeam, Lta~l ~land, Now yerl, 

~ ~.~. ~.~. ~ ~ ¥.~ JF ~* f..V.~ AF4¢. ~/..V.~ ~ ~uF AF.nlu~ ~ ~ ~ ~. ~. AF ~ . 

WHEN ORDERI~NG PRODUCTS Ah'D M U S I C -  MENTION THAT YOU SAW ~T I N ;  

co~ slve ,~, 
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Henry Schluter:. Vibraharp Originator 

Bell Expert Rings Up 60 Years 
sty JOHN CULHAHE instrument - -  the glockenspiel, ] IUT BEST known of,.all 

"Dear Henry," wrote "La 
La" from Bakersfield, C.aliL 
"Are you the tame li~e boy 
who applied for a job at the 
Iltfle "Musical Bells' factory at 
2157 N. Clark St., about 60 
years ago? Semts to mc I to- 
m e m b e r . . . . "  

"La La" it,Mrs. Ella Dea- 
pn,  widow of the second J. C. 
Deagan. The lltde ~Mmical 
Bills" factory is J. C. Deapn 
Inc., founded by the/last J. C. 
Deal~m in 1810 at Clark and 
~]sa~ an'zeta and run today 
at 1770 W. Bortcau by his 
grandson, the thlnl L C. Dea- 
p n .  

Ahd Henry it H e n r y  L 
Schlut~', 76, of 260 Kcomore, 
Elmhmtt, Deagan's c h i e f  
acoustical en#nnel" and "the 
orizlnator of the vthraharp, 
who received a lettec from 
"l.a La" this week as he com- 
pkted hit 60th year wi[h her 
family's faro. 

"WOIqKING at the same 
place60 yetn  it just like helng 
snar1"h~d to • woman," said 
Schlut~, who h twice a wld- 
owu'. "H you love beG*you 
can So through hell with h~,  
you can bare fights, but you 
never call it q~ta." 
. "I wax 16 in Marr.h of 1905 

wl~n I saw an ad ;a "Fhe Daily 
News for a "~uoes Boy 
ial to Work," ~hlute~ re- 

"I  t~d tim Okl Mta Oolm 
I ~ t g t ~  I|$2-1934, 

the foeading D ~ m )  that I 
wu  willin& bm I wamed 

H~u'y I.  Schhsh~ t ~  a fac/ery Kne of 
tubnine cilmm that ~ lat~ be tin- 
peaded from rada  mul eeed us orclmma 

eldm~ by s~mldson~h ¢olk'ge and 
secv l~  hinds. 

steady work. You misht say I more applame than the dane- world has absolute1 pitch," 
got it. ers. said Schluter. "But my ear is 

"He trained me ~ ,  sweep- *'I told him I hadn't. 'Well.' maybe 99 and 44*1001hs per 
fang floors. After the fh~ day, he said, 'I 'm taking you off cent pure." 

swecping, anyway. Yon're too 
IM ~ me, 'Have yon ever good.' So I ~ tuning OLD MAN Dcagan himself 
la, nql41n V~v' I l leY" Swim belie on a foot lathe." had • golden ear. That's how 

"lu vanda~e  in tho~ days, ~ my grandfather dis- the business started. 
they used m spread the stage covexed that Henry had a Sold- A clarinetist by profes~on, 
with sand so the d a n c e r s  en ,ear, an ear able to d4m~ John Calhona I ~ a ~ a  bad 
wouldn't slip. Then, when the, the slilhtmt di~ord/ 'udd Jack t,___,eeeeded_ in turtle| what was 
dancers were done, • SOy C. D e a ~ ,  55, the third .I.C. then comidared .an unmnable 
wonld coroc oot and swnep the Deapth preaideat. 
stage real fa~. He mmally got "Don't say anybody in the il 
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Want to Be a Real Pro ? 
T h e n  m a k e  a contract 

wi th  y o u r s e l f - - a n d  st ick to i t  
B,t L,XAaL.~S F. Moore% Jn. 

Former Fi~e President o I P ,  blic Relations, Ford Motor Co. 

W Z A,, envy the girl at the over his papers."The worst of it," he 
party who can play the said, "was that when I fell asleep at 
songs that make every-' my desk, I drooled-and I some- 

one gather round the piano. Or  we times had to do the whole paper 
think how lucky artists are to be over the next morning." At least he 
able m turn out a clever sketch with recognized, through his rather damp 
a few lines. What we don't envy are condition, that the ability to do a 
the yeats they spent learning all the workmanlike job in any field de- 
things they need to know if they are mends a solid foundation o£ knowl- 
to perform consistently well. edge. 

An associate of mine told me that Sheer raw talent is heady stuff to 
he used to become furious when discover. It's a tremendous thrill to 
people casually dismissed the good find out that you can paint a land- 
grades he earned in school by say- scape or write verse or kick a foot- 
ing, "Oh, but things come so easily ball farther than anybody else on 
for you." Although the remark yourblock. 
might have been complimentary, he But talent carries its own set of 
resented it because he knew the dangers. It can very readily be con- 
hours of study that he had put into fused with solid achievement.  
those grades, often going to sleep There's nothinir sadder than the 

boy genius who can't understand 
why the work that won him raves 
when he was 2o draws only polite 
applause now that he's 40. It may 
be that he has merely used his tal- 
ent and hasn't devdoped it. It's 
great m show" promise; it's tragic 
not to fulfill it. 

One reason some people IMI short 
of their promise is that developing 
talent is hard work. Talent is use- 
less if it is not wedded to craftsman- 
ship, which demands incessant prac- 
tice and all that it involves: endless 
repetition, constant self-criticiam- 
and exasperation when performance 
falls short. A friend of mine tells me 
tha t  the  m e n t i o n  of  the  w o r d  
"dreary" brings instantly to mind 
the image of his older sister pain- 
fully picking out Czerny exercises 
on the piano, muttering again and 
again, "One and two and one and 
two," while the pendulum of the 
metronome swung hack and forth 
next to a bust of Beethoven. 

Dreary as practice may be, it goes 
a long way to setting off the men 
from the boys. Even champion golf. 
er Arnold Palmer has to take his 
turn on the practice green. It is rld'ic. 
ulous and, in a way, arrogant to 
think that excellence can be ac- 
quired in any other way. Two thou- 

or ~ hell*.. From that 
point he branched oatS, ttminZ 
the c b | m e s  of Ipandfather 
clocks, xylophones and marlin- 
bag 

SCHIAY/ER accomplished 
some remarkable thi~$s. For 
instLuce, he: 

• Sp,mt five mouths in Son'.h 
Africa in 1935 installing • 
$24,000 Dealan carillon in  
the Pretorla ctt~ Han. 

t, Budt the tuning devlrma 
that arc ic use it  the U.& 
Burma o~ Standard, ia Wa~-  
ington to act the m.adarda of 
pitch for the mmical 
mints of the United States. 

e D e v d o p ~  in 193s, t h e  
first p ro~u  for the 
tuning of tower ~ T h e  
first carillon in tune was in- 
stalled in the Florida Bulldin| 
in the World's Fair. in New 
York in 1939. 

oStopped zhlp tn f r~  b e -  
tween Naz i  Germany a n d  

was the vib~harp. 2,~ 
Ia 1927, Schinter ¢k:~b 

oped the Model 145 D , . d ~  
Vibra-Harp, the protoiYlm.'.of 
all v i b r ~ s  prnduced,A~. 
day. (With expiration of .the 
tndamark retistratinn, 
an dropped the h ~ . )  

CAME THE ~0s. In a 
Ang¢l~ stt~lo where he ~ d  
lone to make • r e ~ g  
with Louis Ammronl~':: a 
yotmg Chleago d r u m m e r  
named Liom:l Hsmploo ~ w  
Iris first v i b r ~ .  He piohd 
up the mJdku and mV, ed 
strlkinlg the heta.~ It wsa 10re 
at tint mead. 7" 

l a  1936, at a L ~  A n ~  
eaf~, a fellow Chioago . tn*  
armed Benny Goodman ~tme 
to hear Hampton. Gond~m 
was so lmpnmed he usked 
Hampton to make tome .re- 
cordinp with the Benny 
Goodman trio ~ Goodman 
on clarinet, Teddy Wilsod"~k 
piano and Germ Kropa,bt/  

Sweden in World War II drtaus. Hampton on theTvl. 
with an acoustiC detonator for bmharp made it the nelei~at- 
mines that were sowed so edquartet. ~ 
deep mil~ awnepcn ¢ooldn*t On the ~ight of Jtn.*J6, 
pick them up. The viheatiom 1931, Lionel and hit *'Vil~t'* 
of • ship's motor w o u l d  played a date with G o n d ~  
"make the mine explode., that was a ~ ln.,~az 

For thig J. ~ Dcapn Inc.. 75-y .e~ history of jazz taw 
received the Navy's Onl, t ,ee  sic, tl~ $5.yem history of-L 
Development Award "for out- C. Dmlan Inc., and tit* -60- 
standing contrlbutiorm to the year profl~minnal history p f  
war effort" tad Schlm~ ~ Henry J. Schlntet. 
three other employ~ w e r e  The vibcaharp made i~ 
cited individually, hol at C a m e #  Hall. 

) | .  

e 

sand years ago, Cicero said the same 
thing. He  admitted the power of 
natural talent, hut went on to say, 
"When the method and discipline 
of knowledge are added to talent, 
the result is usually altogether out- 
standing." 

Such outstanding results depend 
on the kind of execution that doesn't 
scorn any detail. Once Michelange- 
lo, painting frescoes in the Sistine 
Chapel, was lying on his back on a 
high scaffold, carefully outlining a 
figure in a corner of the ceiling. A 
friend asked him why he took such 
pains with a figure that would be 
many feet •way from the viewer. 
"After all," said the friend, "who 
will know whether it is perfect or 
~ot?" "I will; '  said the artist. 

That i l  the proper attitude for 
anyone who goes about his work in 
a professional manner. The com- 
mon tendency is to think of creative 
people as somewhat dreamy, and 
not concerned •bout  details. It  
may or may not be true that such 
people lose their wallets or lock 
themselves out of their houses more 
than others. But if they're good, if  
they're real professionals, they never 
neglect the essentials of their jobs, 
and one of these essentials is atten- 
tion to detail. 

(continued page 14)  



U S E  F O U R  M A ~ . L E  T S  ! 
by JAMES L. MOORE 

FOUR MALLET MARIMBA TECHNIQUES 

Two basically differen~ grips exis~ for mul~iple 
malle~ marimba and vibe playing. Advocates of each 
me~hod usually feel their method ~o be most useful. 

In general the ~wo grips are: (i) a grip in" which 
~he pair of handles are crossed in the palm of the hand, 
(2) a grip in which each handle is held independently 
and is not crossed over the other handle. (In ~his grip, 
one handle is held between the thumb and forefinger and 
one is held between the second and third fingers.) 

Regarding ~one production with those two me~hods : 
(i) there is no difference in playing struck chords, 
for all malle~s should hib at ~he same time, (2) only 
in the bremelo (roll) does ~he tone production of ~he 
~wo methods differ considerably. 

In producing the tremelo, the crossed mallet grip 
requires that the mallets strike in alternate pairs, 
~he righ~ hand pair together, then the left hand pair 
together. By increasing to a fast alternation, a 
semblance of a sustained tone is obtained. 

In the independent suspension method, the pair of 
mallets in each hand play more or less of an "open 
flare." That is, the right outside mallet hits first, 
followed by the right inside mallet; then the left out- 
side followed by ~he left inside. Numbering thusly: 
~i~ ? ~RH ~ , the sequence ~f strokes is I-2-~-3 - 

-- To execute this "open flare" correctly, mallets #I 
and #~ are held relatively tighter than mallets #2 and 
#3. This enables the inside mallets to flip up a bit 
higher than the outside mallets, thereby producing the 
flam sound. With practice, as the speed of hand 
alternation is increased slightly, the strokes will 
develop into an even series of notes somewhat like fast 
sixteenth notes. 

This independent suspension grip is sometimes known 
as the "Musser" grip, after the marimba artist, Clair 
0. Musser, who developed and used this method. 

try to have one of the following elements present: (I) 
Like direction movement and all vuAces, or (2J a commu~, 
tone between chords. 

(l) / ' , ~ - - ' ,  : '," ~ I (~I 

Students should be started playing four mallet 
solos by providing them with a few printed arrangements 
or you_, arrangements; then encouraging them, even assign 
them, to do ~heir arrangements. 

_Open Position Volein~ 

The possibilities of tone, voicing, and contrast 
are vastly increased when open positions of chords are 

used. The technique of handling the four mallets be- 
comes more difficult in open positions, however the 
increased range and tonal output mamas the efforts 
rewarding. A systematic study of the open position 
voicings will promote a better understmadinE of these 
chords. Closed to Open Position of a Chord 

Either inner voice may be raised or lowered one 
octave : 

OriginAl Open Position VoicinEs possible 

MARIMBA CHORD VOICING 

Three and four mallet marimba pl~ylng is essentially 
melody with harmony. Chord voicing is" usually from the 
melody (top) down; not built up from a bass line. This 
differs from fi@ured bass harmony exercises that many 
students have studied. 

Marimba artists, such as ~rida Chenoweth, are able 
to play four-voice Bach chorales and polyphonic works in 
their original voleir~. However, until a student reaches 
a real "artist" level, the approach to four mallet voic- 
ing should he somewhat different. 

Basic Voiein~ 

Arraugemente using close position volelug and 
mainly parallel motion are easiest to perform. A cer- 
tain amount of parallel fifth and octave motion will 
result, and is not objectionable. A good knowledge of 
chords and their close position inversions is essential 
background material for good four mallet arranEiug. 

To make changes from one chord to the next easily, 

Here i s  a v a , u a b l e  se t  of i l l u s t r a t i o n s  on Four l ~ n e t P o e i t i o ~  g i v e n  
us by C l a i r  O. Musaer, a r t l e t  msrimblst  snd composer. 
( r e p z i n t e d  wl th  permiss ion  of  Jenk ins  Music Co. ,Kansas C l t y , . M o . )  • 

Using this same principle, any two of the lower 
three voices may be moved an octave higher or lower: 

o - ~ ~ " 

Conclusion 

These voicings should be sSudied and practiced on 
all chords. Understandir~ of these principles of voic- 
ing should promote a better knowledge of the chord con- 
~ent of some of the more difficult works written for 
marimba. As an example, I would suggest studyin6 the 
2nd movement of the Concertino for Marimba by Paul 
Creston. 

I welcome your comments and discussion of the 
material presented in this article. 

Figure 3. Correct grip of mallets of right hand. Left hand identical ly 

the same as this grip. Note that mallet handles do not touch or cross. 
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Figure 4. Stage of. spreading. Note that top mallet is independently co.- 
trolled and lower mallet remains under complete control of the third an~ 
fourth fingers. 



P E R C U S S I O N  
U N D  T H E  W o  R L O 

BANTU MUSIC 
HA'I?I~RIAL FURNISHED BY: 

INFORMATION -qERVII.IE DF 'qOUTH AFRIOA 

MUSIC is one expression of the aesthetic sense, 
whether it be the highest music or the more homely 
forms of folk music. In the life of the South Afr ican 
Bantu, music and dancing have a dif ferent and incom- 
parably greater significance than that in the white 
Western tradit ion. Bantu music serves as a recreation 
but it also arises from a particular psyche which is 
exclusive to their race. 

The bodily movements of those who sing, dance 
and drum are freed from effort by repetition and soon 
become conditioned reflex. This is moulded into a pat- 
tern which proceeds seemingly by itself and helps to 
induce a condition of auto-hypnosis in those who par* 
ticipate. 

Thus vi ta l i ty is heightened above its normal state. 
The feeling of being inspired, of being relieved of the 
constraint which binds them to their everyday tasks, 
gives the singing and dancing of the Bantu a character 
connected wi th  the sphere of religion. 

MUSIC TO WORK BY 

The music of the Bantu is an expression of the soul 
o f  a r t  w i t h i n  them w h i c h  c l amors  f o r  e x p r e s s i o n .  
Where the Bantu find rhythmic acts in their dai ly  lives, 
they frequently set these acts to music in order to l ighten 
the chore or take their minds off it. The man at his 
rock-drill, the paddler in his canoe, the woman pound- 
ing her corn, often translate their work into song. 

In its social function too, music takes its ful l  place. 
If there is music where the Bantu gather (and i f  it is not 
contaminated wi th a poor copying of Western tunes), 
the music made by the crowd is spontaneous-i t  is 
honest music, rhythmic and fu l ly  developed. 

RHYTHM 

As for rhythm, Bantu music is based on the principle 
of multiple beats. Songs fal l  into two main rhythmic 
patterns: those which have a fixed rhythm and those 
wi th a free rhythm. If a Bantu is just singing to himself 
as he walks along, he may sing a meandering sort of 
tune in free rhythm. But the vast majori ty of Bantu 
songs have a fixed beat. 

Moreover, the rh~,thmic sense of the Bantu is much 
more subtle than anything developed in Western man. 
The Bantu beats in a "bar"  of 12 beats, stressing the 
first, third, f ifth, eighth and tenth beats. This irregular 
accentuation-yet strict tempo- is  total ly unlike our 
rhythm. In a way  it is more interesting and more in- 
fectious, yet it is quite regular fo r  the same rhythmic 
pattern is repeated in each "bar."  
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A group of children join in dancing 
to the music of a Venda orchestra 
at Sibasa, Transvaal. The big drum, 
beaten with a stick, is made trom a 
section of a marula tree over which 
an ox hide has been stretched. 

The principle of multiple main beats gives Bantu 
music a distinctive qual i ty not to be found in our music. 
When one listens intently to a Bantu ensemble, one 
hears many distinct rhythms intertwine'd, each wi th its 
own main beat which does not coincide with the main 
beats of the other instruments. The drums have their 
own beats and separate rhythms; the women are 
clapping to" another rhythm; everyone is singing to yet 
another rhythm and dancing all the while. 

Thus is built up the "Afr ican Rhythmic Harmony" 
which takes the place in their music of the great tonal 
harmonies in our orchestras. To imagine that the intoxi- 
cation generated by the ful l  swing of a Bantu ensemble 
is due to the mere repetition of a simple rhythmic pat- 
tern is the worst kind of fal lacy. 

As wi th our own orchestras, Bantu instruments fal l  
into musical "famil ies'--str ings, woodwinds, brass, per- 
cussion and other" special items such as the piano and 
xylophone. The Bantu's stringed instruments are largely 
of the one-string variety. His woodwinds are mostly 
simple flutes, and, although he has no brass, he plays 
horns--from which, after all, our own brass instruments 
were developed. 

As for percussion, the Bantu drummer is inf ini tely 
more skilled than our own drummers;  the simple beats 
of the drummer in a Western orchestra are child's play 
compared with the complicated and intricate interplay 
of rhythms in Bantu drumming. 



"CLAIR OMAR MUSSER" 

A Brief Biography 

by 

Edwin L. Gerhardt 

P R O D U C T  N E W S  

,~, n e w  A V E D I S  Z I L D J I A N  p r o d u c U  

Z I L - B E L  
C O W  B E L L S  

cLAIR OMA~MUSSER-Marimba virtuoso, composer, 
arrar~er, cor~uctor, organizer, m~nufacturer and* 
historian was born in Manheim, Pennsylvani~ on October 
14th, 1901. He began the study of music at the age of 
9 and later studied with eminent teach=rs in the East 
on Marimba, piano and violin. 

From 1927 to 1930 he was engaged professionaly as 
a con~ert marimbist in Europe and America. In 1931 he 
organized a IO0 piece Marimba S~nphor~v Orchestra which 
was sponsored by J. C. Deagan, Inc. of Chicago and which 
latar appeared as a feature of the Century of Progress 
Exposition in 1933. For this notable accomplishment he 
received the Century of Progress Medal from Rufus Dawes. 
Mr. Musser organized and conducted a similar 100 piece 
marimba orchestra in Europe called the International 
Marimba S~mphony Orchestra which was also sponsored by 
J. C. Deagan, Inc., of Chicago. This orchestra toured 
Europe and America in 1935 making its American debut 
at the Greenbrier Hotel In White Sulphur Springs, Vs. 
and concluded its historic tour wlth a concert at 
Carnegie Hall, N.Y. The orchestra made motion pictures 
In France and recordings In Belglum. Mr. Musser also 
organized and conducted the 150 piece Marimba Orchestra 
which appeared at the Chicagoland Music Festival of 
19~i under the sponsorship of J O. Deagan, Inc. of 
Chicago. He also organized and conducted the 125 piece 
Marimba Orchestra for the Philips University Music 
Festival (Tri-StaSe) in 19~i. 

Musser was a member of the faculty of the North- 
western School of Music for ten years (19~2-i~52) 
serving as Director, MarlmbaMuslc Education. For his 
distinguished work in marlmba music education he has 
received the Arts and Lettres Citation from the French 
Government, the Borez Award from the Brazilian Govern- 
ment in 1934 and numerous other recognitions for h~a 
achievements in his chosen field. 

After many ~ars of research and s~udy, he con- 
ceive d many original designs and has p~tented more than 
a score of refinements for the marimba, many of them 
manufactured by J. C. Deagan, Inc. of Chicago. Among 
his internationally famous marimba designs are the 
Century Marimb~, ~ George Marimba, Imperial Marimba, 
Queen Anne Marimba and many others. 

In 19~8 he organized his own company, Musser 
Marlmbas, Inc. of Chicago, whose sole purpose is to 
manufacture ~he finest marimbas and vibes possible. 
The company underwent reorganization and became associ- 
ated with the Lyons Musical Instrument Company of 
Chicago, and later became an independent company. 

He has had published~93 original compositions and 
arrangements for the marimba a n d  has written historical 
articles for magazines in England and America. In 
addition to being one of the great marlc~a virtuosos of 
our timee having been called the "Horowitz of the 
Marimba," Mr. Musser has instructed and coached many of 
todays outstanding artists and teachers. 

To the present he has taught some i~00 students to 

Z I L - I g l t .  C O M P A N Y  

35 Holbrook Road, No, Quincy 72. Mass 

In dull or highly polished 
chrome. . ,  in 4Vz" and 6" sizes 

~ , n l  l + l l l l P m l  . . ,  . .  ~i,ug 
4½" DUll C~ome. .  7,00 
6" Chrome . . . . .  10.00 
6" Dull Cl~oml . .  1.00 

H I N G E R  

play the marimba for periods varying from one ~o seven 
years per student. Practically all of todays virtuosi 
and teachers of the marimba have been his pupils. They 
are carrying on his great work. The st~&~uB of the ~I~%- not overplay. Aluminum handles are now used on all sticks, 
ba in the field of classical music today is largely d~ since the aluminum produces a larger, more polntad sound. 
to the untlrlr~ efforts of this remarkable genius. 

The Author 
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Edwin L. Gerhardt is not a professional musician, 
writer or critic. His avocation is to bring together 
as a collection any and all literature pert~Inlng to 
the marimba and xylophone for all concerned. ~hose 
wishing to correspond with Mr. Gerhardt or contribute 
material to this collection may write to him, 
c/o 3804 Ridgewood Ave-, Baltimore, Maryland 

TOUCH-TONE MALLETS 

Pro-Custom Tympani M a l l e t s  (Sof t ,  Medium, or  Hard) 

$12.O0 pr .  or  3 pr .  for  $50.00 

(Extra  Hard) 

$9.75 pr ,  

Pro.~andard Tympani Mallets 

$9.75 pr.  

Pro-Aluminum Snare Drum S~icks 

$4.75 pr. or 3 pr. $12.00 

These mallets are all custom made and tasted by Frad 
H1nger, Philadelphia Symphony Orchestra. They will pro- 
duce s i m i l a r  t imbre throughout the dynamic range and w i l l  

The aluminum snare drum s t i c k s  a re  made in  t h r ee  s i z e s ,  
l a r g e  (3 / 4 " ) ,  medium (5 /8" ) ,  and small  ( I / 2 : ' ) .  They a re  a l -  
ways matched for  p i t c h  and s i z e ,  and can.be  played wi th  e i t h e r  
end and beat  of  a l l  produce a much l a r g e r  and ~rear sound 
t h ~  does wood. 

FRED HZNGER 
206 HERITAGE ROAD 
CHERRY HILL • NEW JERSEY 

.**** ** ***********e Jhk* **~ *gnk* **IRA -" ~ ~ A A~** ***~ *******W** 
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Misconception: Since the snare drummers in my band 
play too loudly sad have difficulty 
getting a smooth roll with medium size 
sticks, I have insisted tha~ they all 
use very light, thin sticks for better 
results. 

Fact: Even the best of professional drummers 
would have difficulty produclnE a good 

~ j  sounding roll with extremely light 
sticks. ~hese "name," or "pencil," 
model sticks are intended for a specific 
purpose: riding on a cymbal in dance se~ 
p l ~ y i r ~  where roll q u a l i t y  i s  not an 
extremely important part of the overall 
technique. ~he most control and the 
best tone from a drum can be obts~iued 
by using a medium (i.e., 5B, 2B) or 
e v e n  medi~m-heav~ (IS) stick. AS far as 
over loud p l a y i n g  goes--it isn't the 
stick, it's the fellow hs~ on to the 
sticks.' ~is t~pe of "drum beater" 
wont let a liahter stick stop him'. 

Misconception: The best Way to cheek the tuning of a 
timpani head is to "flip" with the 
finger tips. 

Fact: "Flipping" the timpani head with the 
fingertip does not produce the fundament- 
al tone clearly. A light tap with the 
m~llet head produces a cles~, t~ue tone. 
If this is done softly and the pla~r 
bends over' and places his ear close to 
the head, the sound will no~ he loud 
e n o n g h  t o  be h e a r d  more than & f ew f e e t  
away • 

Misconception: The bigger the size of a concert band 
(orchestra), the bigger the pair of crash 
cymbals that should be used. 

Fact: Cymbal players of some large concert 
organizations, through a well meaning, 
but misguided director, are forced to 
attempt to perform on over size crash 
cymbals such as 22" pa~rs or e v e n  2~" 
pairs this in an effort to ~et a "big 
tone. |' ~e truth of the matter is, a 
good cymbal player with a good ~ i r  of 
cymbals of approximate 16" - 18--can 

(cont inued  n ~  column) 

produce a better tone and have much more 
control and playing ease than the player 
with the "giant, non-economy" size. If 
an organization's budget permits purchase 
of as many as three pairs of cymbals, 
then perhaps that third pair could be an 
extra large pair for certain grand 
occasions. 

~he bass drum used for concert band or 
symphony orchestra work should be well 
muffled with a strip of cloth stretched 
across the inside of the head. 

While this technique of dampening is de- 
sirable for dance set bass drums, and is 
often desirable for Scotch size marching 
bass drums, it is not correct for the 
conceEt bass drum. The concert bass drtm 
must he capable of producing long ringing 
notes or short staccato notes. ~his is 
best controlled by the player's finger- 
tips;with a cloth dampening strip, a 
beautiful $2" to 36" bass drum will pro- 
duce only a "thump" much like a 20" dance 
bass drum. If this is the sound that 
you want, you might as well buy a 20" 
bass drum for your concert group and 
save a lot of money! The art of being a 
bass drummer involves knowing how to 
tune and control the instrument to pro- 
duce a wide variety of nuances. 

' Ihe great American bandmaster Dr. Edwin Franko 
Goldman expressed his view on percussion trainir~ 

thusl~,~f-- all musical instruments, those of the per- 
cussion section of the band are generally the 
most neglected and abused. People frequently 
lose sight of the importance of these instruments 
and, as a consequence, not enough attention is 
paid to them. The drum section can really "make" 
or break" a band, and therefore it should be 
given as much consideration and training as any 
other section of the band. 
It is k serious mistake to put those players 
who seem ummusical and inept at other instru- 
ments, on the drums. In fact, to be a good 
drummer one must have Eeneral musical knowledge 
and an instinctive feeling for rhythm. Without 
these qualities it is impossible to develop 
capable players. Band conductors and teachers 
i n selecting players for their organizations 
too frequently assign those who have no musical 
ability to the drum section. This is the worst 
mistake that can be made. Drummers should be 
thoro~ly trai.ned in the art of drying, for 
druaning is an art, and an important one. Play- 
ers should not alone be trained in the technical 
par~ of this art, but in the musical part as 
well.. 
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NEW MOD~ OF DRUMSTICKS 

Hawaiian Model 

Alaskan Model 

Thankszlvlnz ~odel 

S 

, m  

For thirsty drummers--a built-in 
can-opener 

JERRY KENT 

DI~VKI, CO10. 



N r P U B  L I  C A T  I 0 N S 

MARIMBA (VIBRAPHONE) BOOKS 

VI;~.S FOR ~RGINNERS by Phll Kraus, Pub. Henry Adler, 
Inc., New York, N.--~. $1.50. 35 pages. 

This elementary text is esloecially designed for 
beginning vlbe instruction, taking into consideration 
the pedal technique of this instrument, as opposed to 
general marimba-vibe beginning texts that contain 
material less characteristic of the vibes. Double 
stops and four mallet technique are introduced in this 
brief volt, e, as such it moves quite fast, but should 
with supplementary solos provide an excellent source 
for young students. 

************** 

MARIMBA SOLOS 

THE QUIET PLACE by Ted Frazeur 
MA~UMBA FOR MARIMBA by Ted ~razeur 
~4ARIMBA BoSSA NOVA by Thomas Brown 
I~AH00N b'y Thomas Brown 
l~'7-]~endor Music, Inc., Delevan, N.Y. $1.00 each 

A number of Kendor publications for percussion (see 
listing in this issue) are filling a definite need for 
good solo and ensemble material at the school level. 
The solos listed above are written for marimba by out- 
standing performer-teachers of the instrument. The 
Frazeur solos are for two mallets and exploit the legato 
smooth sound of the instrt~ent. The 'Bossa Nova by 
Brown can be performed with additional characteristic 
percussion accompaniment. Dahoon is a well written 
solo in the modern idiom using four mallets and rich 7th 
chord harmonic structure. 

PERCUSSION SOLOS 

CONCERTTNO ~OR PERCUSSION AND FULL ORC~S~A by Thomas 
B .  F l tE~e l~ ,  i~uD. Ox£o~  U n l v e r s l ~ y  Fress,  T-~ndon. 
8s6d.net. 

A challenging new solo work for one percussionist 
and orchestra. Instrumentation for the solo part 
includes: Timpani (3), Tambourine, xylophone, glochen- 
spiel, temple blocks, cymbals, rattle, tubular bolls, 
and bass drum. ~he work is in three contrasting move- 
ments and containing extensive four mallet xylophone 
passages. Solo part with piano reduction listed above. 

************** 

THE PEACH GROVE DRUMMER by Alan Abel, Pub. Ludwig Music 
Co., Cleveland. 75W. 

A well written easy-moderate rudimental snare solo. 
The composer also has two other excellent items in this 
serles--Two of a Kind dr~m dust, and Ashland High 
drum quartet.. 

A recording containi~ these works Technique of 
Percussion by Alan Abel Record No. 3, Series ~, Side C-2 
is available from: Educational Recordings, 5233 
Stonegate Drive, Dallas 9, Texas. 

************** 

PERCUSSION ENSEMBLE5 

DANCE ~ A R ~ O  by P h i l l i p  ~ b r o ,  Pub. Music f o r  Per-  
cuss ion ,  New York. Score and parts $7.50 

Written for 8 players, this work exploits the driv- 
Lug, rhythmic aspects of percussion instruments. Well 
marked and containing some meter changes. 

RONDO FOR PERCUSSION by Donald Gilbert, Pub. Southern 
MUSIC Co., San Antonio, Texas. Score and parts $3.00. 

A well written study for 7 percussion players. No 
keyboard parts. 

STATEMENT FOR PERCUSSION by Matthew Hopkins, Pub. 
Elkan-Vogel Co., Philadelphia, Pa. Score and part $1.50. 

An interesting, well written work of little diffi- 
culty for percussion quartet, with one keyboard part 
(xylophone). This work should prove to be well fitted 
f o r  school contests and recital performance. 

SIX LITTLE INDIANS by Vic Firth, PUb. Carl Fischer, Inc. 
$2.5o. 

An ensemble for 6 players at the ~unlor band level. 

SYMFHONY FOR PERCUSSION by Gen Parchman, Pub. Elkan- 
Vogel Co., Philadelphia, Pa. Score and Parts $9.00 

This new work for 7 percussion players is a signifi- 
cant contribution to a growing chamber music literature 
for percussion instruments. Well written and conceived 
in three movements with a duration of approxlmately 
I0 minutes. 

ROLL-OFF RHUMBA by Vie Firth, Pub. Carl Fischer, Inc. 
$e.5o 

An ensemble for 7 players designed for the high 
school band section. Each player performs at one Point 
in the piece on a second instrument. ~he ensemble opens 
with a snappy roll-off and goes into a two-beat quick- 
step. The middle section modulates to a thumbs beat 
through a rhythmic ahd instrumental change. 

ENCORE IN JAZZ by Vic l~Irth, Pub. Carl Fischer, Inc. 

Designed for the conservatory and advanced high 
school percussion group. It Is written in the Jazz 
idiom using a set of dance drt~ns as well as vibraphone 
and marimba. Divided into two main sections; the first 
is a medium rlff tempo, the second is an up-tempo two- 
boat section. At one point in the piece there is a 
"Battle of drums" between the dance drt~mner and the rest 
of the ensemble. 

KE_YSTONE KIDS by William Schinstine, Pub. Southern 
Music Co., San Antonio, Texas. Score and parts $2.00. 

Elementary ensemble for 6 players. ~his is the 
type of material that developsfine percussion sections 
right from the elementary school level. Mr. 
Schinstlne has written many excellent works for this 
purpose. Highly recommended for teaching basic tech- 
niques and style. 

****== = = ==**** 

BOOKS 

DRUM ALONG by Har r  and ~ c h t e l ,  Pub. KJos Music Co.,  
Park Ridge, Ill. Drum solo book $i.00, piano accom. 
$1.50~ recording $2.00; complete set $4.00. 

I~ rhythmic solos for snare drum with optional 
accompaniment. Very easy for the beginning student. 
The added incentive for home practice with melody make 
this an attractive set for the very young student. 

ORCHESTRAL PERCUSSION ~CHNIQUE by James Blades, Pub. 
OXford University Press, London. 85 pages. 

An excellent source for percussion information, 
particularly from the point of view of an outstanding 
English percussion teacher. While certainly dltferlng 
approaches to percussion technique are currently used, 
this text furnishes material for discussion even if some 
of the concepts differ from ones own view of how some 
particular thing should best be done. The text is 
divided into three sections: (I) indefinite pitched 
instruments, (2) timpani, (3) definite pitched instru- 
ments (keyboards). The book is "pocket-size" with hard 
covers, and has been used as a reference source for 
percussion technique classes. 

THE INTERNATIONAL PERCUSSION REFEREAEE LIBRARY CATAIDGUE 
NO. II (Sept. 1965), pub. Mervln Britton, c/o Music 
~--~-~ment, Arizona State University, Tempe, Arizona. 
$i.oo 

A considerable "augmented revision of the holdings 
of this important re~erence source, including Infoxm~- 
tion on perusal and submission policies. 

ADDZTIDNAL WORKS WITH PERCUSSION REVZEWED ON NEXT PAGE 



MORE NEW 
PRODUCTS 

T I M P A N I  ST ICK 'S  

Vic Firth Timpani sticks are hand turned 
from hand selected rock maple. The core and 
shank arc turned from onc pxecc of wood. This 
clintinatcs the possibility of the ball coming un- 
glued or t washer or thread from breaking or 
cross-threading. The felt is sewn on the stick in 
such a way as to eliminate the seam. This 
means that any area of the stick Can strike the 
timpani head without concern for a scare which 
could mar the sound of the instrument. It  also 
extends the life of the stick, as the entire felt 
surface can bc played upon. The sticks arc fin- 
]shed with an extremely hard catalytic varnish. 
"l'hcrc arc three models of Timpanistlcks: 

GENERAL TIMPANI STICK= 

An all-around stick for general playing. It is 
soft enough to prnducc a beautiful full sound for 
the classical repertoire; and is firm cnou~h for the 
attacks and rhythmic clarity necnssary in the con- 
temporary rcpartoirc. List Price $12.00 per pair. 

S N A R E  

STACCATO TIMPANI STICK: 

This stick is d~igned for producing clear 
rhythmic articulation. The hail of this stick h 
slightly smaller, and the felt'slightly harder than 
the General Timpani stick thus producing a more 
pointed articulate sound. The stick is useful for 
rhythmic definition in the classical repertoire, and 
an absolute ~ i t y  for rhytbmlc projection in 
the contemporary repertolrc. 

Last Prlc~ $12.00 per pair. 

WOOD TIMPA~II STICK: 

This is a "spechl ¢ffecU" stick requested by 
both classical and contemporary composers. They 
produce a hard clattering sound that adds hard 
rhythmic "bite" and deltnltion to thc sound of 
the instrument. List Price $6.00 per pair. 

D R U M  ST.!  ~ K ~  

The snare drum sticks arc hand tomnd from 
hand solcctcd maple identical to that used in 
the timpani sticks. They are also finished with a 
c~]yt]c varnish and come in two models: 

GENERAL SNARE DRUM STICK: 

"Fh~ stick measures 16~; inches in length and 
possesses n round tip. They arc good for all-around 

orchestral playing as well as band work. The sticks 
arc "paired" by weight as well as p~.,h. 

L~t Price $3.00 per pair. 

EOLERO SNARE DRUM STICK: 

This stick measures 15~4~ inches in lenl~h and 
pom~essc~ a smell round tip. They arc f~od for 
light playing, pianissimo rolls, and other deUcstc- 
type work. T ic  sticks arc ~aalral" by weight and 
pitch. L ~  Price $3.00 per pair. 

A V A I L A B L E  A T Y O U R  D E A L E R  

Or from Vic Firth, Symphony Hall, Boston, Mmm. 

, ~ l l i :  

~YYYTYYVVYT~YY~V~C~YyyT~W~ 

S~IVEL-SUSPENSION BASS DRt~4 STAND 

D e s i g n e d  a n d  d e v e l o p e d  f o r  t h e  P h i l a d e l p h i a  O r c h e s t r a  

Used  by a d o z e n  m a j o r  orchestras 
and  s e v e r a l  u n i v e r s i t i e s  

Suspended  i n  r u b b e r  ~o r  ~ u l l  r e s o n a n c e  and  " l o w s "  
Csn be  c l l C e d  oc a n y  a n g l e  

Has w h e e l s  £o r  m o b i l l t y  

A v a i l a b l e  f o r  3 6 "  o r  4 0 "  d i a m e t e r  b a s s  d rums  
( S t a t e  s i z e )  

$100 p l u s  s h l p p l n 8  c o s t  

A l s o  e v a l l a b l e :  

Symphony S p i n d l e  T r i a n g l e s  

r e g u l a r  s i z e  $15 
s m a l l  size $5 

ALAN ABEL 
270 HENLEY ROAD 
PHZLADELPHIA, PA. 19151 

WORKS with PERCUSSION 

CEREMONIAL MARCH by Louis Calabro, Pub. Elkan-Vogel Co., 
Philadelphia, Pa. Score and parts $4.50 

Instrumentation includes: 2 trumpets, 2 trombones, 
timpani, bass and snare drum. Ranges of the brass are 
not extreme and the rhythmic scoring is ~ell within the 
ability of good high school percussionists. 

************** 

FI~E HYMNS IN POPULAR STYLE by John Gardner, Pub. 
Oxford University Press. 

Written for chorus and orchestra, the five pieces 
are available as singles or a set. ~e instrumentation 
is flexible and includes full: 3 clarinets, timpani, 
percussion (2-~ players), 3 guitars, piano d~t, organ, 
and strifes. A very new, and "different" approach to 
five old standards. 

MEET MY FOL~ m~mic by Gordon Cross, poems by Ted 
Hu~hes, Pub. Oxford University Press, London. 

Instr~nentatlon includes : speaker, children's 
chorus, children's percussion band ('Orff' instr~uents), 
adult percussion (3-4 players), oboe, clarinets bassoon, 
horn, trumpet, cello, piano. This work was written for 
children, adult amateurs, and a few professionals. It 
was first performed at the 196~ Aldeburg Festival. A 
piano reduction is included on the percussion score, and 
the instrumental pa~ts are available on rental. Dura- 
tion is 25-30 minutes. ~he piece looks like real fun 
for all' 

BELOW AND ON PAGE 12 ARE .C~T.gCTED LTSTXHGS FROM PER- 
CUSSION CATALOGS. THESE ARE NOT ~DVERTTSEMENTS, BUT 
ARE SELECTED BY THE EDITORS O~'PN AS EETRG ~ORKS OF DEFINITE 
VALUE AND ZNEEREST TO PERCUSSTONTSTS. 

|11 h t t l t l ) q  C~, 

BPDI~TALCC~ITEST SOLOS 
bFHlck Ceroli 

T h e s e  f i f t e e n  s o l o s  a r e  
e x c e l l e n t  for  both  t e a c h i n g  
m a t e r i a l  and c o n t e n t  work.  
They p r e s e n t  n e a r l y  e v e r y  
r h y t h e l c a l  combinat ion  I n a  
worthwhi le ,  nun/ca l  form. 
Tar7 . . . . . . . . . . . . . . . . . .  s2.s0 

Gontemporary ] 
Tyrapani 

_ 

CONTENPOR~YTTNPAHI STUDIES 
by Erl  c Renan 

This  book i s  a contemporary 
a p p r o a c h  to  the t e c k n i c a l  
p r e h l e n s  which are  e n c o u n t -  
ered  in  the  s tandard r o p e r -  
t e l r e .  
TTE] . . . . . . . . . . . . . . . . . .  Sd.00 

INDEPF_~VDENCE 
far 

r k  

Beginner 
e o l ~  

0 

111.4~ 

Z N D E P £ N D E N C £  FOR T!'IE 
B E G g N N E I f  T O L .  Z 

by' Chuck Floras 
These e x e r n i s e n  are e s -  
pecla l iy  wri t ten to lead the 
s t e d n t  to nero complicated 
aantrnpunta l  r~ytkns .  
T2 |  O . . . . . . . . . . . . . . . . .  s s . o o  

I kqOY.tS APPSi~M TO 
t s K r a s ¢ , l ~  F i t  TO( 

by I~CE g A l ~ l  

w l .  I 

$4.es 

A MODERN APPBOACH TO 1HD -- 
PENDENCE FOB THE ADYANCED" 
DRUMMER. 

by" H i c k  C e r o l i  
D e s i g n e d  to d e v e l o p  modern 
J a z z  s o l o s .  The a b i l i t y  tO 
play two d / f f o r ~ n t  syncopa- 
ted rhythms simultaneously.  
with g r e a t e r  f a c i l i t y ,  f l e x -  
I b i l i t y .  end c o n t r a p u n t a l  
t e c h n i q u e .  
T I F ]  . . . .  ; . . . . .  : . . . . . . .  S4.00 

d~tLLP.T 
EXERCISES 

/ .  

KALLET rY~TSr~  
by£el l  Blcbards 

These exerc/sea are denlgned 
f o r  the  n a l i e t  i n s t r u m e n t  
p l a y e r .  T h e r e  a r e  f i f t y  
exorc ises  tO he lp  the s t u -  
d e n t  l e a r n  s c a l e s ,  w i t h  
e n p h e a i n  on r h y t h m  hand 
m o v e m e n t s .  
T 2 8 F ]  . . . . . . . . . . . . . . . .  $2.00 

Try Pub//cat/ons P R O F E S S I O N A L . s 4  v~,.  ST. D R U M  S H O P ,  I N C o  

10 . ~ , v w o o o  311, CALIF. 
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A recent issue of PN described the typical 
Guatemalan marimba ensemble as consisting of all 
male players. Not so here, as evidenced by t he  
report that this past year the Butler University~ 
(Indianapolis, Indiana) Marimba Ensemble consisted 
of all ~irls - seven in number. (see programs) 

Ron Flnk is the first full-time percussion instructor 
at North Texas State University, Denton, Texas. The~e are 
approximately 25 students studying percussion in some form 
at this school. They come from many parts of the country 
due to the popularity of the~nce band major program. 

James H o l l a n d  o f  t h e  P e r c u s s i o n  Ensemble  o f  London 

THE PERCUSSION ENSEMBLE OF LONDON 

The P e r c u s s i o n  Ensemble  o f  London was fo rmed  l a s t  
y e a r  by David  J o h n s o n  a n d  m y s e l f ,  t ~ g ~ t h e r  w i t h  some o f  
t h e  o t h e r  y o u n g e r  p l a y e r s  i n  London.  The d i f f i c u l t i e s  o f  
forming a percussion group in London are immense, and will 
not be easily appreciated by those unfamiliar with music 
in Britain. Our members are all in one or other of Lon- 
don's five Symphony Orchestras, all of which work very 
hard (five or six weeks without a free day not being un. 
usual) and apart from the B.B.C. none of whom have a per- 
manent home of their own. Therefore our difficulties are 
(a) to find a tlme for rehearsal convenient for everyone~ 
and (b) a place to rehearse- and having found a s=udio 
for rehearsal, we have to take all our own instruments! 

However,  d i f f i c u l t i e s  a r e  made to  be o v e r c o m e ,  and  
in July we made our first B.B.C. broadcast, and i n  Augus t  
our first record. 

As the first percussion ensemble in Brltian we seem 
to have already aroused quite a lot of interest in many 
quarters. We have quite a lot planned for the future, 
including a concert with the Phillip Jones Brass Ensemble~ 
who are well known over ~ere. Works for percussion instru- 
ments are always of great interest to us, and ~ can always 
be reached c/o London Symphony Orchestra L~d., 1 Mon~agu 
~treet, London W.C. I, England. 

With b e s t  w i s h e s  to a l l  our c o l l e a g u e s  i n  t h e  U.S.A.  

James H o l l a n d ,  P r i n c i p a l  P e r c u s s i o n  
London Symphony O r c h e s t r a .  

I DOES YOUR PUPIL NEED AN EXCUSE FOR HAVING A POOR LESSON? 

Many r e a d e r s  o f  t h l s  p u b l i c a t i o n  g i v e  p r i v a t e  mus ic  
l e s s o n s .  And a l m o s t  e v e r y  day  t h a t  we , e a c h  we f i n d  a pup~1 
who has  a p o o r  l e s s o ~ ,  bu t  i s  h a v i n g  a d i f f l c u l t  t i m e  i n  
f i n d i n g  a n  e x c u s e  f o r  t h i s  p o o r  l e s s o n .  As t e a c h e ~ a  we 
s h o u l d  h e l p  t h e  p u p i l  i n  e v e r y  way we c a n .  Why n o t  h e l p  
him w i t h  a l i s t  o f  e x c u s e s ,  so t h a t  he may t a k e  h i s  c h o i c e  
a n d  have  v a r i e t y  e a c h  week? Mere ly  p o s t  t h e  below l i s t  
i n  y o u r  w a i t i n g  room,  and  you  h a v e  done t h e  p u p i l  a g r e a t  
service. This list of excuses has stood the test of time. 
Surely all teachers know this list by hearc: 

SELECT ONE OR MORE: 

I. I COULD DO IT AT HOME 

2. I PRACTICED IT ALL WEEK AND STILL CANIT GET IT 

3. TOO MUCH HOMEWORK LAST NIGHT 

4. I HAD TO STUDY FOR FINALS ALL WEEK 

5. I WAS SICK yESTERDAy 

6. I HURT MY WRIST THIS MORNING 

7. WE HAD COMPANY ALL WEEK 

8. DAD WENT ON THE NIGHT SHIFT AND I COULDN'T.pRACTICE 

9. I JUST CAN'T SEEM TO DO ANYTHING RIGHT TODAY 

I0. NEXT WEEK I'LL HAVE MORE TIME 

ii. YOU DIDN'T EXPLAIN IT CLEAR ENOUGH LAST LESSON 

12. MY SISTER SWIPED MY BOOKS AND DIDN'T GIVE THEM BACK 
TO ME UNTIL THIS MORNING 

13. ~ LEFT MY BOOKS AT SCHOOL IN THE BIOLOGY ROOM AND THE 
JANITOR LOST THE KEY 

14, I BROKE A STICK 

15. I COULDN'T PRACTICE BECAUSE ZT TOOK DP ALL OF ~Y TIME 
THINKING UP AN EXCUSE 

16. I WENT TO THE MOUNTAINS ONE AFEERNOON 

17. (USE THIS ONE WHENEVER THERE IS A "FLYING SAUCER" SCARE) 
WELL, IT,S LIKE THIS ... I WAS PRACTICING HARD THIS 
ONE DAY WHEN I LOOKED OUT ON THE LAWN AND WAS AMAZED 
TO SEE THIS FLYING "SAUCER LAND. YOU WON'T BELIEVE 
THIS TEACH, BUT A LITTLE GREEN MAN GRABBED MY STICKS 
AWAy FROM ME, SPRIer<LED SALT ON THE STICKS, ATE THEM 
UP, CLIMBED BACK INTO HIS FLYING SAUCER AND FLEW AWAy. 
SO WITHOUT ANY STICKS £ COULDN,T PRACTICE. IF I BOUGHT 
A NEW PAIR, THE FLYING SAUCER M~GHT RETURN, AND I JUSt  
CANJT AFFORD TO PROVIDE FOOD FOR LITTLE GREEN MEN. 

J e r r y  Kent  
Denver ,  Colo .  

l l l l l 

WHEN ORDERING PRODUCTS AND MUSIC-- MENTION THAT YOU SAW IT IN: 



ELKAN.VOGEL CO-INC. 
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Exclusive Agenes in the/3. 5. A. 

PERCUSSION 
C I - ~ A P ~ ] ~ I T ~ Z ~  U t~, . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  2.60 
DZLgCLUSE 

20 Etudes d'Apres Kreutzer (3~ylophone) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  6.25 
20 Etudes (Xylophone) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  - ........... . . . . . . . . . . .  6 .~  
Clnq pieces Breres ........................................ 4,.50 
DOUZe Etudes . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  3.00 
Method Comptete de vtbraphone . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  8.00 

DALCP.OZF~-HUit Petite Caprices ~.00 
JARRE--6~te Anclenne . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  3.00 
TOMAS~f-.-Concerto A.t[atique . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  '/.25 

PERCUSSION 
__|~/MXER All sag JUAq MILLS (snare drv~ ¢.et) (~rada S) by Charle~ Uorey . . . . .  $1.00 
~EIrSEHISLEgO (for S HrcvIs I*n players and plane) Avai l .  w/hng (grade S} by Br~a~l ~ ~ , 3.00 
~XAXCOS (l~rcusslo~ t r i o )  (lrada q) by /~z~ne Lefever . . . . . . . . . . . . .  I.SO 
~ X E S A  YEROE (percedsle~ quintet)  (Srade q) by Maztne Le]e~er . . . . .  ~ ~ , , 2.SO 
~O~TICELLO (percvssle~ , w r t e t )  (Srade q) by ~.ztae ~ f e v e r  . . . . . . . .  2.00 
,~4ORI~ENT VALLEY (entre g r N  Suet) (grads g) by M~zne Lefever . . . . . . . . .  1.04 
~PATTERJ( PERCUSSION (l~rcusslcm quartet) Avai l .  w/Sand (grade S) by The•is Bro~.~ • ~ I.SO 
~FERCVSSIOXATA (for S percussion players and piano) Avai l .  v l h n d  (grade 3) by ~-mm , , 2.GO 
~tERCgSSlOfl  PIECE (for S percvssioc~ player•) (Srade 2) by Ted ~ te r#en  . . . . . . .  1.7S 
~ERCUSSIOfl  TRAJECTORIES (Percussion quartet) (Srade q) by ~ l~4d  Brow~ " . . . .  2.00 
~TM£E/FOOR FOR ~ 0  (~rcuea|o~ dvot) Avai l .  w/land (Srndo g) /~ T h ~ s  ~rmm 1.00 

Fz~cuss(o~ s¢(o~ 

F L I M  FIAH ($n~re drke sale) (gride I) by ]~eW,~s ~rev~ $ .S' 
~ J I k  |ASIy (snare d r~  s$lol (grade SI by (:A~ries ~rey ~ . *SO 
__TIC( WAI.TZIgI SlY$TES (snare den solo) (grade S) by Ok~rle~ ~,rev . . . . . .  $0 

KgR|g|A SOLOS mifh Piano 

_ _ D A # 0 0 ~  (grale $~ t,y "/~meet flrnm (Avail. w/land ACC.) . . . . . .  $ l , ~ t  

~ T I I F  QUILT PLACF (Graee 3) by Ted Fraaeur . . . . . . . .  I.e4 
~ N l r l ~ l t  lOeSs b0rA (grade 2|1 by ]~to~4~ I~ro~ I.lYO 
gASUtt~A FM ~*lHgA (Qrade 2J) by Ted Frmsear ~ • , 1*~4~ 

~-- bcglnner by familiariz- 
~ l ~  lug him with the mallet 

- ~ M ~ = ~ - ~  ~ keyboard as well as 
basic keyboard theory.  
Presents material to as- 

- ~  - sist the intermediate 
player by further de- 

_ ~  ~ v¢loping his speed and 
control, and the ad- 

. . . . . . . . .  vanced or  professional 
player by helping him to maintain and solidify his 
present technique while further developing sound, 
touch, endurance, and speed. The studies employ 
the major, minor ,  and whole tone scales and ar- 
peggios; major, minor, diminished and augmented 
triads (all keys),  as well as dominant seventh and 
diminished chords. 04442 3.00 

PERCUSSION 
SYMPOSIUM 

~'~'~.. A n  official manual de- 
~ ~  fining and illustrating all 

the standard instmmems 
of the percUSSion family. 
It is intended to enlighten 
and inform mmlc cdu- 

ductors, and fellow per- 
cussionists. As well as 
def in i t ion,  i t  encompasses 

, ~ ' k ~  playing techniques, prob- 
lems of found and rhylh- 
mac product ion. • n d  prr-  

cussloo notation. It also acts as a prruussion glossary, 
classifying the proper names of each instrument. 
Methods of tone producl ion,  sound projection, in- 
strument ran~', correct sticks, and proper care of the 
instruments are made available to those inlerested in. 
or conr~cled with. percussion instruments. 
O4588 4.9O 

SOLO TIMPANIST 
All of the etudes 

a•Ot•d problems re- 
to some of 

the most difficult 
works in the classi- 
cal and modem rcp- 
, 'r toire. For  ex- 
maple: complicated 
changing  meters ,  
technique on one (o 
six timpani, piano. 
s taccato  problems 
in the low register, 

forte-piano rolls with crescendo, glissandi up 
as well as down, cross sticking, tuning, melo- 
dic passages, double stops, odd rhythmic 
groupings, correct sticking, difficult solfcge 
problems and suggestion of what type stick 
to use to bring oat  the best sound and ciar ry 
from the instrument. 
04402 . . . . .  3.00 

MARCHING DRUMS 
Here is a book de- 
signed to give ),our 
band - -  whether it be 
• junior, high school, 
co|lel~ or professiona| 
band - -  some flashy. 
smart, modern ca- 
dences. Anmngcd and 

wtiUcn to bc easily read* by the bass drum and 
cymbal player, as well as by the soa~ drummer. 
CONTENTS: Basic Cacknces without mils, Basic 
Cadences with rolls, Intermediate and ExhiHtion 
Cadences, Basic Roll-Offs, Exhibition RolbOffs, 
Novelty Cadences. 
O44O6 ,75 

CARL FISCHER, Inc. 
312 South Wabash Avenue 

Chicago, III. 60604 

B o o k s  s .0 . , ,  00,. 
TO 

__Dance & Stage Band Drummin9 
by  C h a r l e s  M o r e y  a n d  M y r o n  C o l l L n s  

E d L t e d  hy  A r t  D e d r i c k  

A complete s tudy of  a l l  phases of  modern drmmfng 
technLque. I~aLgned to prepare the atudeat  fo r  
a l l  catecorLes of Dance and S t q a  Band work its 
found Ln the  profa |aLoaa l  f i e l d .  

KE:NDOR MusIc, INC. 
l'rlce ~J.00 

D E : L E V A N ,  N E W  Y O R K I g 0 4 2  

P u B L I c A T I o N s  

NOW IH PREPARATION --- A CATALOG OF HIGH QUALITY 
COMPOS~TZOHS AND ARRANGE~gEHTS FOR PERCUSSION 
AND KEYBOARD XHSTRUMEHT ENSE~ES. ~IRZTE FOR 
A COPY. 

S015  H E N D E R S O N  H T S .  

C O L U M B U S ,  O H I O  43221  

ISC DRUMMER: 

~-d DRUMMER: 

ARE YOU A RZGHT OR LEFT HANDED DRU~? 

I'M AMBIDEXTROUS .... T CANeT PLAY WZTH E~THER HAND.* 
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THE WORLD'S OLDEST JOKE 

LEADER: DO YOU READ WELL? 

DRUMMER: NOT WELL ENOUGH TO IHTERFERE WZTH MY PLAYZNG! 

Jerry Kenc. D e n v e r ,  COIOo 



The Drunmler's Bulletin Board is planned to be 
detachkble from the rest of the bulletin. We hope 
that students will keep a file or notebook of these, 
and that teachers will post them on their bulletin 
boards. 

T H E  D R U M M E  R S 

B U L L E T I N  B O A R  

B~j R,chard Paul 

D 

No.$ 

TRIANGL E 
HOLDERS 

THE FINGER BLOCK 

THE SPRING CLAM___~P 

THE STATIONERY 
HOLDER 

STRIKI,NG SPOT  

This holder can be made by drilling a hole 
through a small block of wood and tying a loop 
of gut or nylon fishing line through the hole. 
The block is then placed on the 
first finger of the left hand. 
The left hsnd can then be used 
to muffle the instrument while 
the right hand does the playing. 

Make this holaer from s s~ring type clothes pin 
or, better yet, a metal spring clamp that can be 
purchased from nearly any hardware store. It may 
be used both to hand hold the triangle or to 
clamp it to a music rack. 

The permanent holder has the advantage of being 
more secure and can be seen more easily from the 
audience since s music rack does not block view. 
Use ~ dPnce set cymbal mount and rod and sttach 
permanently to the percussion cabinent. 

THE ROLL 
~t~ one beater) 

[zlternste beater\ 

KEEP IN VIEW ~in corners ] 
~ THE SAFETY LOOP 

Use an extra loop 
tied on triangle 
in case primary 

loop breaks. 
Second loop should 

Play your triangle 
high. The sound will 
carry better and the 
audience will appre- 
ciate being able to 

DYNAMICS 
NOTE: position of beater 

VARIABLE BEATER SIZE 

Some players prefer 
to use different size 
beaters to help vary 
dynamics. 

It is wise to have 
see what they he~r. mPtched pairs of bes~ 

- ~ be larger than first, ers for fast rhythms. 

The triangle is a delicate instrument, capable of beautiful tonal quality 
when handled properly. This quality is enhsnsed by the use of the correct 
beaters (never s nail or drum stick) , the proper holders (~sing the smallest 
diameter of gut or nylon line) , and Pn ~ttitude of musical respect on the 
part of the player. 

13 
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PR O G R A M  S 
J O R D A N  COLLEGE OF  M U S I C -  BUTLER U N I V E R S I T Y  

Indianapolis, Indiana 

F r i d a y ,  l~a~r 28, 1...q6~ 
L i l l y  H a l l ,  Room 160  

12:00 / loon 

Students o f  Charles A. H e r ~ i e  
assisted by University Marimba Ensemble 

Selections f r o m  Carmen - - .- - Biset-Musser 
Tales From the Vienna Woods . . . . . .  8trausn-M~sser 

Kar imbe  Ensemble 
Dz,~m~r's Fare~mll . . . . . . . . .  Harold Firestone 

C y n t h i a  Soames ,  C a r o l  S c a t t e r g o o d ,  P a t r i c i a  L e a v i t t  
B l u e  Drums . . . . . . . . . . . . .  D a v i d  IKbben  

Carol S c a t t e r g o o d  
Valse, Opus 6~, No. 2 . . . . . . . .  Chopin-M-sser 
The Brook . . . . . . . .  ~=il Scholle 

Patricia Biehle, marimba  
C a r o l  S c a t t e r g o o d ,  p i a n o  

Theme et Variations . . . . . . . . . .  ~ 0 ~ e  Deoportes 
Introduction s chimes, tympani 
Theme, tys~sni 

Ist Variation, tu~panl 
2rid V a r i a t i o n ,  t a m b o u r i n e  
3 r d  V a r i a t i o n ,  s n a r e ,  wood block 
l~th V a r i a t i o n ,  v i b r a p h o n e  
S t h  V a r i a t i o n ,  x y l o p h o n e  
6th Variation, tom tom, cymbal, triangle 
7 t h  V a r i a t i o n ,  cow b e l l ,  w o o d b l o c k ,  t i m b a l e l  

Cynthia Soames, percussi~ 
Dale Ramsey, piano 

AragonoIN . . . . . . . . . . .  ~ - - Massenet 
. . . . .  ~ - Ted Fz'aseu.r The Q u i e t  P l a c e  - ~ l p h ' E ~ ,  mar imba  

J u d i t h  Gill, piano 
L a r g o  f r o m  New World Symphony - - - . . . . .  D v o r a k - l q u e s e r  
S e l e c t i o n s  f r o m  C a r o u s e l  . . . . . . . . .  H o ~ e r s - H e n # l e  
Two P o p u l a r  Songs  ar~ Ju~e  Albrlch 

~mngrila . . . . . . . . . . . .  -- M a l n e c k  
Ch im-Ohim-Oher i e  . . . . . . . . .  R o b e r t  Sherman 
Holiday for Flutes . . . . . . . . . .  David Rose  
Perpetual ~tion . . . . . . . . .  Carl Bohm 

Marimba E~emble 
Jynell Woodruff, Martha Cedars, Patricia Biehla, 
June £1brich, Monica Kramer, Carol Sca~ergood, 

STUDENTS OF THE S. & S. SCHOOL OF HUSIC 

POTTS~OWN, PA. 

W i l l i a m  J .  S c h i n s t l n e ,  d i r e c t o r  

E l e m e n t a r y  Group 

T u r n a r o u n d  S c h i n a t l n e  

Two Smal l  F r y  S c h i n s t i n e  

I n t e r m e d i a t e  Group 

3 / 4  f o r  T h r e e  S c h i n a t l n e  

S t a r s  a n d  S t r i p e s  F o r e v e r  S o u s a - S c h i n s t l n e  

Advanced  Group 

Drummers F ive  H a n k i n a  

O v e r l a p  S c h i n s t l n e  

Tango D r O r i e n t a l  T o b i a s  

C o n c u s s i o n !  T o b i a s  
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THE DEPARTMENT OF UNIVERSITY BANDS 
presents 

THE CONTEMPORARY MUSIC SERIES 
ftaturlag 

THE PURDUE WIND AND PERCUSSION ENSEMBLES 

Fowler Hall 5=aday, April l I ,  1965 2:30 p.m, 

PROGRAM 

THE PERCUSSION ENSEMBLE 
Maxlne Lefever, Conducting 

P~rcussion Music . . . . . . . . . . . . . . . .  Michael Colgras.~ 

Suite for Percustion . . . . . . . . . . . . . . . . .  Y/illla~ Kraft 
Fanfare 
Oat|narcs 
Toccata 

ql: Percuss|on . . . . . . . . . . . . . . . . . .  FrederlekKarl l .  

I - - ~  m o . .  m . . . . e ~ m  m . ~ . . i m ~ m m .  . - - - - - - . . . . . . . . . . . . . . . . . . . .  

MUSTC AT THE MUSEUM 
PHZLADELPHIA, PA. 
F e b r u a r y  20 ,  1965. 
The S e t t l e m e n t  Music  School  
P e r c u s s i o n  Ensemble  
A l a n  Abel  and  R u s s e l l  H a r t e n -  
b e r g e r ,  c o n d u c t o r s  

I n t r o d u c t l o n  and  Fugue  B u g s e r t  

Suite for Percussion Kraft 

P r e l u d e  and  Fugue i n  Hopkins  
M i n i a t u r e  

X o c h l p i l l l  Chavez 

Nonet  McKenzi • 

Two Miniatures Missal 

P r a e l u d l u m  Hopkins  

Two e m o e r p t a  from t h e  G i n a a t e r a  
c a n t  a t a - M a g i c  A m e r i c a -  

" i ~ m m m m m l m m  u m 

( PRO - c o n t i n u e d  l:rom p o s e  6. ) 

A real pro builds up within him- I don't want to imply that peo- 
self the inability ever to turn out less pie with the goal of excellence are 
than a thoroughly workmanlike job. somehow a heartier breed. Most of 
Sportswriter Red Smith was once the creative professionals I am ac- 
asked how he managed to produce a 
newspaper column every day. "It's 
easy," he said. "I just sit at my type- 
writer until beads of blood form on 
my'forehead." By that he doesn't 
mean simply that inspiration is hard 
to come by. Everybody knows that. 
He means that he isn't satisfied until 
his column says exactly what he 
wants it to say, until it is the best 
effort he is capable of. 

The professional in any tldd mutt 
have a kind of contract with hlm- 
self. The terms of the contract read 
that he must he absolutely honest 
with himself. When an artist paints 
a picture, only he knows what im- 
age is in his mind. Nobody else can 
judge whether what he has put on 
canvas really represents his vision. 
But by the terms of his contract he 
can't let his work go until it con- 
forms to that vision. 

quainted with are at least as lazy as 
other people, perha~ more so. They 
change typewriter ribbons and file 
their nails and find a hundred and 
one excuses.to put o1~ work. How- 
ever, when all excuses are exhausted. 
the work they turn out truly repre- 
sents the best that is in them. 

Many of 0s never become real 
pros, because we think that the pur. 
sui!_of excellence necessarily in- 
dudes reaching the topmost rtgng 
- a n d  then give up because we can't 
reach it. Tbere are various degrees 
of excellence. The danger does not 
lie in t~iling t ,  reach akadute per- 
fectinn. It lies in giving up the chase, 
Ask a lot of yourself, and you may 
be very pleasandy surprised at how 
much you receive. 



O N  THE T E C H N  I C A L  SIDE 
CHROVATIC STICKING STUDIES FOR HALLET INStRUMENtS 

S~ud ies  A. and  B. below w l l l  h e l p  d e v e l o p  c o n t r o l  o f  t h e  l e f t  hand  s 
wh ich  i s  a p rob l em a r e a  f o r  many percussloniscs b e g i n n i n g  on m a l l e t  i n s t r u -  
men t s .  B e g i n  s l o w l y ,  w o r k i n g  f i r s t  f o r  a c c u r a c y ,  t h e n  b u i l d  up speed .  Keep 
t h e  a r c  o f  t h e  m a l l e t  head  low f o r  maximum s p e e d  and a c c u r a c y .  A d d i t i o n a l  
v a r l a c l o n s  o f  c h l s  e x e r c i s e  i n v o l v e  p l a y i n g  t h e  p a t t e r n  t h r o u g h  a l l  m a j o r  and  
m i n o r  s c a l e ~ ,  and  t h r o u g h  a l l  c h o r d  o u t l i n e s  (C. and  D.) 

Also  f o r  r i g h t  hand  d e v e l o p m e n t ,  go t h r o u g h  t h e  e n t i r e  s e r i e s  a s c e n d i n g  
with ~he ~Ight hand l e a d i n g ( E . ) .  

~" LRLR 

COHT'rUNE ~ACK UP C~TICALLY 

,,e.,'ETC 
RL R L 

C ALL SCALES 

D ALL CHOEDS IN ALL KEYS 

c0  NuE 

• ~,, a _1 • [ " UP CHORII%LLY 
y - ~ ~c. 

COHTINUE DOHH AND BACK UP SCAL/~ISE 

R L K L  R , R L  
ETC. 

~ 1"7 " :  - ,  
c~ ~. ~ -~.,L - i ~.~c. 

ALL SCALES 

~ x r c .  

_,,,,__~ - 7-- ~ .~ l~-~ '~- - -z  

Z1'C. 

IMPORTANT SUBSCR~PTIEN ]CNPORMATI~N 

pE~USSIVS NOTIng IS FU~LZStlED Poug TIHES DDRZNG [ACH SCHOOL y[Ag. 
SSHD IN YOUR S~.JBSCgIPTION NOW IN OR.DI[£ TO gECEK~ ALL OF TIU~ 
1965-66 ZS~JES OF THIS FAS'~ C/tOWING, NEW PERCUSSION PUBLICATION! 

NAME 

ADDRESS 

d e t a c h  a n d  m a i l  

SUBSCRIPTION- $ 1 . o o  (1965-66 School  
Year )  

CHECK: 

NEW SUBSCRIFrlON 

POSI£IOH 

MAIL TO: Percussive Notes 
5065 Henderson Heights 
Columbus, Ohio 43221 

~NE~L 

5 o r  more  s u b J c r i p c i o n s  Co c h e  same 
m a i l i n g  a d d r e s s  - 75¢ e a c h .  

YOUR c o ~ s r s ,  N ~ S ,  PKOGRAHS~ AND ARTICLES ARE WELCOHE AND NEEDED. 
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LET US HF.AR FNOH YOU. 


