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COVER

PERCUSSION PERSPECTIVES

Percussive Notes Survey

A falrly large response was obtained to a question-
naire that appeered in the May 1965 issue of P.N. This
questionnaire asked the readers to indicate what
features presently included in P.N. were best, and what
material not presently included they would like to see
included in future issues of P.N.

The most voted for features of P.N., in order,
included: Programs, Publications, Percussion Discussion,
and Drummer’s et ard. n r of readers also
indicated & preference for :percussion Around the World,
On_the Technical Side, and Products Review.

Some of the items that our readers would like to
gsee included in future issures are:

« Acoustics of percussion instruments
ILists of material used in college percussion
departments
N Care and repair of percussion instruments
Plans for bullding percussion cabinets
A compllation of rulea for drum contests in
various states
NArticles on Jazz drumming
Notices of Job openings in the percussion frield
~ Various person's concepts of performance problems
and techniques
Lists of wanted and for sale h uality, hard
to locate percussion equipment.

Here are some ideas, and we are sure there are
many more to be added to this list. Get your pencil
or typewriter going and send the results on to us!
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Assistance in the publication of PERCUSSIVE NOTES
for the 1965+66 year has been given by the companies
listed below. The contributions from these companies,
for which they receive no direct return, are greatly
appreciated, Oux hats off to:

AVEDIS ZILDJIAN CYMBAL COMPANY EVANS DRUM HEAD COMPANY
39 Fayette Street Box 58
North Quincy 7, Mass, Dodge City, Kansas,

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

MUSSER MARIMBAS, INC,
8947 Fairview Avenue
Brookfield, Illinois,

SLINGERLAND DRUM COMPANY
6633 N, Milwaukee Avenue
Mles 48, Illinois,

ROGERS DRUM COMPANY
1278 W, 9th Street
Cleveland 13, Ohio,
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PERCUSSIVE NOi£S 1S PUBLISHED POUR TLIMES DURING
EACH SCHOOL YEAR {September, December, February,
May). MATERIAL FPOR PUBLICATION SHOULD REACH THE
EDITOR BY THE 1st, OF THE MONTH PRIOR TO PUBLI-
CATION, OPINIONS EXPRESSKD IN BY-LINK ARTICLES
ARE THOSE OF THE WRITERS, CORRESPONDENCE SHOULD
ALL BE MAILED TO: James L, Moore, Editor, Per-
cussive Notes, 5085 Henderson Hts,, Columbus,
Ohio, 43221.

SKE INFORMATION ON NEW AND RENEWAL SUBSCRIPTIONS
ON THE BACK PAGE OF THIS ISSUK,
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PERCUSSION

DI SCUSSION

In response to requests, the following proposed
college level percussion offerings that appeared in the
March 1964 issue of P.N. are reprinted.

PRIVATE PERCUSSION INSTRUCTION (Percussion as principal
instrument)

A four year course of instruetion that will cover
all of the principle phases of percussion performance--
snare drum, mallet instruments, timpani, dance set, and
small traps. Increasing emphasls during the course of
study is placed on the students! principal area of
interest and abllity. Private instruction being compli-
mented by adequate opporfunity 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 train-
ing further than the class instruction offerings. The
course of Instructlon 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 - 101

A basic course recommended highly for all stu-
dents that will come in contact with percussion in any
aspect of their fubture work (i.e., band or orchestra
directing, composing, arrang , general music claes,
supervision and administration). F.P.T. 101 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 snare drum) are covered, as 1is the Over-
Under (traditional) Grip, and the ILike-Hand Grip. The
proper technigues of bass drum and cymbal (pair and sus-
pended) performasnce and the basic traps (triangle, tam-
bourine, castanets, and wood block) willl 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 1s a continuation of F.P.T. 101, 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.
be studied wlth 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 ENSEMBIE

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 1s an active
performing group of the College of Music.

MALIET CHAMBER ENSEMBIE

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 EIEMENTARY PERCUSSION

Methods, materials, .techniques for teaching the
grade school and junior high school percussion class;
ineluding & survey of availlable teaching material, its
limitations and deficiencies; practical demonstrations
of teaching techniques, and materials used.

Mallet percussion instruments will

PERCUSSI(N REFERTORY

Tnis course will peruse and discuss the material
avallable for percussion solo and ensemble contest and
recital purpcses. The course will attempt to cover
material that 1s suitable for intermediate school
performance cn up through advanced college level and
professional recital literature. Recordings of the
works discussed will be used when avallable, augmented
by lab performance of works by the class and guest
performers.

SCORING FOR FERCUSSION

A highly recommernded 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
Instrurent notation. ILiberal recourse will be made to
excerpts from orchestra, band, and chamber works
utilizing percussion. Also, lab performance and dis-
cusslon of current projects of the members of the class
will be examined. Each student will be expected to
submlt 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 arranger may obtain a more complete
understanding of the use of percussion in modern music.
The technigues of performence on a set of dance drums
will be discussed, demonstrated, and studied. The use
of vibes, with special emphasis on scoring, im?roviza.-
tion, and chord voicing will be covered. The "color'
effect lnstruments and the lLatin-American rhythm
instruments will be studied. A liberal number of re-
cordings of the outstanding compositions and arrange-
ments in this idiom will be heard and analyzed.

How does thls compare to the offerings in percussion
at your school? Will this rather idealized listing even
become a reality? Only time and effort will tell!

Yogr comments and discussion of this material are
-jelcome.

THIS IS THE PLACE FOR YOU TO BE HEARD! WRITE US WITH YOUR
COMMENTS, VIEWS, AND IDEAS, YOU DON'T HAVE TO AGREE (BETTER
IF YOU DON'T), -WHETCHER 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 BRIEF SKETCH OF YOUR
BACKGROUND AND PRESENT ACTIVITIES, ALSO, IF POSSIBLE, INCLUDE
PHOTOS OF YOUR PERFORMANCE AND TEACHING ACTIVITIES,

2 SEE BALK PAGE OF THIS ISSUE FOR SUBSCRLPTION

INFORMATION TO PERCUSSLVE NOTES,



ABOUT PERCUSSION PROBLEMS

Reprinted Permission of:

Official Publication of the Michigan
School Band and Orchestra Assoctation

| am repeatedly asked what special train.
ing or study is employed to develop the
unity within the percussion section of the
University of Michigan Bands. There is only
one word that can completely answer this
question and that word is “organization”}
Perhaps these few words will show how this
organization is accomplished within the sec-
James D. Salmon tion.

Each member of the percussion section is
organized within himself to meet the de-
mands of our director, Dr. Wm. D. Revelli,
through private instruction and regula
daily ensemble rehearsals. Private instruc
tion makes it possible for all of the drum
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VOL XVI, No, 3 mers in the section to read, phrase, and pla

alike. Daily ensemble performance give

them the opporlumty to Iearn the correct inter; erprefation o classic and
conlemgoury mUSlC 1 personally meet this group in specml sectional Fe
hearsals and during ensemble rehearsals 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 program music of today. Our percussion sectional versatili-
ity sfems from a well organized individual versatility.

ORDERLY ARRANGEMENT OF THE EQUIPMENT

All of your percussion equipment should be placed in the same arrange-
ment for all performances and rehearsals. The bass drum will usually be more
useful if placed next to the basses; the cymbal player should be next fo the bass
drummer; and the snare drummers next fo the cymbal player. The timpant can
be placed near the basses or in front of the other percussionists in accordance
with personal preference. We use three snare drummers in the University of
Michigan Symphony Band. The first chair player is responsible for all solo pass-
ages; the second chair player is responsible for a part of the accessories and
assistant fo first chair in the playing of snare drum parts; the third chair is re-’
sponsible for the balance of the accessories and the keyboard parts (as bells,
xylophone, chimes, and vibraphone). The third chair plays a third snare drum
when heavier playing is needed, as in a very strong tutti passage, or in a march.
A parade drum adds a good martial color to a march, and the third 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 an important bell or a xylophone part that must be heard, put
the most qualified player on the part. If your drummers are not too proficient
on keyboard percussions, remembser that a piano pleyer can be taught to use
bell and xylophone mallets with very little difficulty. Also, cello, string bass,
and piano players can be successfully employed as timpanists in the concert
band.

EDITING OF DRUMS 1u AT THE INSTRUMENT AND
THE PERFORMER

Many times the poor neglected drummers have to contend with drum
parts that are too difficult for their abilities, or with music that is so badly
scored that it 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, and the player does not
“lose face” with the rest of the band membership for not being able to double
a part with the flutes or clarinets. Grace note passages on the snare drum line,
particularly when they occur attached to the front or end of a roll are best
omitted; just play the rolled notation. You can try until doomsday o get snare
drums and reeds to play this figure as a unison, and it won't comé off correctly.
Just bad scoring by the composer, or careless writing by the copiest.

PROPER TENSIONING OF DRUM HEADS

Anocther important item that is overlooked in many bands is the proper
tensioning of drum heads. Most of you ‘will agree that a band should tune up
before playing, and you will go to great lengths to establish tuning routines,
exercises, and even purchase expensive electronic tuning devices to check band
and orchestra intonations before playing. How many directors make a point of
checking the sectional tensioning of the various drums? Of course timpani
must be tuned; but what about bass drums, snare drums, parade drums, and
tom-toms?

All drums should be tensioned so that there will be an equal pull on each
drum head at every tension post. | prefer more tension on the head that is
played than on the one that is not played. This rule holds true for snaré
drums, bass drums, tom-toms, and parade drums. Check the heads on both
sides of a drum in the sdme manner that a timpanist “tunes” his kettles. if the
drum heads are tightened for playing in damp weather, they must be loosened
a similar amount after playing to prevent unr y head breakage. If the
weather stays fairly dry, leave the drum heads alonel Where more than one

snare drum is used at the same time, all drums should be tensioned so they will

sound alike. Two snare drums should correspond in sound much the same

manner that two clarinets, flutes, or cornets should sound in 3 dustte passage.
SELECTION OF THE PROPER STICKS AND MALLETS

Every percussion section should have more than one size, or model of snare
drum sticks, bass drum stick, bell and xylophone mallets. | suggest the
following models of snare drum sticks to allow for variance in music styles ond
dynamics.

18, 25 for F to FFF: for all out of doors performances.

2B, 58 for P to FF: for normal concert playing on concert drur »

3A, 5A, 7A for performance of light concert, dance band, and

Latin-American selections.

In addifion to the double-end lambs wool concert bass drum beater, the
bass drummer should have a hard felt fip marching band bass drum beater for
sforzalo effects, and a pair of soft felt fipped sticks such as fimpani sticks for
rolls of long duration. These timpani sticks should be for the bass drummer
only and not be “borrowed” from the timpanist for every occasion needed.

The timpanist should have at least three models of sticks in order to play
all dynamics called for in the modern band music of today. These can be most
any make o model as long as each pair of sticks will enable the player 1o
get: a) soft, b) medium-loud, and ¢) loud dynamics. A stick that has a hard felt
core and a soft felt edge will be most useful for all average volume require-
ments. A stick that has lamb’s wool, or a thicker soft felt edge around a cork
core will be most useful for all soft passages. A stick that has very small hard
felt tips will be most useful for the very staccato effects, as well as the loudest
volume requir ts of any arrang

THE PROPER USE OF CYMBALS

The effective use of cymbals seems to be quite a problem in many bands.
{ bejieve that every band should have at least,a set of 16”, or 17” hand
cymbals on leather straps and knuckle pads, and a 187 crash cymbal
suspended on a regular floor-model rack for tremolos, and explosive crash
effects. Cymbals do not necessarily have 10 be “clanked” on every bass drum
note of a march; if you feel that you must play your marches this way, then it
is better if you have the bass drummer play on a cymbal attached to the bass
drum. Use the separate set of hand cymbals to punciuate climaxes, strong beats,
and o color the rhythmic phrase line. Rolls and separate crashes are usually
more effective when they are played on a suspended cymbal with two hard
felt tipped fimpani sticks. The best striking spot is normally found about 12"
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 a healthy swat at 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 a sound to blend with the rest of the
instrumentation in the score. That is the main reason why the felt tipped stick,
is recommended. It is also an important reason why the cymbal crashes in
the University of Michigan Band project in the manner that they do.

CARE OF PERCUSSION EQUIPMENT

In closing | suggest that all tension bolts, and maving parts on all pe -
cussion equipment be thoroughly cleaned and lubricated at least once a year.
Use a little Vaseline on all tension bolts, and any good light machine oil on other
moving parts such .as foot pedals, vibraphone motors, and the like.

Store equipment in fiber carrying cases, or cabinets made for this
purpose, Keep canvas covers on timpanl, 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 performance, I'm certain that they, toq, will begin to experience
the organized unity that is so apparant in the percussion section of the Univer-
sity of Michigan Band.

James D, Salmenis a graduate of the Unl.
versity of Michigan frem which he recelved
his Bacholor's“and Master's dogrees. He s
auther of “The Porcussien Ssction of the
Concert Band” and ce-auther of “Parcussion
Palnters for the Marching Band." Prier te
his present position as Pref, of Parcussien
Instruments at the University of Michigan, he
taught ot Ceontral High Scheel, Valley
Stream, Loag lsland, New Yeork.
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Reprinted with the Pexrmission of:

CHICAGO DAILY NEWS, S
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Henry Schluter: Vibraharp Originator

Bell Expert Rings Up 60 Years

BY JOHN CULHANE

“Dear Henry,” wrote “La
La” from Bakersfield, Calif.
“Are you the same little boy
whbo applied for a job at the
little “Musical Bells’ factory at
2157 N. Clark St., about 60
years ago? Scoms to me I re-
member. . . "

“La La" is.Mrs. Ella Dea-
gan, widow of the second J. C.
Deagan. The little “Musical
Bells” factory is J. C. Deagan
Inc., founded by the first J. C.
Deagan in 1880 at Clark and
Grace streets and run today
at 1770 W. Becteau by his
grandson, the third J. C. Dea-

fan.

Ahd Heory is Henry J.
Schl 76, of 260 K
Elmburst, Deagan’s chicf

K engineer and the

igi of the vibraharp,

who received a letter from

“La La” this week as he com-

pleted his 60th year with her
family’s firm.

“WORKING at the same
place 60 years is just like being
married to a woman,” said
Schluter, who is twice a wid-
ower. “If you love ber,*you

Henry J. Schiuter tesis a factory lne of
chimes

tubuler
pended

steady work. You mighf say I

that will later be sus-
from racks snd used as orchestra

more applause than the danc-

chimes by symphonles, college and armed
services basds.

world has absolutel pitch,”

instrument — the glockenspiel,
or orchestra bells.. From that
point he branched ow, tuning
the chimes of grandfather
;l::h. xylopbones and marim.

SCHLUTER accomplished

some remarkable things. For
instance, he:
@ Spent five months in Sowh
Africa in 1935 installing a
§24,000 Deagan carillon in
the Pretoria City Hall.

®Bult the tuping devices
thét arc ic use at the US.
Bureau of Standards in Wash-
ington to set the standards of
pitch for the musical instru-
meats of the United States.

® Developed, in 1938, the
first process for the harmonic
tuning of tower bells. The
first carillon in tune was in-
stalled in the Florida Building
in the World's Fair in New
York in 1939.

® Stopped  ship traffic be-
tween Nazi. Germany and
Sweden in World War H
with an acoustic detonator for
mines that were sowed so
deep mine sweepers couldn't

BUT BEST known of.all
wag the vibraharp, o

In 1927, Schluter dével-
oped the Model 145 Dodgan
Vibra-Harp, the prototypa.of
all vibraharps produced ;stQ-
day. (With expiration of ‘the
trademark registration, Delj-
an dropped the hyphen.)

CAME THE 20s. In a Los
Angeles stodio where he had
gone to nmake & recording
with Louis Armstrong,=. a
young Chicago drummer
pamed Lionel Hampton wew
big first vibraharp. He pioked
up the mallets and statfod
striking the bars; It was Yove
at first sound. Aed

In 1936, at & Los Angeles
cafe, 2 fellow Chicagoan:
named Benny Goodman came
to hear Hampton. Goodrnren
was 30 impressed he asked

Goodman
on clrinet, Teddy Wilsod'th
piano and Gene Krupa ,bn
drums. Hampton on thervie
braharp made it the oclebrat.
od quartet, e

On the night of Jan.* 16,

can go through hell with her,
you can have fights, but you
never call it quits.”

. “I was 16 in March of 1905
whea I saw an ad in The
News for a g Boy

ing o Work,’” Schluter re-
called.

“ *“I told the OKd Man (John
Calhoun Deagan, 1852-1934,
the founding Deagan) that I
was willing, but I wanted

got it

“He started me vae sweep-
img floors. After the first day,
ke saked me, ‘Have you ever
swept in Vavderile?”

“In vaudeville in those days,
they used to spread the stage
with sand so the dancers

wouldn’t slip. Then, when the,

dancers were done, 3 guy

would come out and sweep the Dea,

stage real fast. He usually got

ers.

“I told him I hadn't. ‘Well,
be said, ‘I'm 1aking you off
sweeping, anyway. You're too

.’ So 1 started tuning
Swiss bells on a foot Jathe.”

“Then my grandfather dis-
covered that Henry had a gold-
en car, an ear able to dstect
the slightest discord,” said Jack
C. Deagan, 55, the third J. C.

ident.

said Schluter. “But my ear is
maybe 99 and 44-100ths per
cent pure.”

QLD MAN Deagan himself
had a golden car, That's how
the business started.

A clarinetist by P

‘make the mine explode.

For this, J. C. Deagan Inc.. 75-year history of jazz mau-
received the Navy's Ondnance sic, the 85-yem history of»}.
for ost- C. Deagan Inc., and the -€0-

Development Award 5 d
di ibutions to the Year professional history -of

pick them up. The vibrations 1938, Lionel and his “Vibes”
of & ship's motor would played a date with Goedifan
in Ybe

that was 2

John Calboun Deagen bad
succeeded in tuning what was
then idered an

war effort” and Schlvter and Heary J. Scbluter.
em| were
o "ci“wd“. other employes

but at Carnegic Hall.

A, ¢
“Don't say anybody in lbel

Reprinted with permission from the August 1963 Readerts

Digest. Copyright 1963 by The Reader's Digest Assn., Inc.

Want to Be a Real Pro?

Then make a contract
with yourself—and stick to it

By Gnarces F. Moors, JRr.
Faormer Vice President of Public Relations, Ford Motor Co.

E AL envy the girl at the
\;‘; party who can play the
songs that make every-’

one gather round the piano. Or we
think how lucky artists are to be
able to turn out a clever sketch with
a few lines. What we don’t envy are
the years they spent learning all the
things they need to know if they are
to perform consistently well.

An associate of mine told me that
he used to become furious when
people casually dismissed the good
grades he earned in school by say-
ing, “Oh, but things come so easily
for you.” Although the remark
might have been complimentary, he
resented it because he knew the
hours of study that he had put into
those grades, often going to sleep

over his papers. “The worst of it,” he
said, “was that when I fell asleep at
my desk, I drooled—and I some-
times had to do the whole paper
over the next morning.” At least he
recognized, through his rather damp
condition, that the ability to do a
workmanlike job in any field de-
mands a solid foundation of knowl-
edge.

Sheer raw talent is heady stuff to
discover. It’s a tremendous thrill to
find out that you can paint a land-
scape or write verse or kick a foot-
ball farther than anybody clse on
your block.

But talent carries its own set of
dangers. It can very readily be con-
fused with solid achievement.
There's nothing sadder than the

boy genius who cant understand
why the work that wen him raves
when he was 20 draws only polite
applause now that he's 40. It may
be that he has merely used his tal-
ent and hasnt developed it It's
great to show promise; it’s tragic
not to fulfill ir.

One reason some people fall 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-criticism—
and exasperation when performance
falls short, A friend of mine tells me
that the mention of the word
“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 back 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 ridic-
ulous and, in 2 way, arrogant to
think that excellence can be ac-
quired in any other way. Two thou-

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

Such outstanding results dep
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 away from the viewer.
“After all,” said the friend, “who
will know whether it is perfect or
10t2” “I will,” said the artist.

That is the proper attitude for
anyone who goes about his work in
a professional manner, The com-
mon tendency is to think of creative

le as somewhat dreamy, and
not concerned about details. It
may or may not be truc 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.

q

The vibrabarp made its e~

(continued page 14)



USE FOUR

MALLETS!!

by JAMES L, MOORE

FOUR MALIET MARIMBA TECHNIQUES

™éo basically different grips exist for multiple
mallet marimba and vibe playing. Advocates of each
method usually feel their method to be most useful.

In general the two grips are: (1) & grip in which
the 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 this grip,
one handle is held between the thumb and forefinger and
one is held between the second and third fingers.)

Regarding tone production with these two methods:
(1) there is no difference in playing struck chords,
for all mallets should hit at the same time, (2) only
in the tremelo (roll) does the tone production of the
two methods differ considerably.

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

In the independent suspension method, the palr of
mallets in each hand play more or less of an “open
flam." That 1s, the right outside mallet hits first,
followed by the right inside mallet; then the left out-
side followed by the left inside. Numbering thusly:

= R 1) , the sequence »f strokes is 1l-2-4-3.

To execute this "open flam" correctly
and #4 are held relatively tighter than mal

mallets #1
lets #2 and

try to have one of the following elements present: (1)
Like direction movement and all vouices, or (2) a commun
tone between chords.

P |
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Students should be started playlng four mallet
solos by providing them with a few printed arrangements
or your arrangements; then encouraging them, even assign
them, to do their arrangements.

Open Position Voicing

The possibllitles of tone, volecing, 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, howsver the
increased range and tonal output makes the efforts
rewarding. A systematic study of the open position
voicings will promote a better understanding of these

chords.  (355ed to Open Position of & Chord

Either inner voice may be raised or lowered one

#3. 'This enables the inside mallets to f1lip up a bit ootave
Fin sound. With pracoles, as the speoq of nand - | Original  open Position Volcings possible
alternation is increased slightly, the strokes will n Ohor o
develop into an even series of notes somewhat like fast ya) ) S =2 AY
sixteenth notes. o = Z P |

This 1ndePendent suspension grip is sometimes known 1 (S — & .
as the "Musser’ grip, after the marimba artist, Clair - - /9- o O
0. Musser, who developed and used this method.

'/’: (=] \ -
MARIMBA CHORD VOICING Z

Three and four mallet marimba playing is essentially
melody with harmony. Chord volecing is usually from the
melody (top) down; not built up from a bass line. This
differs from figured bass harmony exercises that many
students have studled.

Marimba artists, such as Vida Chenoweth, are able
to play four-volce Bach chorales and polyphonic works in
their original volecing. However, until a student reaches
a real "artist' level, the approach to four mallet voic-
ing should be somewhat different.

Basic Voicing

Arrangements using close position voicing and
mainly parallel motion are easlest to perform. 4 cer-
tain amount of parallel fifth and octave motlion will
result, and is not objectionable. A good knowledge of
chords and their close position inversions is essential
background material for good four mallet arranging.

To make changes from one chord to the next easily,

Here is a vaiuable set of illustrations on Four Mallet Positions given
us by Clair O, Musser, artist marimbist and composer,
(reprinted with permission of Jenkins Music Co.,Kansas City, Mo.)

Figure 3. Correct grip of mallets of right hand.  Left hand identically
the same as this grip. Note that mallet handles do not touch or cross.

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

These voicings should be studled and practiced on
21l chords. Understanding of these principles of voic-
ing should promote a better lkmowledge of the chord con-
tent of some of the more difficult works written for
marimba. As an example, I would suggest studylng the
2nd movement of the Concertino for Marimba by FPaul
Creston.

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

mallet is independently con-

Figure 4. Stage of spreading. Note that -
trolled and lower mallet remains under complete control of the third and

fourth fingers.



PERCUSSION

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 African
Bantu, music and dancing have a different and incom-
parably greater significance than that in the white
Western tradition. 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 vitality 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 with the sphere of religion.

MUSIC TO WORK BY

The music of the Bantu is an expression of the soul
of art within them which clamors for expression.
Where the Bantu find rhythmic acts in their daily lives,
they frequently set these acts to music in order to lighten
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 full place.
If there is music where the Bantu gather (and if it is not
confaminated with a poor copying of Western tunes),
the music made by the crowd is spontaneous—it is
honest music, rhythmic and fully developed,

RHYTHM

As for rhythm, Bantu music is based on the principle
of multiple beats, Songs fall into two main rhythmic
patterns: those which have a fixed rhythm and those
with 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 majority of Bantu
songs have a fixed beat.

Moreover, the rhythmic 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, fifth, eighth and tenth beats. This irregular
accentuation—yet strict tempo—is totally unlike our
rhythm. In a way it is more interesting and more in-

fectious, yet it is quite regular for the same rhythmic
pattern is repeated in each “bar.”

BANTU MUSIC

WORID

MATERIAL FURNISHED BY:

INFORMATION SERVICGE OF SOUTH AFRICA

to the music of a Venda orchestra
at Sibasa, Transvaal. The big drum,
beaten with a stick, is made from a
section of a marula tree over which
an ox hide has been siretched.

The principle of multiple main beats gives Bantu
music a distinctive quality not to be found in our music.
When one listens intently to a Bantu ensemble, one
hears many distinct rhythms intertwined, each with 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 “African 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 full swing of a Bantu ensemble
is due to the mere repetition of a simple rhythmic pat-
tern is the worst kind of fallacy.

As with our own orchestras, Bantu instruments fall
into musical “families“—strings, 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 infinitely
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 Blography
by

Bdwin L. Gerhardt

CLAIR OMAR MUSSER-Marimba virtuoso, composer,
arranger, conductor, organizer, manufacturer and"
historian was born in Manheim, Pennsylvanla on October
14th, 1901. He began the study of musiec at the age of
9 and later studied with eminent teachavs in the East
on Marimba, piano and violin.

From 1927 to 1930 he was engaged professionaly as
a concert marimbist in Burope and America. In 1931 he
organlzed a 100 plece Marimba Symphony Orchestra which
was sponsored by J. C. Deagan, Inc. of Chicago and which
later appeared as & feature of the Century of Progress
Expositicn in 1933. For this notable accomplishment he
received the Century of Progress Medal from Rufus Dawes.
Mr. Musser organized and cormducted a similar 100 plece
marimbe orchestra in Europe called the International
Marimba Symphony Orchestra which was also sponsored by
J. C. Deagan, Inc., of Chlcago. This orchestra toured
Europe and Amerlca in 1935 making its American debub
at the Greenbrier Hotel in White Sulphur Springs, Va.
and concluded its historic tour with & concert at
Carnegie Hall, N.¥. The orchestra made motlon pictures
in France and recordings in Belgium. Mr. Musser also
organized and conducted the 150 piece Marimba Orchestra
which appeared at the Chicagoland Music Festival of
1941 under the sponsorship of J C. Deagan, Inc. of
Chicago. He also organized and conducted the 125 plece
Marimba Orchestra for the Philips University Music
Festival (Tri-State) in 1941.

Musser was a member of the faculty of the North-
western School of Music for ten years (1942-1952)
serving as Dlrector, Marimba Music Education. For his
distinguished work in marimba music education he has
recelved the Arts and Iettres Citation from the French
Government, the Boregz Award from the Brazilian Govern-
ment in 1934 and numerous other recognitions for his
achilevements in his chosen field.

After many years of research and study, he con-
ceived many original designs and has patented more than
a score of refinements for the marimba, many of them
manufactured by J. C. Deagan, Inc. of Chicago. Among
his internationally famous merimbs designs are the
Century Marimba, King George Marimba, Imperial Marimba,
Queen Anne Marimba and many others.

In 1948 he organized his own company, Musser
Marimbas, Inc. of Chicago, whose sole purpose is to
manufacture the 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: 53 original compositions and
arrangements for the marimba and has wrltten historical
articles for magazines in England and America.
eddition to being one of the great marimba virtuosos of
our time, 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 1400 students to
play the marimba for periods varying from one to seven
years per student. Practicelly all of todays virtuosi
and teachers of the marimba have been his puplis. They
are carrying on his great work. The status of the mwarim-
ba in the field of classical music today is largely due
to the untiring efforts of this remarkable genius.

The Author

Edwin L. Gerhardt is not a professional musician,
writer or eritic. His avocation is to bring together
as a collection any and all literature pertaining to
the marimba and xylophone for all concerned. Those
wishing to correspond with Mr. Gerhardt or contribute
material to this collectlion may write to him,
¢/o 3804 Ridgewood Ave:, Baltimore, Maryland 7
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PRODUCT NEWS

A new AVEDIS ZILDJIAN product!

ZIL-BEL

COW BELLS

ZIiL=-BEL COMPANY
35 Holbrook Road, No. Quincy 71, Mass

A DIVISION OF THE AVEDIS ZILDJIAN COMPANY

PRICE LIST

4%" Chrems ..... $9.00
4%" Dulf Chrome . . 7.00
8” Chroms ..... 10.00
6 Dull Chrome . . 8.00

In dull or higf\ly polished
chrome . . . in 414 and 6” sizes
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HIN GER

TOUCH-TONE MALLETS

Pro-Custom Tympani Mallets (Soft, Medium, or Hard)
512,00 pr, or 3 pr, for $30,00

(BExtra Hard)
$9.75 pr,

Pro-Standard Tympani Mallets
$9.75 pr,

Pro-Aluminum Snare Drum Sticks
$4,75 pr, or 3 pr, $12,00

These mallets are all custom made and tested by Fred
Hinger, Philadelphia Symphony Orchestra, They will pro-
duce similar timbre throughout the dynamic range and will
not overplay, Aluminum handles are now used on all sticks,
since the aluminum produces a larger, more pointed sound,

The aluminum snare drum sticks are made in three sizes,
large (3/4"), mediuvm (5/8"), and small (1/2"), They axe al-
ways matched for pitch and size, and can:be played with either
end and best of all produce a much larger and freer sound
than does wood,

FRED HINGER

206 HERITAGE ROAD
CHERRY HILL, NEW JERSEY
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IN PERCUSSION PERFORMANCE

by James Moore

Misconception:

Fact:

Misconception:

Fact

Misconception:

Fact:

&

Y

Since the snare drumers in my band
play too loudly amd have difficulty
getting a smooth roll with medium size
sticks, I have insisted that they all
use very light, thin sticks for better
results.

Bven the best of professional drummers
would have difficulty producing a good
sounding roll with extremely light
sticks. These "name," or "pencil,"
model sticks are intended for a specific
purpose: riding on a cymbal in dance set
playing where roll quality is not an |
extremely important part of the overall
technique. The most control and the
best tone from a drum can be obtained
by using & medium éi.e., 5B, 2B) or
even medium-heavy (1S) stick. As far as
over loud playing goes--it isn't the
stick, it's the fellow haming on t?' the
aticks! This type of "drum beater

wont let a lighter stick stop him!

The best way to check the tuning of a
timpani head is to "flip" with the

finger tips.

"plipping® the timpani head with the
fingertip does not produce the fundament~
al tone clearly. A light tap with the
mallet head produces a clear, true tons.
If this is done softly and the player
bends over and places his ear close to
the head, the sound will not be loud
enough to be heard more then & few feet
away.

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

Cymbal players of some large concert
organizations, through a well meaning,
but misguided director, are forced to
attempt to perform on over size cra.alix.
cymbals such as 22" patrs or even %ll
ptev.:!.'t‘.*zlf this in an effort to get a "big
tone." 'The truth of the matter is, a
good cymbal player with a good gair of
cymbals of approximate 16" = 18" can
(continued next column)

o>

Misconception:

Fact:

.

produce & better tone and have much more
control and playing ease than the player
with the Ygilant, 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.

(%

The 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 1s
often desirable for Scotch slze marching
bass drums, 1t is not correct for the
concert bass drum. The concert bass drun
must be capable of producing long ringing
notes or short steccato notes. This is
best controlled by the player'!s finger-
tips;with a cloth dampening strip, &
beautiful 32" to 36" bass drum will pro-
duce only & “"thump" much like a 20" dance
basg drum. If this is the sound that
you want, you might as well buy a 20"
bess 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.
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The great American bandmaster Dr. Edwin Franko

Goldmen expressed his view on percussion training
thusly:

Hawaiian Model

10f 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 & consequence, not enough attention is
paid to them. The drum section can really “make"
or break" a band, and therefore it should be
given 28 much consdideration and training as any
other section of the band.

It is a serious misteke to put those players
who seem unmusical and inept at other instru-
ments, on the druns. In fact, to be a good
drummer one must have general musical knowledge
and an instinetive feeling for rhythm. Without
these qualities it is impossible to develop
capable players. Band conductors and teachers
in 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
thoroughly trained in the art of drumming, for
druming is an art, and an important one. Play-
ers should not alone be trained in the technical
paig gr this art, but in the musical part as
well.

NEW MODELS OF DRUMSTICKS

The ¢hoaper econowy %
nodel

Thanksgiving model

Alaskan Model
s —— S~ JERRY KENT
For thirsty drumers--a built.in DENVER, COLO,

caneopener
8
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MARIMBA (VIBRAPHONE) BOOKS

VIBES FOR BEGINNERS by Phil Kraus, Pub. Henry Adler,
Tne., New York, N.¥. $1.50. 35 peges.

This elementary text is especially designed for
beginning vibe 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 lntroduced in this
brief volume, a8 such it moves qulte fast, but should
with supplementary solos provide an excellent source
for young students.

**ﬁ********_***

MARIMBA SOLOS

THE QUIET PLACE by Ted Frazeur
%ﬁuﬁﬁﬁmm by Teq Frazeur

RIMBA POSSA NOVA by Thomas Brown
bAH y ThomaS Brown
Pub. Kendor Music, Inc., Delevan, N.Y. $1.00 each

A number of Kendor publications for percussion (see

1isting in this l1ssue) are f1lling 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 explolt the legato
smooth sound of the instrument. 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 Tth
chord harmonic structure.

KNI K e N XN

PERCUSSION SOLOS

CONCERTINO FOR FPERCUSSION AND FULIL ORCHESTRA by Thomas
N eld, . OXI0 niversity Fress, 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 bells,
and bass drum. The work is in three contrasting move-
ments and containing extensive four mallet xylophone
passages. Solo part with piano reduction listed above.

NI 2R

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

A well written easy-moderate rudimental snare soclo.
The composer also has two other excellent ltems in this
series~-Two of & Kind drum duet, and Ashland High
drum quartet. .

A recording containing these works Technigue of
Percussion by Alan Abel Record No. 3, Series g, Side c-2
Is available from: Educational Recordings, 5233
Stonegate Drive, Dallas 9, Texas.

F IR NN
PERCUSSION ENSEMBLES

DANCE BARBARO by Phillip Lambro, Pub. Music ror Per-
cussion, New York. Score and parts $7.50
Written for 8 players, this work exploits the driv-
ing, rhythmic aspects of percussion instruments. Well
marked and containing some meter changes.
633633 33 2

RONDO FOR_PERCUSSION by Donald Gilbert, Pub. Southern

usIc Co., san onlo, Texas. Score and parts $3.00.

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

T A e 3 33 I N

STATEMENT FOR_PERCUSSION by Matthew Hopkins, Pub.
an-vogel Co., elphia, 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
for school contests and recital performence.

Fe 33 300 3 A I

_353581'@13 INDIANS by Vic Firth, Pub. Carl Fischer, Inc.
An ensemble for 6 players at the junior band level.

F 636 36 39 92 I
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CATIONS

SYMPHONY FOR PERCUSSION by Gen Parchman, Pub. Elkan-

Vogel Co., Philadelphia, Pa. Score and Parts $9.00
Thls 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 approximately

10 minutes.
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1;(2)1.1'5;—01?1? RHUMBA by Vic Firth,
50

An ensemble for 7 players designed for the high
school band section. Each player performs at one point
in the plece on a second instrument. The ensemble opens
with a snappy roll-off and goes into a two-beat quick-
step. The middle sectlon modulates to a rhumba beat
through a rhythmic ahd instrumental change.
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ENCORE IN JAZZ by Vie ®irth, Pub. Carl Flscher, Inc.

Pub. Carl Fischer, Inc.

Designed for the conservatory and advenced high
school percussion group. It is wriltten in the jazz
idiom using a set of dance drums as well as vibraphone
and marimba. Divided into two main sections; the first
is a medium riff tempo, the second is an up-tempo two-
beat section. At one polint in the pilece there is a
"Battle of drums” between the dance drummer and the rest
of the ensemble.
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KEYSTONE KIDS by Willlam Schinstine, Pub. Southern
uslc Co., San Antonlo, Texas. Score and parts $2.00.
Elementary ensemble for 6 players. This 1s the
type of material that developsfine percussion sectlons

right from the elementary school level. Mr.
Schinstine has wrltten many excellent works for this

purpose, Highly recommended for teaching basic tech-
nlques and style.
EE 2 222z as 22
BOOKS

DRUM ALONG by Harr and Buchtel, Pub. Kjos Music Co.,
Park Ridge, Ill. Drum solo book $1.00, piano accom.
$1.50, recording $2.00; complete set $4.00.

1é rhythmic solos for snare drum with optilonal
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.

363 36396 436 6 3 N

ORCHESTRAL PERCUSSION '.IECI-WI%UE by James Blades, Pub.
Oxford Unlversity a8, ndon. 85 pages.

An excellent source for percussion information,
particularly from the point of view of an outstanding
English percussion teacher. Wwhile certainly differing
approaches to percussion technique are currently used,
this text furnishes material for discussion even if scme
of the concepts differ from ones own view of how some
particular thing should best be done. The text is
divided into three sections: (1) 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 technlque classes.

e
THE INTERNATIONAL, PERCUSSION REFERENCE LIBRARY CATAIOGUE

. ept. » pub. Mervin on, ¢/o Musilc
Department, Arizona State University, Tempe, Arizona.

A considerable ‘augmented revision of the holdings
of this important reference source, including informa-
tion on perusal and submission policies.

I 263 A 3 2 96 2096 96 0

ADDITIONAL WORKS WITH PERCUSSION REVIEWED ON NEXT PAGE




MORE NEW
PRODUCTS

TIMPANI

Vic Firth Timpani sticks are_hand turned
from hand selected rock maple. The core and
shank are turned from one piece of wood. This
climinates the possibility of the ball coming un-
glued or a washer or thread from breaking or
cross-threading. The felt is sewn on the stick in
such @ way as to eliminate the seam. This
means that any area of the stick can strike the
timpani head without concern for a seam which
could mar the sound of the instrument. It also
extends the life of the stick, as lhg entire felt
surface can be played upon. The sticks are fin-
ished with an extremely hard catalytic vamish.
There are three models of Timpani sticks:

GENERAL TIMPANI STICK:

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

STICKS

STACCATO TIMPANI STICK:

This stick is designed for producing clear
rhythmic articulation. The ball of this stick is
slightly smaller, and the felt ‘slightly harder than

the General Timpani stick thus producing a more
pointed articulate sound. stick is useful for
rhythmic definition in the clatsical repertoire, and
an absol ity for rhythmic projection in
the contemporary re; ire.

pertol .
List Price $12.00 per pair.

WOOD TIMPANI STICK:

This is a “special effects” stick requested by
both classical and 3 p ‘They
produce a hard clattering sound that adds hard
rhythmic “bite” and definition to the sound of
the instrument. List Price $6.00 per pair.

SNARE DRUM STICKS.:

The snare drum sticks are hand turned from
hand selected maple identical to that used in
the timpani sticks, They are also finished with a
catalytic varnish and come in two models:

GENERAL SNARE DRUM STICK:

“This stick measures 1634 inches in length and
possesses a round tip. They are good for all-around

- ’5,

orchestral playing as well as band work. The sticks
are “paired” by weight as well as pitch. i
List Price $3.00 per pair.

BOLERO SNARE DRUM STICK:

This stick measures 15%4 inches in length and
possesses a small round tip. They are good for
light playing, pianissimo rolls, and other delicate-
type work. The sticks are “paired” by weight and
pitch, List Price $3.00 per pair.

AVAILABLE AT YOUR DEALER

Or from Vic Firth, Symphony Hall, Boston, Mass.
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SWIVEL- SUSPENSION BASS DRUM STAND

Designed and developed for the Philadelphia Orchestra

WORKS with PERCUSSION

CEREMONIAL MARCH by Louis Calabro, Pub. Elkan-Vogel Co.,
Philadelphia, ra. 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 well within the
ability of good high school percussionists.

WA I 6 I I I
FIVE HYMNS IN POPULAR STYIE by John Gardner, Pub.
) niversity Press.

Written for chorus and orchestra, the five pleces
are available as singles or a set. The instrumentation
is flexible and includes full: 3 clarinets, timpani,
percussion (2-4 players), 3 guitars, pilano dust, organ,
and strings. A very new, and "different" approach to
five old standards.

e eI I

MEET MY FOLKS music by Gordon Cross, poems by Ted

es, . Oxford University Press, Iondon.

Instrumentetion includes: speaker, children's
chorus, children's percussion band ('Orff! instruments),
adult percussion (3-4 players), oboe, clarinet, bassoon,
horn, trumpet, cello, plano. This work was written for
children, adult amateurs, and a few professionals. It
was first performed at the 1964 Aldeburg Festival. A
piano reduction is included on the percussion score, and
the instrumental parts are avalilaeble on rental. Dura-~
tion 1s 25-30 minutes. The plece looks like real fun
for allt-
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BELOW AND ON PAGE 12 ARE SELECTED LISTINGS FROM PER-
CUSSION CATALOGS, THESE ARE NOT PAID ADVERTISEMENTS, BUT
ARE SELECTED BY THE EDITORS OF PN AS BEING WORKS OF DEFINITE
VALUE AND INTEREST TO PERCUSSIONISTS,

Contemporary
Dympani
Studies

"y Brte Remsen

TEY Medtinding Co.

RUDIMENTAL CONTEST SOLOS

by Nick Ceroli N
These fifteen molos are
excellent for both teachiag
material and coatest work.
They present nearly every
rhythlli:fl comblnation in a

CONTENPORARY TYMPANI STUDIES
by Eric Reasen

This book is @ contemporar

appreach to the techaica

prebleas which ara eacoumte

Used by a dozen major orchestras
and several universities

Suspended in rubber for full resonance and “lows®
Can be tilted at any angle
Has wheels for mobility

Available for 36" or 40" diameter bass drums
(State size)

$100 plus shipping cost
Also svalilable:
Symphony Spindle Triangles
regular size $15
small size $5

ALAN ABEL
270 HENLEY ROAD
PHILADELPHIA, PA, 19151
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INDEPENDENCE FOR THE
BEGINNER YOL., I

by Chuck Flores
These exercises are es-
pocially writtea to lead the
studeat te mere complicated

centrepuntal rhythas.
T3 P Y

ecsesssascnencnns $3.00
)

Ty Pauble
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PENDENCE FOR THE ADVANCED»
DRUNNER.
by Nick Ceroli

Designed to develep modera
jazz solos. The ability to
play two differént syncepa-
ted rhythas sisultamesusly,
with greater facility, flex-
ibility, and comtrapuatal
techaique.

T[] eeens Seessa Teaesace 34.00

worthvhile, musical fora. ered in the standard reper-
TS5] eveneonsaese ceenes $2 teire.
ceesranerisnae eee.84.00
INDEPENDENCE J— Sl Kickests’
Jfor IMEPEMIENCE FOR THE
the Aonasces peween MALLET
Beginner b e EXERCISES
Polras b i”
é $4.00
500 TRV Pobllsaleg Co.
#2.00
et g o oot | e e
i A _MODERN APPROACH 10 INDE- & o s

MALLET EXEACISES

by Emil Richards
These exercises dre desigued
for the mallet lastrument
player. There are fifty
exercises to help the stu~
dent leara scales, with
emsphasis oa rhytha hand
Rovenents,
T2800 cvvenenan taseeea32.00

PROFESSIONAL DRUM SHOP, INC.

854 VINE ST.

UMIYWQOD 38, 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 the
report that this past year the Butler University,
(Indianapolis, Indiana) Marimba Ensemble consisted
of all girls - seven in number, (see programs)
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Ron Fink is the first full-time percussion instructor
at North Texas State University, Denton, Texas, Theras are
approxXimately 25 students studying percussion in some form
at this school. They come from many parts of the country
due to the popularity of the dnce band major program,

rrvppr TR E IR R

James Holland of the Percussion Ensemble of London

THE PERCUSSION ENSEMBLE OF LONDON

The Percussion Ensemble of London was formed last
year by David Johnson and myself, together with some of
the other younger players in London. The difficulties of
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 une
usual) and apart from the B,B,C. none of whom have & per-
manent home of their own, Therefore our difficulties are
(a) to find a time for rehearsal convenient for everyone,
and (b) a place to rehearse- and having found a studio
for rehearsal, we have to take all our own instruments!

However, difficulties are made to be overcome, and
in July we made our first B,B.C, broadcast, and in August
our first record,

As the first percussion ensemble in Britian 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 here, Works for percussion instru-
ments are always of great interest to us, and I can always
be reached c/o London Symphony Orchestra Ltd., 1 Montagu
Street, London W.C. 1, England, .

With best wishes to all our colleagues in the U,S,A,

James Holland, Principal Percussion
London Symphony Orchestra,

L e el L L e S e st S S
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How M™ucH

Pip COQUNTING THE TIME
Ybuu PRACTICE IT TooK To SET up
THIS  WEEK ? MY  prums, Bave

MINVTES

—

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

Many readers of this publication give private music
lessons, And almost every day that we teach we find a pupil
who has a poor lesson, but is having a difficult time in
finding an excuse for this poor lesson, As teachers we
should help the pupil in every way we can, Why not help
him with a 1ist of excuses, so that he may take his choice
and have variety each week? Merely post the below list
in your waiting room, and you have done the pupil a great
service, This list of excuses has stood the test of time,
Surely all teachers know this list by heart:

SELECT ONE OR MORE:

I COULD DO IT AT HOME

I PRACTICED IT ALL WEEK AND STILL CAN'T GET IT
TOO MUCH HOMEWORK LAST NIGHT

I HAD TO STUDY FOR FINALS ALL WEEK

I WAS SICK YESTERDAY

I HURT MY WRIST THIS MORNING

WE HAD COMPANY ALL WEEK

DAD WENT ON THE NIGHT SHIFT AND I COULDN'T.PRACTICE
I JUST CAN'T SEEM TO DO ANYTHING RIGHT TODAY
NEXT WEEK I'LL HAVE MORE TIME

YOU DIDN'T EXPLAIN IT CLEAR ENOUGH LAST LESSON

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

I LEFT MY BOOKS AT SCHOOL IN THE BIOLOGY ROOM AND THE
JANITOR LOST THE KEY

I BROKE A STICK

I COULDN'T PRACTICE BECAUSE IT TOOK UP ALL OF MY TIME
THINKING UP AN EXCUSE

I WENT TO THE MOUNTAINS ONE AFTERNOON

(USE THIS ONE WHENEVER THERE IS A WFLYING SAUCER" SCARE)
WELL, IT'S LIKE THIS ... I WAS PRACTICING HARD THLS

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, SPRINKLED SALT ON THE STICKS, ATE THEM
UP, CLIMBED BACK INTO HIS FLYING SAUCER AND FLEW AWAY,
SO WITHOUT ANY STICKS I COULDN'T PRACTICE, IF I BOUGHT
A NEW PAIR, THE FLYING SAUCER MIGHT RETURN, AND I JUST
CAN'T AFFORD TO PROVIDE FOOD FOR LITTLE GREEN MEN,

. . .
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13,

14,
15,

16,
17,

Jerry Kent
Denver, Colo,
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WHEN ORDERING PRODUCTS AND MUSIC-- MENTION THAT YOU SAW IT IN:




ELKAN-VOGEL CO-INC-

PERCUSSION

—_BUNXER AND SAN JUAX NILLS (snare drus duet) (eruc 6) vy Charles Yorey . « < x -« « « 1.00
o EXSEMBOLERO (for 5 percussien players and pizne) Avail, w/band (lruc 5) by Brown . . . 3.00
177236 SANSOM STREET © PHILADELPHIA, PENNA. 19103 —NAKCOS {percussion trio) {Grade ¥) by Maxine Lefever . . . w150
. —_MESA YERDE (parcussien quintet) (Grade ¥) by Maxine Lefever . Ce e s e T aa . 2,50
. . : st —_NONTICELLO (psrcussion quartet) (Grade ¥) by Maxtne Lefever . . . . . . . . . .. 2.00
—HONUMENT YALLEY {snare drua duet) (Srade ¥) by Maxine Lefever ) ...... .. 1,00
' Y —_PATTERX PERCUSSION (percussion auartet) Avail. w/Band (Grade § by Thomas Brown . . . 1.50
EXCIUS’Ve Agents n the U' S' A' PEICI}!SIMAT‘ (for 5 percussion players and piana) Avall. w/bsnd (8rade 3} by Brom . . 2.00
—_PERCUSSION PIECE (for € percvssion players) (Srade 2) by Ted Petersen . . . . . s s LTS
—_PERCUSSION TRAJECTORIES (parcussion quartet) (6rada %) by Thomes Brom ™. . . . . 2.00
PERCUSSION — THREE/FOUR FOR TWO (percussion duat) Avail. w/Band (Srade W) by Thosas Brown . 1.00
CHARPENTIER—Latits 260
PERCUSS T
DELECLUSE LPERcussIoN soLos
20 Etudes d'Apres Kreutzer (X. h 625 —_FULIM FUH (snare drua sele) (Geade 1) by Thonas Brewa ) $ .50
20 Etudes (X :.DO —arJIK DAKSY (snare drue 3010) (Grage 5) by Charles Morey N . s - 1Y
go“::;,epme;esnn'“ 3.';3 ____THE WALTZIXE RIPSTER (nare drem seko) (Graee 6) Ly Charles Morev . PR '
o e by MARINBA $010S with Fiane
DALCROZE—Huit Petits Capri .4
A —DAHOOM (Grage 35 Ly Thosas Broxn (Avarl. w/Bsnd Acc.} N . PR [N
JARRE—Sulte 3.00 ZUTHE QUIET PLICE (Graee 3) Ly Ted Frazeur <. .- o s N 1
TOMAST~-C A 125 —— HARIHDA 8035a MOYA {Grade 2}) Ly Thomas Hravn . 1.00
e HARUMAA FOR JA*IHEA (Grade 2}) by Ted Frazeur P . PN 1.6

BT e e e L ettt o

The mallet player’s key
to fast, articulate hands.
Designed to assist the
beginner by familiariz-
ing him with the mallet
keyboard as well as
basic keyboard theory.
Presents material to as-
sist the intermediate
player by further de-
veloping 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 cmploy
the major, minor, and whole tone scales and ar-
pcgglcs, major, minor, diminished and augmented
triads (all keys), as well as dominant seventh and
diminished chords, 04442 3.00

MALLET TECENNIQUE

o aro
-—— s ey

PERCUSSION
SYMPOSIUM

An official manual de-
fining and illustrating all
the standard instruments
of the percussion family.
It is intended to enlighten
and inform music edu-
cators, composers. con-
ductors, and fellow per-

AL cussionists, As well as
S0 definition, it encompasses
» R playing techniques, prob-

i_x L N lems of sound and rhyth-
mic production. and per-

cussion notation. It also acts as a pcrcuss:on glossary,
clasnfymg the proper names of each instrument.
Methods of tone p ion, sound jecti in-
strument range, correct sticks, and propcr care of the
mstrumems are made availabl to those i d in,

d with, p ion instr
04588 4.00

RECENT

RELEASES

VIC FIRTH
SOLO TIMPANIST

The All of the ctudes
SOLO TIMPANIST Fose problems re-

e to some of
. the most difficult
VICPRTH works in the classi-
cal and modern rep-

ertoire. For ex-

ample: complicated
changing meters,
technique on one to
six timpani, piano-
staccato 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 solfege
problems, and suggestion of what type stick
to use to bring out the best sound and clarity
from the instrument.

04402 e e 3.00

MARCHING DRUMS
MARCEING DROMS

0 G

Here is a book de-
signed to give your
@ band — whether it be
B a junior, high school,
college or professional
band — some flashy,
smart, modern ca-
dences. Arranged and
written to be casily read” by the bass drum and
cymbnl player, as well as by the snare drummer.
INTENTS: Basic Cadences without rolls, Basic
C:denoes with rolls, Intermediate and Exhibition
Cadences, Basic Roll-Offs, Exhibition Roll-Offs,
Novelty Cadences.
04406 ) as

CARL FISCHER, Inc.
312 South Wabash Avenue

Chicago, Iil.

60604
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1st DRUMMER: ARE YOU A RIGHT OR LEFT HANDED DRUMMER?

Ind DRUMMER:

I'M AMBIDEXTROUS,,,. I CAN'T PLAY WITH EITHER HAND!

' a—. ro——

Books

— Dance & Stage Band Drumming

by Charles Morey and Myron Collins
Edited hy Art pedrick

STUDENTS' GUIDE
0

A cosplete study of sll phases of modern drumming
technique. Designed to prepare the studeat for
21l categories of Dance and Stage Band work as
found in the professiomal field.

KENDOR MUSIC, INC.

DELEVAN,NEW YORK o2 ot 9%,

PSP TTTTT T PO T TR TS L

PyBLlIcAtigNg

NOW IN PREPARATION === A CATALOG OF HIGH QUALITY
COMPOSITIONS AND ARRANGEMENTS FOR PERCUSSION

AND KEYBOARD INSTRUMENT ENSEMBLES, WRITE FOR

A COPY,

5085 HENDERSON HTS.
COLUMBUS, OHIO 43221
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THE WORLD'S OLDEST JOKE

12

LEADER:

DO YOU READ WELL?

DRUMMER: NOT WELL ENOUGH TO INTERFERE WITH MY PLAYING!

Jerrv Kent - Denver, Colo,



boards.

TRIANGLE
HOLDERS

THE

de tachable from the

The Drummer's Bulletin Board is planned to be
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

THE DRUMMERS |@0
BULLETIN BOARD 3

MW By Richard Pavl No.5

™ THE FINGER BLOCK

oK

THE SPRING CLAMP

| 5

IHE STATIONERY

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 hand can then be used 7

to muffle the instrument while

the right hand does the playing,

Make this holder from a» spring type clothes pin
or, better yet, a metal spring clamp that can be
purchased from nearly sny hardware store, It may
be used both to hand hold the triangle or to

~clamp it to a music rack,

HOLDER The permenent holder has the advantage of being
iNG ot e more secure and can be seen more easily from the
um'/z Lad sudience since a music rack does not block view,

Use e dence set cymbsl mount and rod =nd sttach
permanéntly to the percussion cabinent.

; PERE, Cab. !

. 1]
STRIKING SPOTS THE ROLL DYNAMICS

(with one beater) NOTE: position of beater

A
N

when

part

- e e e 0 O 2 o 8 0 O O 0 B s e B P B e 0 o b om0 o e e e e e e e
crmmnmanane -

dismeter of gut or nylon 1ine)

e /% N R Ay

alternate bester
in corners

KEEP IN VIEW
THE SAFETY LOOP

Play your triangle

high, The sound will Use an extra loop
carry better and the . tied on triangle
audience will appre- in case primary
ciate being able to * / _loop bresks.

see what they hear, .V " secona loop should

s\ ve larger then first,

VARIABLE BEATER SIZE

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

It is wise to have
metched pairs of beat
ers for fast rhythms,

The triangle is a delicate instrument, capable of beautiful tonal queality

hendled properly, This quality is enhansed by the use of the correct

of the player.
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beaters (never s nail or drum stick ), the proper holders ( using the smallest
, and en gttitude of musical respect on the



PROGRAMS

JORDAN COLLEGE OF MUSIC — BUTLER UNIVERSITY

Indianapolis, Indiana

Friday, tuy 28, 1965
Lilly Hall, Room 160
12:00 Noon

Students of Charles A. Henzie
assisted by University Marimba Ensemble

Selections fromCarmen - = « o« o @ = - ® -
Tales From the Vienna Woods - - - <« « <« « =
Marimbe Ensemble

Biget-Musser
Strauss-Musser

Drummer!s Farewell =~ « « = « = « = Harold Firestone

Cynthia Soames, Carol Scattergood, Patricia Leavitt
BluseDrum8 « <« =« =« « « = e = « « = = David Hibben
Carol Scattergood
Valse, Opus 64, No. 2 = = =« =« - o « « o« =

Chopin-Musser
The Brook =~ =« = =

- « = = = « = = « Buil Scholle
Patricia Biehle, warimba
Carol Scattergood, piano

Theme et Variations - « - « - « < =
Introduction, chimes, tympani
Theme, tympani

1at Variation, tumpani

2nd Variation, tambourine

3rd Variation, snare, wopd block

hth Variation, vibraphone

Sth Variation, xylophone

6th Variation, tom tom, cymbal, triangle

7th Variation, cow bell, woodblock, tiwbales
Cynthia Soames, percussion

Dale Ramsey, pianc

- « Yvonne Desportes

Aragonoise -~ -~ -~ - - = = .9 =« « Masasnet
The Quiet Place = « =« « =« =« « =« =« « « « Ted Frazeur
Ralph Eddy, marisba
Judith Gill, piano
Largo from New ¥World Symphony - = = =« =~ = = « Drorak-Masser
8elections from Carousel - - <~ - = = « « = Rodgera-Henzie
Two Popular Songs arr, Juns Albrich
Sha la -~ - =« « =« = =« « =« « « « <. Milneck
Chin-Chim-Cherie - - =« « =~ - « = « = Robert Sherman
Holiday for Flutes - <« =« = =« « « o« e « David Rose
Perpetual Motion - - - = = = = Carl Bohm

Ha;m; Ea.;-i;le
Jynell Woodruff, Martha Cedars, Patricia Biehls,
June Albrich, Monica Kramer, Carel Scattergoed,

Eynthia Soamss

STUDENTS OF THE S, & S. SCHOOL OF MUSIC
POTTSTOWN, PA,

William J, Schinstine, director
Elementary Group

Turnaround Schinstine

Two Small Fry Schinstine
Intermediate Group

3/4 for Three Schinstine

Stars and Stripes Forever Sousa-Schinstine
Advanced Group

Drummers Five Hankins

Overlap Schinstine

Tango D'Oriental Tobias
Concussion! Tobias
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THE DEPARTMENT OF UNIVERSITY BANDS
presents

THE CONTEMPOR
feat

THE PURDUE WIND AND

ARY MUSIC SERIES
uring

PERCUSSION ENSEMBLES

Fowler Hall

Sunday, April 11, 1965

2:30 p.m.,

PRO

GRAM

THE PERCUSSION ENSEMBLE
Maxine Lefever, Conducting

Parcussion Music .« .« . . .

Suite for Percussion
Fanfare
Ostinatos
‘Toccata

Re:Percussion . . + + + « o

“r e s e e e s

Michael Colgrass

Williom Kraft

Frederick Karlin

MUSIC AT THE MUSEUM

PHILADELPHIA, PA,
February 20, 1965,

The Settlement Music School
Percussion Ensemble

Alan Abel and Russell Harten-
berger, conductors

Introduction and Fugue
Sulte for Percussion

Prelude and Fugue
Miniature

Xochipilli
Nonet

Two Miniatures
Praeludium

Buggert
Kraft

in Hopkins

Chavez
McKenzie
Missal
Hopkins

Two excerpts from the
cantatavMagic America"

Ginastera

( PRO =« continued trom page 4 )

A real pro builds up within him-
sclf the inability cver to turn out less
thana thorouggly workmanlike job.
Sportswriter Red Smith was once
asked how he managed to produce a
newspaper column every day. “It’s
casy,” he said. “I just sit at my type-
writer until beads of blood form on
my "forchead.” 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 field must
have a kind of contract with him-
self. The terms of the contract read
that he must be 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.
Bue by the terms of his contract he
can't let his work go until it con.
forms to that vision.

T don't want to umply that peo-
ple with the goal of excellence are
somehow a heartier breed. Most of
the creative professionals | am ac-
quainted with are at leas as lazy as
other people, perhaps more so. They
change typewriter ribbons and file
their nails and find a hundred and
one excuses-to put off work. How-.
ever, when all excuses are exhausted,
the wack they turn out truly repre.
sents the best that is in them.

Many of us never become real
pros, because we think that the pur.
suit_of excellence necessarily in-
cludes reaching the topmost rung
~—and then give up because we can’t
reach it. There are various degrees
of excellence. The danger does not
lie in failing to reach absolute per.
fection, It lies in giving up the chase,
Ask a lot of yourself, and you may
be very pleasantly surprised at how
much you receive.




ON THE TF

CHNICAL s'DE

CHROMATIC STICKING STUDIES FOR MALLET INSTRUMENIS

Studies A, and B, below will help develop control of the left hand,
which is a problem area for many percussionists beginning on mallet instru.
ments, Begin slowly, working first for accuracy, then build up speed, Keep
the arc of the mallet head low for maximum speed and accuracy, Additional
variations of this exercise involve playing the pattern through all major and
minor scales, and through all chord outlines (C, and D,)

Also for right hand development, go through the entire series ascending
with the right hand leading(E.).
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C ALL SCALES
J'i

R ! o Y e B
CONTIUNE BACK UP CHROMATICALLY m:i: CONTINUE DOWN AND BACK UP SCALEWLSE

4 ETC.
D ALL CHORDS IN ALL KEYS
T e o e S et B e s SO e e IR CONTINUE BACK v
g = ) : = UP CHORDALLY - =
e ETC. *  rrC
E
CHROMATLCALLY » ALL SCALES
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IMPORTANT SUBSCRIPTION INFORMATION
PERCUSSIVE NOTES IS PUBLISHED POUR TIMES DURING EACH SCHOOL YEAR,
SEND IN YOUR SUBSCRIPTION NOW IN ORDER TO RECEIVE ALL OF THE
196566 ISSUES OF THIS FAST GROWING, NEW PERCUSSION PUBLICATION!
detach and mail
NAME SUBSCRIPTION - $1,00 (1965-66 School
Year)
ADDRESS CHECK:
___ NEW SUBSCRIPTION
___ RENEWAL
POSLIION
5 or more subscriptions to the same
MAIL TO: Percussive Notes mailing address « 75¢ each,

5085 Henderson Heights

Columbus, Ohio

43221

YOUR COMMENTS, NEWS, PROGRAMS, AND ARTICLES ARE WELCOME AND NEEDED, LET US HEAR FROM YOU,
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