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P E R C U S S I O N  

D I  S C U S S I O  N 

I hews  one  i d a •  w h i c h  m i £ h t  bo t o s s e d  • r o u n d  b y  P . N .  s u b -  
s c r i b e r s . . . o . o  

' Artist percussionists 0£ the Jazz idiom are in ~reat demand 
a r o u n d  t h e  c o u n t r y  t o  p r e s e n t  c l i n i c s  t o  y o u n g  a s p i r i n g  
d r u m m e r s  i n  o u r  p u b l i c  s c h o o l s .  T h e r e  i s  no d o u b t  w h a t s o e v e r  
that these clinicians a r e  filling a n e e d  and doing it well. 
H o w e v e r ,  I s o m e t i m e s  f e e l  that t h e r e  should be more  emphasis 
on the concert idiom •s well. Many high school end junior 
high school band directors search ~or this in[or~ation but 
too few clinics in this area o£ percussion tends to leave a 
great number ErOpin~ in the dark. 

I think it would be extremely valuable to the percusslwe arts 
i~ • three man team £rom one o£ our [ins major symphonies could 
travel uflder sponsorship presenting detailed clinics in the 
concert idiom. The Krou~ could include the timpanists mallet 
p l a y e r  a n d  s n a r e  d r u B e r / a c c o s s o r i e s  p o r £ o r m e r  a n d  t h u s  c o v e r  
the area very thoroughly. Eventually, several o£ those teams 
might be canvassing the country on well planned tours, kospin~ 
t h e  ,.©Cat a t  • mln~amu a n d  d o l n ~  • K r e a t  s e r v i c e  t o  t h e  ~ i s l d  
Of percussion. 

Any ideas on this? 

~XAS TECHNOLOGICAL COLLEGE 
P, O. Box 4~}9 

L~m~a, T~.x~ 79409 I n s t r u c t o r  o~ P e r c u s s i o n  

PeeCUSSIONRESEARCHTOPICS 

The following llstlng Is not organized in any particular 
orde r ,  nor i s  i t  i n  any way co ,  p i e t y ,  or  exhaus t ive .  I t  
i s  merely  a few thousht8  by your e d i t o r  on some o f  the  
t o p i c s  i n  pe rcus s ion  t h a t  need to  be r epo r t ed  on i n  smae 
m~er, be It something a s  d e t a i l e d  ~ as  a t h e s i s  o r  d i S s e r t a -  
t i o n ,  or  on ly  • shor t  r e p o r t  o r  r e a d i n g  p r o j e c t .  We would 
welcoae r e c e i v i n g  your s u g g e s t i o n s  f o r  o the r  t o p i c s ,  and 
any r e s e a r c h  papers  t h a t  you vould wish to  sub~l t  to  PN 
fo r  p o s s i b l e  p u b l i c a t i o n  w i l l  r e c e i v e  the f u l l e s t  c o n s i d e r a -  
t i o n  fo r  i n c l u s i o n  i n  a coming i s s u e  of  PZRCOSSZVE NOTES. 

TOPICS 

Ear ly  o r c h e s t r a l  use  of  pe r cus s ion  in s t rumen t s  
such s s j  ke t t l ed rum s -  composi t lons  us ing  k e t t l e d r u ~  

s i z e s  of drums 
types  o f  m a l l e t s  used 
p a r t s  w r i t t e n ,  o p t i o n a l ,  or 
improvised? 

BeElnnln E pe rcus s ion  i n s t r u c t i o n  
type:  rhythmic only ,  melodic  a l so?  

Drum set  course o f  s tudy 
~ a t e r i a l s !  independence, r o t e ,  read ing?  

Three and tour  m a l l e t  keyboard technlque  
v a r i a t i o n s  of the  n~allet  hold by v a r i o u s  methods, 
chord v o i c i n g ,  arrangements  

.Solo lltera~ure for • partlcular Inserument 
a~ch as :  keyboard Inatrumenua 

non-rudlmen~el drum solo material 
multiple ~ solos 
t impani  solos 

Right ~iand l e a d  s t i c k i n g  system 
proposed advanta$es o f ,  examples o f ,  the  views 
of  Edward S t r a i g h t ,  a p p l i c a t i o n s  to  p l a y in$  
situations 

(Continued next  column) 

Percuss ion  Research To~ica (cont inued)  

Compilat ion o'f p r e f e r e n c e s  wi th  c ~ e n t s  on type~ 
o£ h~sd m a t e r i a l  used by l ead ing  performers  on 
t impani ,  e t c .  S u i t a b l e  q u e s t i o n a i r e .  

Su i t ab l e  pe rcus s ion  concer t  and r e c i t a l  m a t e r i a l  us ing  
o~rer Instruments wlth percussion 

Percuss ion  r e f e r e n c e  source b i b l i o g r a p h y  
c o n t a i n i n g ;  a l l s t l n g  and content  c r l t l q u e  
of  pe r cus s ion  r e f e r e n c e  books, o t h e r  sources  
wi th  e x t e n s i v e  pe rcuss ion  r e f e r e n c e  ( i . e .  l a r g e  
music d i c t i o n a r i e s ,  o r c h e s t r a t i o n  t e x t s ,  e tc .  
g i v i n g  conten~ and page or heading l i s t l n g $ )  

Background s t u d i e s  (b iog raph i e s )  o f  prominent pe r -  
cus s ion  a r t i s t s ,  t e a c h e r s ,  and ~anu fac t e r e  
such as: J. Burns Hoo~e, Gene ICrupa, C l a i r  O. Musser, 

Ludwig fami ly ,  Z i l d j t a n  fami ly ,  Saul Goodman, 
and numerous o t h e r s  

Use of  pe r cus s ion  i n  the  works of a prominent co~.p.eser 
such as ;  3 e r l i o z ,  Wagner, T~chatlkowsky, Beethoven~ 

R. Strauss, Rimsky-Korsskoff, Debussy, ~evel, 
Bartok, Stravlnsky, Hinds, lab, Creston~ Hov- 
hanesS, Perslchettl, Milhaud, and many o~hera 

Th-- manched grip 
Explana tory  and c r i t i c a l  w r i t i n g s  on the  use of ,  survey  
of  t e x t  books e x p l a i n i n g  the  ~rilX~ proposed advantages  
of  the  g r i p  

M u l t i p l e  bounce r o l l s  
d e f l n l t l o n  o f ,  survey  of  t e x t s  e x p l a i n i n g  t h i °  ~ o l i  end 
t h e l r  approach to  l e a r n l n g  I t  

D e f l n t t l o n  and c l a r i f i c a t i o n  of  the  names of  t he  
keyboard pe rcuss ion  Ins t ruments  ( i . e .  marimba vs  
xylophone,  b e l l s  end chimes,  f o r e i g n  language 
te rminology ,  e t c . )  

Wr i t i ngs  and e v a l u a t i o n s  of  e x p e r t s  on the  u e r l t s  of  
c a l f s k i n  vs p l a s t i c  heads,  survey  or  r e s e a r c h  in  
q u a n t i t a t i v e  a n a l y s i s  of  these  m a t e r i a l  from the  
s~andpoln~ of t imbre ,  e t c .  

Survey of new flier•tufa for • partlcular percuaJloh 
medium, or  llatlngs and eva luantona  of the percuaalo~ 
c a t a l o g u e s  of  v a r i o u s  p u b l i s h i n g  f i rms 

L i s t i n g  of  a v a i l a b l e  pe rcus s ion  r e c o r d i n g s  w i t h  the  
works con ta ined  on them. 

Avant-Garde percussion wrl~ings beginning in the 
1920's and 1930'8 to present 
snudy of  t he  percussion works of~ ,Verese% Cowell~ 
Harrlson~ Case , etc. 

WANTED: Pi~CUSSI~ON ]~NSEMN, E PHOTOS 

DURING THE COMING YEAR 2N ~OULD LIKE TO RUN 
A SERZES OF rrflOTOSAHD WRITEUPS ON PERCUSSION 
ENSEMBLES OF ALL TYPES - COLLEGE, SCHOOL, PRO- 
FESSIONAL, AND STUDIO.-- THE IHCLUSION OF PI{OTOS 
NOT ONLY MAKES OUR PUBLICATION MORE AT~RACTXVE. 
BUT TT ALSO ENABLES OUR EEA�~RS TO SEE WHAT OTHER 
ORGANIZATIONS ARE USING IH THE WAY OF TJ~b~RU];~" ~ 
TATION, ~-C~ BE SURE TO S~D A GLOSS SURFACE PHUL0 
ALONG WITH A ~ZTEUP OR MP~)UCHURES ON THE ACTIVITIES 
OF YOUR ENSD43LEo 

THIS IS THE PLACE FOR YOu ,12 B.E HEARD! 3~RITE US WITH YOUR 
COMMENTS, VIEWS, AND IDEAS. ~OU D~T HAVE TO AGREE (BETTER 
IF YOU DON'T). WHETHER YOU FEEL Y00 ARE WELL KNOWN OR NOT, PUT 
SOME OF YOUR THOUGHTS AND IDEAS DOWN ON pAPER AND SEND THEM TO 
PM. WE MAKE EVERY EFFORT TO USE AS MUCH OF THE MATERIAL RE- 
CEIVED AS POSSIBLE. WE WOULD APPRECIATE A BRIEF SEETCH OF YOUR 
BACKGROUND AND PRESEM~ ACTIVTTIES. ALSO, IF POSSIN.E, Ih~LUDE 
PHOTOS OF YOUR PERFORMANCE AND TEACHING ACTIVITIES. 



The 
Tape Recorder 

in 
Percussion Instruction 

by 
William J. Schinstine 

The magnetic tape recorder is one of the best 
teaching aids available to percussion teachers and 
students. No re'ally serious percussion teacher should 
be without one. Students of all levels will find a 
recorder a great help in many ways. 

For the teacher, it provides an impeccable 
observer, who remembers exactly what the student 
played. ~ink how often you teachers prefer to have 
a student play all the way through a solor before 
making corrections. It is easy enough to tell a stu- 
dent where he made errors. The important thing is for 
the student to recognize his own mistakes. Playing 
back a recorded lesson allows the teacher and student 
to evaluate the performance without constant inter- 
ruption. You can even repeat sections in which errors 
occurred until the student identifies the trouble. 
Most recorders have different speeds. By playing 
back errors at half speed (slower) it is almost like 
putting the playing under a microscope. Errors are 
magnified and become more easily recognizable. This 
half-speed playback maintains relative speed and 
allows very critical evaluation of performance. Whe~ 
stick control is in question, this half-speed scrutin~ 
leaves no doubt as to the exact control being exerted 
under playing conditions. Even professional players 
and long experienced teachers will be amazed to find 
they are not doing what they thought they were doing. 
For example, try recording paradiddles at the limit 
of your speed and play them back at half speed. Very 
often the "diddles ~' will be slightly faster than the 
first two notes. Every playing device should be in- 
spected in this way to insure the accurate development 
of technique. For this purpose it is desirable to 
record using a high pitched surface such as a Remo 
Pad or a block of wood. Playback at half speed 
lowers the recorded pitch one octave. Thus a snare 
drum sounds like a tom-tom or field drum and a tom- 
tom like a bass drum. Rubber pads tend to have a 
lower pitch and generally do not serve this purpose 
as well as harder surfaces. The half speed playback 
technique is especially useful in determining the 
number of bounces per hand in rolls. It is also 
useful in observing the evenness of flams and ruffs. 

If a student owns a tape recorder, the teacher 
can record new material which he feels the student 
might forget or misinterpret. This is like taking 
the teacher home with you. The student then has a 
model to compare himself with in his preparation. 
Certainly this is rote teaching, but it works. None 
of these techniques should be used continuously or the 
student will come to depend on them too much. How- 
ever, when new materials are introduced or prolonged 
difficulty is encountered, teacher tapes are most 
effective. 

Encourage parents to purchase tape recorders of 
reasonably good quality for their percussion student. 
The child will learn much faster and enjoy preparing 
his lesson. 

Once a student has a recorder, suggest he prepare 
his lesson until he is satisfied it is correct. To- 
gether student and teacher can evaluate this taped 
performance. For students who get upset at unpre- 
pared lessons, taping at home is a great way to avoid 
having them say . . ."Well, I could play it at home"' 

Another excellent use of the tape recorder is in 
playing drum duets with yourself. Have a student tape 
one-half of the duet, then perform the second part 
live with the taped part. This requires a rhythmi- 
cally perfect performance on the first part. When 
starting this activity, it is frequently useful for 
the teacher to record both halves of the duet and 
allow the student to supply Che missing half. When 
doing this type of recording it is wise to tape a 
measure or two of stick beats in tempo before you 
start. This allows the player to know exactly when to 
begin the second part. 

If either the teacher or student owns one of the 
more recent recorders with add-a tracm or sound- on - 
sound features, both ends of the duet can be recorded 
by the same player. Playback will be the entire duet 
complete. With sound-on-sound type recorders, as 
many parts as desired may be added. Thus one player 
could perform an entire percussion ensemble. This 
type of activity is lots of fun and encourages a 
great deal of effort from students. 

The tape recorder is indispensable when contest 
or try-out time approaches. Constant recording of 
contest solos during preparation reveals to the stu- 
dent those parts still in need of work. 

All of the previously discussed techniques ghould 
be applied to assure the greatest perfection possible. 
Now rudlmen~s can be inspected and disected for 
evenness and consistency. 

Man~ colleges require or allow taped entrance 
auditions. A gradual acquaintance with recording 
techniques will better prepare students for this 
eventuality. 

Turning to mallet instruction, we find taping 
equally valuable. Self-evaluation is made easier 
with the recorder. Duets, which are recorded much the 
same way as with snare drum, are another excellent 
use. Flute, violin and marimba duets are available 
from a wide repertoire. Such works as the Bach Two 
Pert Inventions ..... and the Mazas Duets come a l ~  
worked out with both parts. 

Perhaps the best use is to have piano accompani- 
ments taped for the student to use in his home prac- 
tice. With the advent of Accompaniments Unlimited, 
Inc., a company that produces pre-recorded tape 
a-~ompaniments for some 3500 or more titles for all 
instruments and voice, many can be adapted to mallet 
use. Violin transcriptions, of which there are many, 
uffer the widest selection of useful accompaniments. 
At present the titles for mallet instruments are 
limited. There are also a few accompaniments for 
tympani solo works. We should expect more titles in 
these areas as their need is made known. A catalogue 
of these accompaniments can be obtained from: 

Accompaniments Unlimited, Inc. 
Grosse Pointe Woods, Michigan 48236 
Cost 35~ 

A cord of caution about selecting a tape re- 
corder for playing pre-recorded accompanlment tapes. 
The machine must have an accurate tape speed on play= 
back mode to insure accurate pitch. This is critical 
when using with a fixed pitch instrument such as 
marimba, xylophone, bell, chimes, etc. It would be 
wise to try a recorder with pre-recorded accompani- 
ment tapes with a fixed pitch instrument before buy- 

Once embarked on a course of using a tape 
recorder in your teaching, many other uses will 
emerge.. We would welcome hearing from those of you 
who have already found other successful uses of the 
tape recorder in percussion playi~ or teaching. 

Hopefully, we now await the further development 
of an econo~Lical portable video tape recorder to 
further aid in the visual improvement of percussion 
technique. 

THE AUTHOR 

Wil l i am J.  Sch ins~Ine  i s  d i r e c t o r  o f  bands at  
Pot t s town High School ,  P o t t s t o w n ,  Pa. He i s  the  
author  o f  numerous t e x t s ,  s o l o s ,  a~d ensembles  for  
p e r c u s s i o n  ins truments  which are  p u b l i s h e d  by Southsrn 
Music, Inc .  A gr%duate o f  the  Eastman School o f  Music,  
Wil l iam S c h i n s t i n e  has  p l a y e d  p e r c u s s i o n  in  s e v e r a l  major 
symphony o r c h e s t r a s .  In  a d d i t i o n  to  p r e s e n t l y  d i r e c t i n g  
an oulstarLding h igh  s c h o o l  band, he a l s o  c a r r i e s  on an 
e x t e n s i v e  schedu le  o f  p r i v a t e  p e r c u s s i o n  t e a c h i n g .  
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ORGANIZE FOR ~ICIENCY 
Charles L. Spohn 
School of MUsic 

The Ohio State University 

While working with and observing many different 
instrumental organizations, I have found that many times 
the members of the percussion section--even though they 
might be well trained--are not performing up to the 
high standards Of which they are capable. The fault 
frequently lies with the director. When working with 
~ung and relatively inexperienced percussionists, it 
is easy to fall into the habit of emphasiz~ only the 
seemingly important items, such as technique and 
musicianship. However, the percussion ~tudent must be 
taken several steps farther in order to make him a 
useful and producing member of an instrumental group. 

The average music student learns to play one in- 
strument so that he may participate in an instrumental 
organization. It is reasonable then for the beginning 
percussionist to expect to study only the snare drum, 
or, perhaps, only bass drum and cymbals. Therefore, 
the first big step toward improving the percussion sec- 
tion is to develop the attitude that percussionists 
should be all-around performers capable of playing a 
variety of instruments. 

Benefits of All-Round Performance 

The percussion sections that can be started or 
directed toward this attitude benefit in several 
ways. First, through the variety of the many percus- 
sion instruments, there will be a better musical experi- 
ence for the individual student. Second, there is 
enough transfer of training from one instrument to 
another to effect improvements in individual techniques. 
Third, there will be more opportunities for more people 
to play. And fourth, the percussion section will act 
and function as a single unit and will increase its 
efficiency thereby. 

Organizing 

Of course, Just a change in attitude is not enough. 
The second big step is the direct organization of the 
percussion section. 

Due to the many different types of instrumental 
groups, with each one having its particular staging 
problems, there is no one standard arrangement for the 
placing of the many percussion instruments. However, 
the placement of the instruments within a section should 
be affected in such a manner that all are easily 
accessible. 

The arrangement should include a table of proper 
standing height for bells and another table to be used 
for the smaller instruments and sticks.. I feel, also, 
that it is very important that the timpani be included 
with the rest of the section instead of being placed on 
the opposite side of the stage. In this way the tim- 
panist can often help with the other percussion parts. 

Assi~nin~ Parts 

The third essential step in getting the percussion 
section to produce to capacity is the assignment of 
parts. At the Junior high and senior high levels, the 
director should assign the players to definite parts. 
After studying the score he can determln'--~ very quickly 
which students should play which parts. In this way 
he can also control the varying of assignments from 
one composition to another. 

The assignments should be written inside the music 
folder or on separate sheets that can be given to each 
drummer. Careful part assignments can avoid instrument 
changes that are awkward. Whereas other instrumentalists 
usually perform on a single instrument, a percussionist 
may have to play three or four different instrtunents 
during one selection. 

In addition to all this preparation the percussion 
section should be given a schedule of the music to be 
rehearsed each day. This will enable the players to 
have the needed instruments available. Consequently, 
there need be no confusion or loss of time during the 
rehearsal. 4 

Percussion sections are often the target of much 
criticism, and rightly so. However, careful training 
and planning in developing and organizing the section 
can work wonders. 

THE AUTHOR 

Dr. Charles ~o tm was ac t i ve  f o r  a n~vber o f  years 
in  percussion as  a teacher ,  performer, and c l i n i c i a n .  
Me is presen t ly  d i r ec to r  of ~he Ohio State Univers i ty  
Marching Band, and a l e a d i n g  f i g u r e  in  programmed music 
theory i n s t r u c t i o n  techniques.  

CHECKLIST FOR THE PERCUSSION SECTION 
By'John K."' 'Galm 

Baltimore Symphony Orchestra 

BASS DRUM 
Heads in good condition and equal tension at all 
points. 
Tension rods work easily. (Use Vasaline or light 
lubricant). 
Shell free from rattles. All screws tightened. 
Stand free from rattles. Padded at contact points 
with the drum. 
Beaters: one general stick in good condition, one 
harder for staccato playing. Also a pair of large 
timpani sticks for rolls. 

cymbals 
Surface clean free from green mold or dirt. (Clean 
with c~mbal cleaner or light cleanser like Old 
Dutch.) 
Edges free from nicks. (These should be worked out 
with light steel wool or if bad, use a small file.) 
Straps in good condition and knot tied properly 
for safety. 
Suspended cymbal stand free from rattles with pad- 
ding for the contact point with the cymbal. 
Mallets: Soft rubber, felt or yarn covered mallets 
for suspended cymbal rolls. (Timpani sticks are 
generally too heavy for most cymbals. ) 

Triangle 
Free from rust and clean. 

- Proper holder. (Use a clamp holder with a small 
~strong string such as thin gut or fish line. Dontt 

use metal or cloth or leather as these will dampen 
the sound.) A clothespin works. 
Beaters: At least three pair of beaters from heavy 
to very thin. The size depends on the triangle but 
1/2 inch brass or steel dowel rod is a good general 
size. Don't use ends or brushes, pieces of coat 
hanger, etc. Instead use triangle beaters or dowel 
rods at least 6 inches long. 

Tamborine 
Heads in good condition and tension tight. (If 

--loose place over a light bulb but take care not to 
burn the head. ) 
Shell in good condition and no bent Jingles. 
Heads can be replaced with timpani heads, soaked in 

"water and fastened snugly when wet by thumb tacks 
or heavy staples. 

snare Inuxm 
Heads in good condition. (A batter head is usually 
played out within one year if not before. If there 
is no ring after the stroke then the head is dead.) 
Heads are the same tension at .all points of the drum 
with the batter head tighter than the snare head. 
(Even plastic heads need attention as they d o change 
t e n s i o n . )  
T e n s i o n  r o d s  t u r n  e a s i l y .  (Use v a s e l i n e  o r  l ~ h t  
lubricant.) 
Shell free from rattles. All screws and nuts 
tightened. 
Snares are all evenly tensioned. Stretched wire 
snares must be replaced. Snares are not stopping 
vibration of bottom head by being too tight. 
Snare strainer works easily. (Again use a light 
lubricant.) 
Snare drum stand is free from rattles and fully 
adjustable. 

One way to develop respect of the equiDment is to have 
all drtmm~ers contribute to an equipment fund since they 
have very little cash outlay compared to other instru- 
mentalists. A small fee for a good sectlen! 



INES.~NTY.A~. TO THE M~i~N nRUMMER. :.... ") 

Rupert Kettle 

There wou3d seem to be a rather avid tendency 
these days in some quarters to decry the so-called 
"rudiments" of drumming. Their disdain may be somewhat 
understood by the facts that most of these drummers 
live in smaller, out-of-the way towns, and, if they:re 
studied at all, have never been able to study with a 
teacher so thorough as to be able to develop in his 
students a high degree of speed and accuracy in techni- 
cal execution, let alone to be able to instill a knowl- 
edge of how even the most basic "rudimental" figures 
may be applied to contexts other than those traditional 
(id est, military). 

In matters of fact, the twenty-six or so technical 
figures which comprise the usual llst of rudiments Just 
may be highly useful, to students and professionals 
alike. For one thing, we find in these rudiments every 
basi~ physical-coordinatlonal relationship that will 
ever be used in performing on any of the percussion 

The b a a l s  o f  t h e  p a r a d i d d l e  f ~ m i l y  i s  t h e  s l n g l e ~ p a r a d ~ I d l e .  O~ten 
we t h i n k  o f  t h i s  f i g u r e  o n l y  i n  i t s  m i l l t a r y  form (/~L~TR, L ~ I .  ) w l t h  
f o r c e f u l  a c c e n t s  t h a t  a c t u a l l y  p r o l o n g e d  t he  f i r s t  n o t e  o f  aaeh  group.  
However, t he  s t u d e n t  who i s  t a u E h t  t o  deve lop  t he  a b i l i t y  to  p l a y  the  
figure with no accents, other than the natural accents which result 
from th~ changes of "leading" hand, will eventually attain a much blab. 
er degree of speed and efficiency than the student taught i n  the former 
manner. Having mastered the rudiment in • non-accented form, accsnts 
may become a p p l i c a b l e  when d e s i r e d  and,  more i m p o r t a n t l y ,  w h i r •  da-  
sired 2 so 

LRcL L /~ ¢ L 
A figure most u s e f u l  i n  j a z z  drumming may f l n s l l y  be formed t h r o u g h  a 
p l acemen t  o f  a c c e n t s  o t h e r  th~n  t h a t  which  i s  m i l i t a r i l y  cus tomary :  

K& ~ ~ ~ Further, the mastery of such f i g u r e s  
b e g i n s  t o  deve lop  i n  t he  s t u d e n t  an awarenes s  o f  t he  i m p o r t a n c e  of  
s ~ l e k l n g  p a t t e r n s ,  e s p e c i a l l y  i f  he i s  made to  compare th~ "sound" 
o f  t he  above f i g u r e  w i t h  t h a t  o f  t h e  same rhythm p l a y e d : ; L 4 ~ K ~  

The above p a r a d i d d l e  form, p l a y e d  r a p i d l y ,  w i l l  p rove  a h i g h l y  im- 
p o r t a n t  a s s e t  t o  t he  d ru~mer ' a  s o l o i s t  l e x i c o n ,  a s  no t  o n l y  i s  it: 
effective on the snare d~um alone, but the fact that the accents 
both fall on the right hand causes many intereatlnE drum-set-pattern 

instruments, with the obvlm s exception of the "inde- The single paradlddle (non-accented) may also serve as a basla for 
Plntendence" techniques (which are.advanced;, or at least many ~rum-to-~rum, patterns, a few examples ofwhlch follow: 

ermedlate techniques anyway.) Ergo, ~nese ruu~men~a]. ., ~. . . . .  ~ ~-~ . -  " e .  ~ . ~ - - ~  
figures are the ideal vehicles by which to teach ele- ,~- -- ~ ~ ? . .m [ ~ F  - - - -~ ~ ~, F -'-- 
m e n t a r y  p e r c u s s i o n  t e c h n i q u e .  F u r t h e r ,  a l m o s ~  a l l  o z  ~ j  ! a • e • @  , , , , ~ ~ e  ~ t  ~ ~ ~ .  u ~  ~ 
these basic figures may eventually be quite effectively~ ~y~_~ I ~  ,Q.~.~ I 
incorporated into the drummer°s Jazz or dance-band , R L L R L R R L R L - R L R R R L R R L R L L R L ~ L R L L 
voo . . . . .  , 

IIR L ~rL R IIR L LR 

"Sounds of the Loop," measure 105, et seq.; in "Jazz 
Impressions of the U.S.A.," Dave Brubeck, Columbia 
#CL 98~, ) to such a seeming inanity as the "triple 
ratamacue"( 

ii RI] F ± ~ 

RLRLrr LrrLrrLRLR I i 

"Beau-Ty," measures 69-70; in "Together" with Elvin 
Jones, 
Atlantic #i~28) 

It is not this artieleOs intention to discuss 
every rudiment and its possible appllcatlon(s) to a 
Jazz situation fully; indeed, several books could be 
written on the subject. However, I would llke to add 
emphasis to my contention that the traditional rudl- 
• ants may still be of importance if removed from their 
military contexts by pointing out here the vast value 
of that particular family of rudiments which consists 
of combinations of single and double strokes, the so- 
called "paradiddle" family. 

LLRLRRLRLLRLRR 
The "double paradiddle" and "par•diddle-diddle" 
stickin~s, both heine six note figures, may be 
applied to triples rhythms to good advantage: 

" " " " m m m m  
RLR L R R L R L R L L  R LR LRRLRLR LL 

(Double paradiddle) 
3 3 3 3 

RLR RLL 

(~aradiddle-diddle) 

And once again, the accent-placements for some ser- 
viceable, if obvious, drum-set patterns to obtain: 

._m-~ 

o II i II m, I m(I~ toil ;- =, ....... 

RLR LRRLR LRLL R t . ~  b 

R LRR LLR LRRLL 

(Extensive use of the last example may be found in 
the play.~ of Art Blakey and Lionel Hampton, to name 
but two. ) 

The ability to execute the various paradiddle combina- 
tions easily and rapidly, and the tonal effects as well 
as the myriad drum-to-drum patterns which may thus 
obtain, is what would seem to separate the Richs and 
the Bellsons from those of lower percussionistic rank. 
In the work of a drummer like, for example, Max 
Roach, certainly a brilliant musician but not at all 
a thorough technician, one finds very little use of 
double strokes, and almost no use at all of cimbina- 
tions of single and double strokes (his only such 
figure that I can remember having heard is 

_7 1 e e m 4 1 • • 
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R R r .R ~. R R . L ~ '  

Further, these six note figures my be put into 
eighth-or slxteenth-note rhythms, in cc~binatlons with 
themselves, with each other, and with single paradid- 
dles, and the resultant possible rhythmic patterns 
become almost infinite, as do the drum-set patterns. 
A few of these combinations (the most basic ones), 
are given below, this particula~ type of paradiddle- 
derived rhythmic/tonal activity having been introduced, 
to the best of my knowledge, by Gene Krupa and further 
elaborated upon by Buddy Rich, Louis Bellson, Joe 
Morello and others; 

R R L R L R L L R LR R ~" ~" "r~1~a~,~..... " measure 17, et seq.; in "Brown & R L R L R R L R L R L L R L R R see 
one o oo e,. " 

the other hand, a careful look at the work of some o f | ~  /--~ _ _ __ 
the better technicians reveals an abundance of ~ =- 
parad~ddles and paradiddle-derived figures. 5 R L R. R L L R LR R L L R L R R R L R L R R L R L L R R L R L 



R LR LR R LR Lll L LR LR L R R LR LR L L 

RLRR LR LL • R ~RR LLR LRR LLR LRR 

L L R L R R L L R L R R  LR LL R LRR'LLR L 

RLRRLRLL RRLR LRLLRLRR L~ LL 

(Again, sticking ma.y be the reverse;) and, of course, 
many, many more. (For some completely different but 
highly effective applications of the paradiddle- 
diddle, the student is referred to the excellent 
DeveloDin~ Drum Breaks and Fill-ins by Henry Adler 
and Sonny Igoe, published by Henry Adler Incorporated, 
New York.) 

Finally, what may be considered a paradiddle 
variant has been used in the following ingenious man- 
ner by Joe Cusatis: 

5 3 

., ?,* . . . . .  

' ' ' ~-~,~ ~ W~,~'~ , 4,. 

L~ LR LLR LR LRL R LLR LR LR LR LL R LRL 
and, inverted: ~ 

~ R L R L R L R R  LR L R LR LRRLR LR LR LRR L 

¥or good examples of this t~.e of paradiddle usage, 
see Buddy Rich, Yesterdays, measures 57-59; in 
"Rich vs. Roach," Mercury #MG 20~8: 

L R L R L ~ ~' ~ 

(sticking may be the reverse;) Sid 

Catlett, two measure break on "Linger Awhile"; with 
Ben Webster, Mainstream #56009: 

L L R LR R L LR L R ~:, ~, ~" 

Joe Morello, "Sounds of the Loop," measure 206-208; 
menCioned above: 

R LR.R L R L L R LR L R R L R L R L ~. R L R R L L R L 

RRLL ~" 
RLRRLRLLRLRRLRLL R 

The execution of these ~wo pattern~ at any but the 
slowest tempo would be all but impossible without the 
Judiciously placed double strokes. (Experimentation 
with these two basic figures in eighth- and sixteenth- 
note rhythms will yield.interesting results.) 

It is to be understood that here I have hardly 
scratched the surface of what may be done, whether on 
one or several drums, if one is in possession of a 
total control of the single-double stroke techniques. 
It has not been my intention to thoroughly explore 
all possible "paradiddle" usages, but only to give a 
slight suggestion of the limitless rhythmic and tonal 
.~ouSSibilities inherent in but one small family of the 

tmoded" rudiments. It is Doped that any students 
who may be exposed to this article, and who may be 
inclined to Join the rudiment-disparegers, may now 
give pause for thought and realize that percussion 
instrument playing is at least as involved as the 
playing of other instruments, and will, therefore, 
either become percussionists or Just honestly give 
away their sticks. 

The virtuoso dru~ner, Joe Cusatis, has written in 
his introduction to what I consider the finest book on 
drum-set technique ever published (Cusatis, "~y~hmic 
Patterns for the Modern Erm~mer, published by~ edl~ 
Ync., New Yolk}, "With the complexity of today's modern 
Jazz patterns and rhythmic figures, the progressive 
dr~mer would do well to remember that the Snare E~um 
is the focal point of his drum outfit, and that most of 
the patterns presented herein emanate .from the Snare 

basis of snare drum technique, although, hopefully, 
we no longer need worry about their military aspects. 
Lefts, then, drop the silly "yea" or "nay" discussions 
of the figures and simply work toward becoming compe- 
tent percussionists, and, perhaps eventually, good 
musicians ! 

THE Ab~ HOR 

Rupert K e t t l e  i s  c u r r e n t l y  f r e e - l a n c e  drumming 
and t e a c h l n 8  i n  New York City .  He has mtudled 
d r u ~ I n 8 ,  keyboard p e r c u s I i o n ,  and harmony wl th  
a numbe.r o£ Xeadin8 t e a c h e r s  tncXudin8 Henry Adler  
and Oou 8 A l l e n .  Hie contr lbut lanm to  p e r l o d l c a l s  
Inc ludes  Down Beat. Sounds & Fur),, and the  Ludwi~ 
D ~ e r .  
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Snare Drumming S~les 
By Jay Collins 

Instructor of Percussion Instruments 
Wisconsin State University, Whitewater 

~ u c h  of the misunderstanding sur- 
rounding styles employed in snare drum- 
~ning stems from a tendency to over- 
generalize certain playing techniques and 
concepts. An even more universal ten- 
dency prevails among snare drummers 
and instrumental instructors to attempt 
to completely categorize snare drumming 
and associate one style of playing ex- 
clusively with one performance medium. 

As in the case of most deviations from 
traditional practice that which is the 
common practice among the professional 
practitioners of a ~rofession or skill be- 
comes the "correct' or accepted manner 
to be passed on to those in the process 
of learning or attempting to perfect that 
particular skill. Common usage of words 
in a language dictate their meaning and 
cause any alterations which may come 
about in revising a dictionary. In just the 
same manner, generally aece~ted and 
employed practices in snare drumming 
styles should be followed and taught re- 
gardles,s of one s prior training which is 
often over-balanced on the traditional 
and militaristic rudimental style. This 
statement is by no means meant to cast 
aspersions toward a particular style of 
sn~e drumming, but is merely meant to 
indicate that more attention should be 
given to the fact that other methods of 
playing exist and are demanded even 
more today than ever before. 

Style Categories 
In identifying the s n a r e drumming 

style categories it must first be immedi- 
ately pointed out that the employment of 
one particular style category to be used 
most generally in a particular type of 
performance medium does not necessar- 
ily prohibit the performer from employ- 
ing other styles of snare drumming. In 
fact, the medium itself has less to do 
with selection of styles to employ than 
does the type of music being rendered 
and the effect or sound desired from the 
sna re  d r u m .  

Previously, and in sofiae circles'of snare 
drum traditionalists, it has been common 
practice to distinguish b e t w e e n two 
methods of snare drumming which are 
referred to as styles-Open Style and 
Closed Style. Sometimes this is supposed 
to mean the difference between drum 
corps and orchestral snaro drumming. 
This style grouping is not completely ac- 
curate since many meanin@, misunder- 
standings, and erroneous inferences may 
result f/om its use. Similarly, the use of 
the snare drum style terms-Rudlmentat 
Style and Concert Style as a basic snare 
drumming style categorization can be. 
equally confusing and misleading. Spe-. 
ciflcally, the term rudimental means the 
first step or beginning in any s ~  
nique, or method, in  snare dmmndng 
usage it is supposed to mean a style 
which is based-fundamentally on com- 
monly e m p l o y e d rudiments of snare 
drumming. This can also be misleading 
since one might gather from this style 
grouping that snare dram rudiments are 
not used when employing the con'eert 
style. 

It is therefore clear that a neei:l exists 
to categorize snare drumming styles in 
terms of actual styles which are m o s t  
commonly employed in all p h a s e s of 
drumming. It should be recognized that 
although one particular style may be 
employed more often than others in a 

articular performance medium, the se- 
ction of styles to employ is dependent 

upon the type of music being performed, 
anct upon the particular sound or effect 
to fie produced by the snare drum. 

Based on current practices in snare 
drumming it is this writer's opinion that 
the two general, most inclusive styt.e 
categories should be termed Parade Style 
and Concert Style. In the case of any 
skill or profession it is. important that its 
nomenclature be thoroughly understood 

Parade Style 
Parade Style snare drumming means 

the snare drummer is using the system 
of alternating s t rokes  from hand to hand 
or alternating patterns or rudiments. In 
this style it is not essential that a particu- 
lar phrase or measure be started with 
the right hand. Instead the usual sticking 
patterns of traditional snare drum rudi- 
ments are followed almost without ex- 
ception. The style is typified by the man- 
ner in which every stroke and rebound 
is clearly distinguishable and precisely 
and evenly spaced. The style of roll used 
is called the Single Rebound style which 
means that no more than one rebound 
from each stroke is permitted when 
playing a roll. In other words, as each 
hand moves toward the drum and re- 
turns two sounds are produced and only 
two. Many in the past have called this 
a double-stroke which is actually a mis- 
nomer since a stroke is considered to be 
one hand motion producing one sound. 
It should therefore follow that a double- 
stroke means two hand motions produc- 
ing two" sounds. Similarly a triple-stroke, 
etc.  

To further clarify this snare drumming 
styje category it might be helpful to 
mention some of the terms previously or 
currently used to describe it. Such terms 
are rudimental style, military style, open 
style, alternating style, band style, con- 
test style, drum corps style, N.A.R.D. 
style, etc. It should alsobo understood 

• that the matter of whether or not every 
single stroke and/or pattern is strictly 
alternated is depen~dent upon the require- 
ments of the performance medium, the 
snare drummer's preference or ability, 
or upon other requirements or regula- 
tions. 

Concert Style 
In Concert Style snare drumming the 

snare drummer ,~,'U alternates strokes and 
rhythm patterns, but with definite ex- 
ceptions. These exceptions are based 
almost entirely upon consideratio~ of 
the sound or effect to be produced and 
upon unfforr~ity of the sound each time 
a phrase, measure or pattern is repeated. 
Any rudiment or pattern which creates 
accents not specified or implied in the 
music being rendered is omitted and sub- 
stitute sticking combinations are used in 
its place. For example, in concert style, 
parad!ddles are not normally used ff a 
strict machine-gun effect is desired. In- 
stead, rapidly ~ternati ~- sins[le strokes 
are employed. A series of triplets where 
the-first of  each group is to ~e accented 
would be more uniformly played as a 
succession of one right and two lefts, 
rather ~han strictly alternating the strokes 
since there would be a tendency in the 
latter method of producing a different 
sound on the first stroke of every other 
triplet. Another example of the manner 
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m whlch desired sound ,causes the snare 
drummer to depart from the strict alter- 
nation of strokes is in playing an eighth 
note followed by two sixteenths where 
the pattern'is repeated. In this ease and 
for the same reason given above in re- 
gard to tIie triplets, the sticking would 
be ehangect to"~ight-right-left or right- 
left-left, however, the former sticking 
is usually preferred. This s y s t e m , o f  stick- 
ing is usually referred to as the Straight 
System' ~ixace Edward B. Straight em- 
p!oyed this method in the 1920s both in 
his  well known drum method books and 
in his own teaching practices. Basically, 
all phrases and patterns are started with 
the right hand. With certain modifica- 
tions according to individual tastes and 
demands, this system is used currently by 
percussionists in symphony orchestras, 
recording studios and discriminating con- 
e e r t  o rgan i za t i on  _ " -" 

 sed is called the 
| M ~ o u n d  style, which m e a 9. s 
| t h a t c h  n one rebound is usually 
[ p m d ~ c h  strpke when playing 
| a ~ o l l  is used l~ecaus~ 

t h ~ r ~ n i f o r m i t y  9f sound in 
producing the roll regardless of the 
tempo and because it blends with sounds 
from other instruments in the orchestra 
or band. It is always played very closed 
without concern for the number of re- 
bounds being produced from each hand 
motion with the drumstick. Other terms 
have been used to describe this snare 
drum roll. Some of them are dosed roll, 
crush roll, multiple bounce roll, press 
rbll, etc. The press roll is probably ~he 
next best term to use in identifying the 
multiple rebound roll since it is produced 
by a rapid and smooth alternation of 
each stick p r e s s i n g  (but not too firmly) 
.into the drum head. The term multiple 
bounce ~actually means the same thing 
but is avoided whenever possible by this 
writer because of its usual use in some 
beginning drum books in which this type 
of roll is all the student ever learns. It 
is very important to realize that the roll 
referred to as the multiple rebound 
style roll is actually that portion of the 
traditional long roll ~layed open-close- 
open when it is closed to the point at 
which more than one rebound is being 
~ roduced from each stick. In strict snare 

rumming contests and in drum and 
bugle corps competitions the snare drum- 
mer is never allowed to arrive at the 
point where more than one rebound per 
stick is bein~,,produced. It is this "com- 
pletely dosed roll that is used in concert 
s tyle  ~rmre d p l m m l n ~  

"-"-/~nother important consideration of 
concert style snare drumming is that 
since the sound is more' important than 
the alternation of sticks in a strict, pre- 
scribed manner, the sticks are not raised 
in any "flashy" manner, but instead are 
kept close to the drum head and are 
raised only when the desired sound, such 
as various degrees of accent intensity, 
demands it. 

Style Employment 
Drum and bugle corps snare drum- 

ming demands the strict employment of 
the parade style. Parade style is used in 
most band marching situations as well 
as when the band or orchestra is per- 
forming a march intended for parade 
use. In band work, however, the parade 
style is  not as strictly employed as in 
the ease of drum and bugle corps drum- 
ruing. For example, the band director 
may prefer to have the drummers use 
~he multiple rebound roll at all times, 
etc. These exceptions depend upon the 

( c o n l : i n u e d  n e x t :  p a g e )  
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Windermere Pupils Learn How Music 
Is Made by Creating 'Instruments' 

Boys and  gir ls  of Windermere  I Drums  were a favorite" ins t ru -  
school recent ly  entered  into the[  men t  and the  ma te r i a l s  and sizes 
"Science of Sound" exper iments  I were varied.  There  was  a nai l  keg  
with in te res t  and enthus iasm.  I covered by a chamois cloth and  

They discovered t h a t  sot~nd is] tom-toms made of rubber  inner  
r ihra t ions  and t h a t  v i b r a t i o n s  tube or  suede cloth. T h e r e  were 
~ravel a t  va ry ing  frequencies.  By  bongo drums of all sizes. The ma-  
~hanging the  frequencies  of v ibra-  iority were  made of coffee cans 
bions they  could control  the  pi tch 
of  sound. They found  t h a t  length ,  
thickness ,  tension,  size and  m a t e r -  
ia ls  were ways  t h a t  they  could use 
to  control  sound. 

A n  unde r s t and ing  of these  th ings  
led to an  unde r s t and ing  of how to 
m a k e  music by  u s ing  musical  in- 
u t ruments  and  the  voice. Next  
~ m e  the  idea of us ing  t he  pr in -  ~ 
eiplea of sound and  c rea t ing  the i r  
own musical  i n s t rumen t s  f rom odds 

. and  ends found a round  the  home. 

The fol lowing week the  ins t ru -  
m e n t s  were  br~iught to school. The 
va r i e t y  of designs and  the  use  of 
ma te r i a l s  were .  enhanced by  the  
individual  explanat ion  of the  crea- 
tors ,  I t  was  evident  t h a t  the  

bu t  the  sounds var ied according to 
Lhe mate r ia l  used to cover them 

[or hold them together ,  or to separ-  
"ate them,  or  mate r ia l s  used insii~e 
them- to  o b t a i n  the  desired tones.  

Other  drums were made of cans 
or boxes wi th  drumheads  of oil- 
cloth, a balIoon, "onion skin paper ,  
cardboard or  wrapp ing  paper .  
Drums  were played by  use  of 
hands  and  f ingers ,  or s t r ikers ,  
made of wood, fel t ,  rubber  balls, 
cotton, plastic,  a p a s t r y  b rush  and 
a vegetable  brush.  

A pat io  .table served as  a drum 
when  s t ruck  wi th  a rubber  serape: 
but when held up off  the  legs and 
struck,  became a f ine  gong.  

Othe r  in te res t ing  percussion in- 
agonies  and  ecstasies of creat iv i ty  s t r u m e n t s  inch~ded s t r ips  of copper 
a r e  not*myths ,  of' var ious  l eng ths  t h a t  twanged,  

n t  a a food g r a t e r  scraped wi th  a spoon • Each  fami ly  of lns t rume s w s 
-esented The two la rges t ] land  a f ancy  setup on ice t r a y  di- 

g roups  w "  ere s t r ings  and percussion,  r ide rs  . . . . . . . .  of food graters~ each wi th  II 
. . . . . .  ~ ~-__-.,_ - - - I . : - - -  --!la a l I iereng sotma Tnere  was  one v n m  m e  vanu  ~amu~- um~tu$ = ~ 

mhowln ' i n s t r u m e n t  t h a t  was  played by "hit- good g. 
- r ing  keys which raised nai ls  to 

They learned t h a t  p'er~ussion -in- I 
s t r umen t s  are  played by str iking,[  
shak ing  or scraping.  Rat t les  were I 
made f rom gourds, pape r  cups, I 

• pipe, cans, balloons, baby bot t les  
and  pape r  plates.  They used beans,  j 
nai ls ,  marbles ,  salt ,  macaroni~ rice, 
barley,  popcorn, shells and rocks 
as  mate r ia l s .  

C-~ymhals were made of pan  lids, 
a luminum plates,  shells and one I 
min ia tu re  set  was  made by  us ing  l 
two bolts,  two washers  and two 
nuts .  There  were all sizes and 
shapes of  things to hit, various 
sizes of spools, cans, blocks of 

.wood, paper  cups, can lids, nails,~ 
land f lower  pots.  

Baml~oo xylophones, a lead pipe I 
xylophone, a nai l  xylophone played[ 

'wi th  a b a t t e r y  powered swizzle I 
s t ick and  suspended meta l  rods for  I 
ch~es. I 

s t r ike  tuned bottles.  

One resu l t  f rom all  this,  the  s tu-  
dents  see the  in s t rumen t s  of the  
ordaes t ra  in use  in the  world of 
music. They  are  more  observant  of 
the  construct ion and  design of the  
ins t rument s  and they  have a bet-  
t e r  unde r s t and ing  of h~w they  
work. 

Editor's Note- This "Science 
of Sound" experiment at Winder. 
mere School was done prior to 
and in conjunction with a per- 
formance an their school by the 
Columbus Symphony Percusslon 
Ensemble, one of nearly 50 
school concerts presented 
this school year by this 
g r o u p .  
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musical demands of each situation en- 
countered. Chiefly, however, the concert 
style of snare drumming should be used 
when performing music commonly re- 
ferred to as concert type music. 

In playing marches in the parade style 
the snare drummer will probably end 
every roll with a single tap, For example 
a series of separated quarter note roils 
would be played in strict parade style 
(especially drum corps drummers) as if 
they were written as two tied eighth 
notes. In concert style, however, the 
snare drummer should never play the 
rolls in this manner. Instead a rule is fol- 
lowed to play roils of any type strictly 
according to the duration required by the 
notational value. In this way the snare 
drum roll is permitted to b lend  with 
notes of like durational value played by 
other instruments. The concert style is 
used in orchestral snare drumming ex- 
cept where it is necessary to produce 
alien sounds such as imitating parade 
snare drumming when the snare drum 
part calls for "military drum". Although 
many snare drum rudiments may be used 
when using the concert style, they are 
not rendered in the strice alternating 
fashion common to parade style except 
when that particular effect is required by 
the music being performed such as in 
the ease of a Sousa March being played 
by a symphony orchestra. 

Other Drumming Styles 
Although the two basic snare drum 

styles are the parade and concert styles, 
there .are other practices in drumming 
which have caused drummers and com- 
posers to identify them to achieve spe- 
cific sounds and effects. These are pri- 
marily based on a manipulation of the 
notated rhythmic patterns and may be 
played by combining rules and tech- 
niques of both basic snare drum styles. 
Some of these might be jazz style or 
dixieland style in which there is a delib- 
erate syncopation of the written rhythm 
patterns and an emphasis of certain char- 
acteristic aeceats while using the concert 
style primarily. Drum set style might be 
another indicati6n by the c o m p o s e r 
which means that several drummers in 
the section are to imitate the sound of 
one drummer at a drum set. Often this 
may require one or more drummers to 
use wire brushes on the snare drum. In 
this case the drummer is expected to 
know. that the left brush is maki~ag a 
sweep across the drum head while the 
right hand alone plays the n o t a t e ct 
rhythm pa t te~ .  Understanding styles of 
drumming is most important. I t  is un- 
fortunate to hear a drummer play eighth 
notes in strict fashion ff the composer 
has indicated that a syncopated style is 
to be used. It  is just as unfortunate as 
well as annoying, to hear a drummer give 
a £re~ _sTncopated interpretation to eighth 
notes ff a strict and l i teral  rendition is 
intended. 

The best method of gaining control 
and technique of the two basic as well as 
other drumming styles is to have experi- 
ence in playing them in the organiza- 
tions which employ them most §re- 
quently..%, well-rounded experience is 
essential in order to meet the demands 
of today's musical requirements unless 
the individual drummer never expects 
to perform in any but  the one or two 
types of organization.s in "which lae may 
have had some exl~erlence. A good pe_r- 
cussionist is as capable of playing a de- 
manding xylophone part in a symphony 
orchestra as he is a marching drum beat, 
smooth concert snare drum roll, or the 
drum set rhythm for traditional or popu- 
1.ar music dance rlaythms. It  is for i~i~ 
reason that many states are revising their 
percussion contest requirements to en- 
courage good techniques in every fle!d of 
percussion performance and to keep 
abreast of current de~nands and tech- 
niques of contemporary percussion per- 
formance. 



The roll is the device used by the timpanist to ExpressionMarks 
sustain tones for various lengths of time. Since a 
single stroke upon any membrane can last only a short As soon as a good general roll is developed, the 
time, it is obvious that, in order to sustain a tone, student must try to develop various special rolls for 
many strokes must be applied. The degree of skill of use when dynamic effects are required. The most impor- 
application of these strokes determines a good deal of rant of these special rolls is the crescendo roll. 
a playerts ability. After a student has master the ability to control the 

speed of his roll for various notes, it becomes a 
To better understand the best approach to a good simple matter to increase the speed and the distance 

general roll, it will be necessary to realize one major of motion for a crescendo and decrease the same for a 
point. There is a certain speed for every note and decrascebdo. Under various systems of teachnique 
every effect and, when the player is not rolling at 
that speed, adverse conditions are created. Two 
questions immediately must be answered: (I) How does 
one develop a roll that can be useful at any speed, 
(2) How do you determine the proper speed? 

Roll Development 

The first is fairly easy to answer. Since a 
roll is a series of strokes, the stroke approach 
should be used. The aid of a metronome in the devel- 
opment of the roll is invaluable. Set the metronome 
at 60 and practice single strokes in quarter notes 
with the right hand alone (ex. la). Then do single 
strokes with the left hand alone (ex. Ib), in the same 
manner. If possible, this entire exercise should be 
performed before a mirror so that all phases of 
stick height, hand position, touch, and motion can be 
examined. The next step, still at 60, is to play 
alternate eight notes, starting with the left hand 
(ex. ic). The student should practice this exercise 
at length over a period of several days until both the 
student and the instructor are satisfied. The next 
step is to increase the speed of the metronome from 
60 to 72 and repeat the whole process. Do not rad- 
ually increase the speed of the strokms from 60Eta 72; 
move directly to the new tempo. This exercise is not 

there may also be a change of hand position for one 
or the other. 

The difference between sfortzando (sfz) and 
fortepiano (fp) also can be clearly described. 
Fortepiano implies Just what it says--~ne forte note 
followed by a piano roll. On all notes up to and 
including E-flat, the loud note is struck and allowed 
to diminis somewhat before the roll is begun (ex. 2a) 
On E-natural and higher the roll i s begun Irmnediately 
without any pause between the initial forte stroke 
and the piano strokes which follow (ex. 2b). The 
reason for the two approaches to the problem is that 
the sustaining power of higher notes (more tension) 
is shorter. The sfortzando is a heavy attack upon 
the beginning of the roll and requires more than one 
loud stroke to accomplish the effect. ~uere is 
little difference in the method of execution for low 
notes and high notes if the student keeps in mind the 
general rules regarding roll speed (ex.3). 

Roll Notation 

Notation and phrasing of rolls also cause some 
concern because of the ambiguous ways in which editors 
and composers indicate the desired effect. In ex. 4a 
the rolls are not tied together, but because of the 
carelessness mentioned above, the p~ayer cannot be effective at this point if the strokes are played 

"open-closed-open." Following successful completion certain whether or not to break between each note. 
of the exercise at 72, the metronome should be increasedSUccessful conquering of the problem lies in the 
to 84, 96, 108, 120, 132, 144, and 156, and the player's ability to listen to what other sections of 
threefold process of rlght strokes, loft strokes, and 
alternate strokes in double time should be thoroughly 
practiced in each. Under no clrcumstances should the 
student be encouraged or allowed to move to a faster 
speed when work remains to be done on a slow one. 
The student should realize that, in order to master a 
skill, it is necessary to proceed slowly. One of the 
important benefits from developing a roll in this 
manner is that the student will also improve his abil- 
ity to play single strokes with accuracy and tone. 

Speed of the Roll 

Detex~nining how fast to roll requires knowla~e 
of several basic principles. The roll gets faster 
because of: (I) head tension--the tighter the head, 
the less time a single tone will last; (2) dynamics-- 
the louder a roll, the farther away from the head each 
stick must travel; (3) type of stock--a harder stick 
will produce a more biting sound and ~ii therefore 
be more diddicult to sustain smoothly. It is not 
entirely correct to state that the higher a note, the 
faster the roll. Consider the example of a B on a 
28" drum and a C on a 25" drum. Because of the dif- 
ference in head tension, the B must be lolled faster. 

the orchestra are doin 6. Usually, if the orchestra 
breaks between notes, the timpanist should do llke- 
wise. If such is not the case, a clear indication 
will usually be made. If a roll is tied to another 
note, the player should make a clean indication of 
both the beginning and the end of the roll. This need 
not be an accent, but should be definite. Sometimes 
it is also useful to be able to end a roll with very 
little definition. All these items are directly 
related to the musical ability of the player. 

One brilliant bit of ambiguity is the indica- 
tion of a roll. There are three generally used signs 
for a roll--one is absolutely wrong, one is question- 
able, and the other is correct. Ex. 5a is wrong be- 
cause two lines through the top of a note indicate a 
shortened w'ay of writing sixteenth notes (~ight in 
this case). In most cases, sixteenths would be too 
slow for a roll. Ex. 5b is questionable because three 
lines through a note indicate thlrty-second notes and 
although thlrty-second notes are usually fast enough 
for a roll, this is not always true. Unfortunately, 
this is the most commonly used indication in band 
literature. Four lines through a note is correctly 
interpreted as a roll. Ex. 5c shows the same sign 

(con~Inuld nex~ page) 



preceded by a written out pattern. In this case 
there can be no question. All are to be played strict- 
ly as thIvty-seconds. Ex. 5d is the CO~TeCt way to 
indicate a roll. This sign is not used for any other 
effect in ~Impani and is the clearest available indi- 
cation. In symphonic literature, ex. 5a should always 
be played as slx~eenths, ex. 5b should be carefully 
studied before deciding, and ex. 5d should be played 
as a roll. 

Next to the sin61e stroke~ the roll is the per- 
cussionist's most useful tool. With a timpanist *it 
is probably the most useful one. Great care should 
be taken to develop a good general roll and all the 
various necessary effects. 

,A 

ATTENTION PERCUSSIONISTS! 
INTRODUCING THE 

D A N M A R  
Castanet Instrument 

s17so 
~ _ _  Castanets mounted on heavy plastic felt padded base 

I- ~. L. ~. I. ~t. I- ~ I- R~. i- t~. --wil l  not creep--more resonance--ldeal for fast 
passages--adjustable spring tension for loud or soft 

~-,.X, ~ "~v',~,~,~,--~. playing with fingers or mallets--used and endorsed 
by leading professional drummers, band directors, 
instructors, schools and colleges everywherel 

i~-'qt# -~t 

J" F 
Send Check or Money Order to 

PROFESSIONAL DRUM SHOP, INC. 
854 Vine Street-  Hollywood, Calif. 90038 

(ADD 4t/o SALF.S TAX IF R[SIDENT OF CAI|FO|NIA} 

Ex, 5A 
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WHEN ORDERING PRODUCTS AND MUSIC-- MENTTON 
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from- HANDBOOK FOR THE SCHOOL DRU~ER, J e r r y  Kent 
: .  
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Thomas Akins is timpanist with the Indiana- 
polis Symphony Orchestra. He is a graduate of 
the College-Conservatory of Music of Cincinnati, 
where he studied with Edward B. Wuebold. He has 
also studied wlth Fred Begun of the National Sym- 
phony O r c h e s t r a .  In a d d i t i o n  to  h i s  a c t i v i t i e s  

i s t  i n  r e c i t a l s  and c o n c e r t s .  His  p u b l i s h e d  a r -  "--.~ 
titles have appeared In various magazines, In- 
eludln s the most recent issue of the Ludwig 
Drummer. 

We welcome Mr. Aklns as a regular contri- 
buting editor to P. N. His artlcles wlil appear 

welcome,  and w i l l  be d i s c u s s e d  in  coming i s s u e s ,  m 
Wr i t e  to :  Thomas Akins ,  3709 Nor th  P e n n s y l v s n n l e  
S t r e e t ,  I n d i a n a p o l l s ,  I n d i a n a  - 46205. 1 0  • 



P E R C U S S I O N  

~ l t  O U N D T H E W O  R L O 

Every Balinese V111age Has Its 
'Gamelan' or Orchestra 

The Balinese are a people possessed by a passionate 
love of music and dancing. Even the poetesS, smallest 
village owns, communally a gamelan. This is the tradi- 
tional orchestra of Bali. The majority of i~s instru- 
ments are metal ones--large hanging o~, smaller ones 
set horizon~ally in racks, ~in~r cymb~nd many dif- 
ferent variants of the dulcimerlike instrument. In 
addition ~o these, ~herc may be a rebab, the ~wo-s~ringed 
Arab fiddle, bamboo flutes and, al~---~, ~wo drums. 

Mos~ of these instrm~en~s are extremely expensive. 
Balinese smiths are able to forge the bronze keyes for 
~he dulcimers, but the secre~ of making the clearest- 
sounding and mos~ musical gongs is possessed only by the 
craftsmen of a small town in southern Java and a fine 
gong is therefore a treasured possession, worth a great 
deal of money. 

The music produced by the samelan is of the most 
ravishing kind, full of subtle percussive rhythms, 
plangen~ ripples and crashing chords. I had expected 
that I should find i~ too foreign, boo exotic, to give 
any real pleasure. Ye~ it was no~ so. The musicians 
played wi~h such verve, conviction and dedication, and 
their music was alternately so excibin~ and so tenderly 
contemplative, ~ha~ we were enraptured by it. 

TWenty or thirty people are necessary to play the 
full game~n, and they perform wi~h a precision and 
accuracy ~iming which would do credit to any Euro- 
pean orchestra. None of ~heir intricate compositions 
is ever written down; the musicians carry them only in 
their memories. Furthermore, every orchestra's rep- 
ertoire is so ex~censive ~ha~ i~ is able to play for 
many hours on end without repea~ing any one composition. 

This high professional skill is only gained by 
arduous practice. Each night as dusk fell the village 
masicians gathered in a pavilion to begin rehearsals. 
As ~he tinkles and sonorous crashes of the orchestra 
rang around ~he village, we, with Mas as our sponsor 
songh~ out ~he rehearsal pavilion be sit and listen. 
The leader of the gamelan is always the drummer and 
it is ~hrou~h ~he b~a~f his drum that he is able ~o 
control the orchestrats tempo, usually, however, he is 
an equally skillful performer on all the other instru- 
ments and he often stopped the music and walked over to 
one of the dulcimer players to demonstrate exactly how 
a theme should be played.--From "Zoo Quest for a I~agon," 
by David A~enborou~h, Intterwor~h Press, London, 1957. 

~he University of Rochester ~ SESSION s 1966 

~S~MAN SCHOOL OF MUSIC Dr. Allen I. McHose, Director 

Rochester ~, New York PERCUSSION INSTITUTE 

Music Education 257 

Two weeks, June 27 to July 8, 1966 
Credit: two hours 

The second annual Percussion Institute in the 1966 summer session provides 
an opportunity for concentr&ted and practical study in the problems in 
percussion performance and pedagogy. ~he course is open to percussionists 
and college and public school instructors who teach percussion. The full range 
of percussion instrmucnts will bc studied in relation to the metho~ of perforr~ance 
and their application in the ensemble. 

The direptor of tho Institute is John Beck, timpanist of the Rochester 
Philhaznonic Orchestra and the Eastman Chanter Orchestra. In addition, he Ks 
instructor of percussion and conductor of the Percussion ~senble at the Eastman 
School of Music. Prior to his present position, he was percussionist: tlmpanist, 
and marimba soloist with the United States Marine Band in Washington, D. C. He 
has had wide experience as a pit drummer for musicals and TV Jazz shows and as 
the dance drumncr for the Arrangers' Laboratory-Institute groups at the Eastmen 
,~ooz. 11 

r e t t  
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"DBUMS THROUGH TilE AGES." The Story of Our Oldest =~d 
Most Fueinating Musical Instruments. By Charles L. White, fer 
forty-three years tympanlst with the Los Angeles Philharmoaio 
Orchestra. Profusely illustrated by George DeBee=o.. 

A muJ~ for Music Educatozs, Parcusslomsts, Music Lovers, Muaic- 
iaus.qnvaluable for Music Appreciation. Widely used. 
O~er [rom: 

The Professional Drum Shop - 854 Vine St., llollywood 38, Calif. 
Pr~e ,~7.~0. C~ifomi= ~ c t ~ e r #  mt~t add ~% t.a=. 

,m, 

of. ~r ," ~ ? ? ,'t V.J~.V- JF~F~F ~,y..%c.v,~ ,V.~ .W.,94F¥,tlF.9~ .W-~,tt.4t. 

R E N E W  N O W  ! 

='I"~I~,Y BETTEF, CxfT ANOTHER DRUMMER 

I SoON OR X QUlT .t 



N E W  P U B L  
DRUM SOLu~ 

~UD~ENTA~ COW, ST S O ~ S  ~ b y  N±~k o e r o l i ,  Pub. Try  ~ b -  
llahlng CO., ~ 4  Vine S~eet, Hollywood, Calif. $2.50. 

This collection of solos uses the zo ruolmen~s ana 
are written for drum corps, marching bands, and Indlvid- 
ual performers. M~. Ceroll performed these solos while 
a member of the National Champion V.F.W. for Military 
Band, Post 1090 of Warren, Ohio. 

4ta~t4t4t~A~t ~ = ." ~ X~t 

MOORE|S SIX-SOLOS FOR SNARE DRUM by James L. Moore, Pub. 
BrooE PU~llShlr~ Co., ~GO~ ce~a~brook Rd., Cleveland 
Hrs., Ohio 4~118 $i.00 

A collection of six new, challenging snare drum 
solos that blend rudimental concepts and concert tech- 
nlques into modern solos with a great deal of interest. 
The titles of the solos give some indication of their 
content: Gear Shlft--an alternation of march and swine 
phrases, Swln~Ing Easy--syncopated rhythmic patterns, 
Ternario--S/~ meter solo, Sell Peanu~s--syncopa~e~ urags 
and rolls, Rondino--rondo form in 12/8 meter, and 
Permucussion--$empo changes and accents featured. 
The very reasonable price of $I.00 for the set of six 
solos should make this new collection a popular one for 
study and con t e s t  use. 

A REAL ERAG by Char-ca morey, PUb. Kendor Music, Inc., 
Delevan, N.Y. 50~ 

A grade 6 snare drum solo featuring the drag 
rudiments. This solo effectively uses syncopation and 
meter changes. 

h~AS~ ~N ~A~AHEHE WOOD PRINTS F~R XYLOPHONE AND 
~IESTRA~ OPUS ~iI by--Alan Hovkaness, Pub. C. F: 

Peters, N.Y. Rental (performance time 15 minutes). 
This work ~s performed on March 12, 1966 by the 

New York Philharmonic Orchestra with Yoichl Hiraoka as 
xylophone soloist (see programs). Previous performances 
have also been given by the Chicago Symphony, The Japan 
Philharmonic, and the Tokyo Symphony. As in mahy of 
Hovkaness ~ works the score is built not so much on t~e 
traditional Western device of thematic development as on 
theodore oriental style of continuous variation and rep- 
etition. The work is scored for a large, hut conven- 
tional, orchestra including harp and percussion instru- 
ments. The score and rental pa~ts are available from 
C. F. Peters, N.Y. ,~=~********** 

INTRODUCTION AND TARENTELIA by Earl Hatch, Pub. Earl 
Hatch Publications, 51~0"Vineland Ave., North Hollywood, 
Calif. 91601. $5.00 (performance time 9 minutes) 

An interesting, new concert piece for marimba and 
piano that requires considerab.le skill in handling two 
and four mallets. The chord voicing and technical 
passages indicate a fine knowledge of the potential of 
the marimba by the composer. The solo part and piano 
accompaniment are available in ozalid reproduction copies 
from Earl Hatch Publications. The entire Hatch Catalog 
of over 300 titles may be obtained from Masser Marimbas, 
505 Shawmut, La Grange, Ill. 60525. 

PETITE PIECE POUR PERCUSSION ET PIANO by ~/vonne Desportes 
and pierre Naudln, Pub. Max Eschig, Yaris (available from 
Associated Music Publishers, N.Y.) $4.00. 

The title "little piece" may be misleading, for 
this composition consists of three movements--one each 
for timpani, snare drum and tambourln@, and xylophone. 
This piece should provide interesting musical study or 
recital material. 

DRUM METHODS 

U~D~EN FUR KLEIN TROMMEL (S~udies for Snare Drum) by 
~Ichard Hochrair~r, PUb. Dobllnger, Wien-Munchen 
(available from Associated Music Publishers). $3.50. 

An excellent collection of I04 etudes and supple- 
mentary rhythmic studies for concert snare drum, this 
material covers a greet number of rhythmic and .technical 
problems of snare drum performance. The import price 
is reasonable enough that this fine collection shoul~ 
find its way into the American teaching library. 

I C A T I  O N S  

ELEMENTARY METHOD OF ERUMMING-VOL. I by Nat Leslie, 
Pub. Try ~bllshlr~ Co., ~54 Vine Street, Hollywood, 
Calif. $1.50. 

This methodbook presents very clearly and concisely 
the very elementary techniques of playing drums. This 
book should be of interest to instructors and students 
interested in set drumming as well as those using only 
the snare drum. The elementary techniques of set drum- 
mlng are introduced in the book alor~ with easy reading 
and a few basic rudiments. A "promotion certificate" is 
included at the end of the book. 

Encyclopedia for Snare Drum by Forrest Clark, Pub. Try 
Publishing Co., 854 Vine SO-reef, Hollywood, Calif. 
$7.50. 

This text contain 120 pages of rhythmic patterns. 
Separate section are devoted to various single stroke, 
roll, and flare combinations. It is not intended that 
this book should take the place of sight reading material 
as such. Care has, however, been taken to write identi- 
cal rhythmic patterns in various styles in order to 
accustom the student to reading many different types of 
notation. 

ENSEMHLES 

SYMI~HONY FOR DRUMS AND WIND ORCHESTRA by Warren Benson, 
Pub. C. F. Peters, N.Y. Rental (performance time 21 
minute s). 

This work was commissioned by the American Wind 
Symphony Orchestra, Robert A. Boudreau, director. It 
is in three movements: Invocatlon~ Contemplation, and 
Declaration. The solo parts for percussion require: a 
timpanist (4 drums), and five percussionists performing 
on keyboard and indefinite pitch instruments. This 
work is a Nelcome addition to the repertoire of per- 
cussion works with wind instrument accompaniment. Score 
and parts available on rental from C. F. Peters, N.Y. 

CONCERTO FOR FIVE KETTLEDRUMS AND ORCHESTRAS by Robert 
2arras, Pub. C. F. Peters Cor~., N. Y. $5.00 
(performance time 15 minutes) 

This concerto was written for and first performed 
by Fred Begun, timpanist and the National Symphony 
Orchestra of Washington D.C. in 1958. Both a technical 
and musical challenge for the timpanist, the work is 
built around the theme based on the old hymn tune "He 
Leadeth Me." The minature score, which has been reduced 
t o  extremely small print from the original manuscript, 
is available for purchase and the performance parts may 
be obtained on rental from C. F. Peters, N.Y. 

CONCERT0 F0~ VIOLIN AND PERCUSSION ORCHESTRA by Lou 
Harrlson, PuP. C. P. Peters, N.Y. 8cor6 $5.D0 (per- 
formance time 15 minutes). 

This work contrasts long lines in the violin part 
with strong rhythms and "spangllr~" colons in the per- 
cussion parts. In addition to the conventional drums, 
gongs, 'and triangles, Harrison uses unusual instruments 
including lengths of iron pipe, a set of empty coffee 
cans, brake drums, the chime from an old clock, and the 
strings of a double bass hit with a timpani stick below 
the bridge. Five percussion players are required. The 
printed score is available for purchase, and the per- 
formance parts are available on rehtal from C. F. 
Peters, N.Y, 

CONCERTO FOR PERCUSSI.0N. AND ORCHESTRA by Henry Cowell,, 
C, F. Peters, N.Y. Score $7.50 (performance time 19 
minute s • 

The composer feels that use of sustainea percussion 
instruments ~gongs, piano) with'familiar agile and 
exclamatory ones can so enlarge the expressive range of 
the percussion section of the symphony orchestra as to 
~UStify giving this instrumental body equal status 
with the strings and winds. In this concerto, the per- 
cussion group plays the role of soloist, somewhat as 
groups of instruments did in the 18th-century 
concerti grossi. However the form of the p~ sent work 
i~$hat of a ~hree-movement solo concerto. A timpanist 
and four percussionists are required. The printed mina 
ture score is available for purchase, and the perfor- 
mance parts are available on rental from C. F. Peters, 
N.Y. 

(contlnued neXt pasel 
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SUMMIT - snare drum duet ($I.00) 
snare drum trio (~1.35) 

~A~IS - Quartet: two snare drums, bass drum, 
cymbals ($1.5o) 

SHIPROCK - Quintet: three snare drums, bars, drum, 
cmbals (~.~) 

Percussion Ensembles by Maxine Lefever, Pub. Kendor 
M~slc, Inc., Delevan, N.Y. 

This set of grade 3 percussion pieces compliments 
the composers e~rlier set of grade , works published by 
Kendor. These ensembles are very well written for the 
young intermediate drum students, and use only the rolls 
and patterns most useful to the young snare drummer, 
with interesting bass drum and cymbals on the larger 
ensembles • 

~EXT BOOKS 

FJNDA_MENTALS OF M~SIC by Raymond Elliott, Pub. Prentice- 
Hall, Inc. Englewood Cliffs, New Jersey. $3.95 
237 pp. 

AS the title implies this text covers the basic 
fundamentals of music such as--meter, scales, tempos, 
dynamics, intervals, musical forms, chords, and terms. 
This book is an excellent one for preparing for college 
s~udy in music, or for a high school or basic college 
music fundamentals class. Highly recommended for all 
percussionists who are at all considering further music 
s tudy.  

THE TECHNIQUES OF ORC~ESTRATION by Kent W. Kennan, Pub. 
PrenC~ce-Hal±, Inc., Eng±ewood Cliffs, New Jersey. $7.50. 

chapters 13 (instruments of Definite Pitch) and i, 
(Instruments of Indefinite Pitch) are concerned with 
percussion instruments and give very fine coverage to 
this important family of instruments. It is encouraging 
to see newer orchestration texts such as this one 
devoting mere space to and giving accurate information 
about percussion instruments. The-~-~-~ liberally 
illustrated with excerpts from the orchestral litera- 
ture, and contains ample suggested projects at the end 
of each chapter. 

DaUM SEE 

Morris Lane 
The New Conception 
~enry Adler, Inc., New York 
6, pp., $3.oo 

Morris LanE, the New York Philharmonic percussion- 
ist has designed a stndy book which is quite possibly 
the finest work yet put forth in the jazz percussion 
field, and quite probably the most challenging and 
stimulating. The book, the prerequisites for which 
should be a good share drum technique, a developing 
rhy~c/metric perception, and a basic knowledge of the 
accompanist and sololst functions of the Jazz dru~mler, 
begins with a thorough explanation of what its author 

l !  I I  calls changing meter. This is followed by soma 
technical exercises which are mostly rather Jejune, 
Jazz quasi-cliches, and which need or need not be 
mastered before entering the book proper. 

Section I of TNC, lime all the rest, deals with 
the four measure so-~, this time subdividing the six- 

~ een beats of the four measure, ,/, meter phrase as 
+ 5 + 3 + 3, rather than the customary , x ,. As an 

aid to the development of an unders~auding of the princi- 
ple involved, and to help in the obtainment of a "feel- 
Ing" of this subdivision, the Section opens with a 
cymbal "ride" beat in the following pattern: 

to which are added, ~ep by step, left foot (hi-hat), 
left hand .(snare drum), and left hand (tom-toms and 
snare drum). This is followed by some twenty pages of 
solo exercises, each of which is to be played in al- 
ternation with four measures of standard tlma-k~eplnE. 
Not all of these are necessarily conducive to swinglng, 
either rhythmically or techr~Ically, but they do pose 
some interesting musical proble~ns and continue ~he devel- 
opment of the feeling of the subdivision. Upon com- 

pletion of the Section, the student should be well in 
control of the 5 + 5 + 3 + 3, and may then repeat the 
entire series of exercises, using all the possible 
pex~mutatlons of the order (5 + 3 + 5 + 3, 3 + 5 + 5 
+ 3, etc.), and my even experiment with rhythmic motifs 
of his own, rather than use the ones fang has written. 

The remaining three Sections are in similar format, 
and are to be mastered in the same manner as the one 
described above. Section II subdivides thephrase as 
" + 3 + 5 + "; Section IIl as ,/4 + 5/" + 3/8 + ,/4 + 
3/8 (equ@Is thirty-two eighth notes, equals four ,/.4 
measures); Section IV as 5/8 + 5/4 + 3/~ + 4/4 + 3/", 
producing, as does Section III, some intricate 
syncopations. 

The only native criticism of this book might be 
that Mr. Lang, because he is not himself a Jazz drt~n- 
mer, is not completely aware of drum-set technicalities 
and the rhythmic vo~bulary of Jazz music, and has writ- 
ten some exercises which are, in a word, awkward. 
However, this may be for the best as this awkwardness 
calls for the studies to be learned at a fairly slow 
tempo, and for each one to be worked out very carefully 
and repeated many times until it feels comfortable. In 
undergoing such a process, the student will come to 
sense the "unusual I' subdivisions as easily as he does 
the , x ,. 

Again on the positive side, ~. Lane has used the 
following drum-set notation: 
Cymbal 
Higher tom-tom • 
Snare drum • 
Lower tom-tom 
Hi-hat ° ~  o ' 
Bass drum 

which the reviewer has been using for years in his own 
notebooks, never quite able to figure out why in the 
world no one else had adopted such a simple, logical 
spelling system. Someone finally has, and kudos to 
Morris Lane for so doing. Letls hope it becomes 
standard practice in drum-set literature. 

One last, albeit less tangible "plus" for this book 
would be its possible role in assisting Jazz music to 
break through one of its biggest bonds, that is, its 
tedious dependency on meter and even pulse. Jazz 
musicians have been working with meters other than the 
customary 4/, for some time now, but the constant beat 
is still there, as is the regular bar-line, almost to the 
point of driving listeners to distraction. Should a 
few imaginative Jazz drummers master this book, practi- 
cally and theoretically, and finally put on their think- 
ing caps, the day will not be too far off when a Jazz 
quintet, for example, may be heard to maintain five 
separate meters in five separate tempi, freely incorpor- 
ating accele~andi and ritardandi, much as they incor- 
porate other types of glissandi. 

But enough of conjecture. In closing, let it be 
summed up by saying that .~ne New Conception is as fine 
a contribution to percuss~bn literature as has been 
seen in recent years, and is a must for the libraries 
of professional performers, Jazz and otherwise, teach- 
ers, and intermediate/advanced students. It is to be 
hoped that th~'s virtual classic meets with the success 
it so rightly deserves, review by Rupert Kettle. 

NEW TIME SIGNA%~JRES IN JAZZ IIRUM~NG by Ed 
Shaughnessy, Pub. He~y Adler, Inc., New York $2.50 
39 PP. 

Another fine book, also pertinent to Jazz drummlng, 
has recently been added to the Adler, Inc. catalogue, 
that being Ed Shanghnessyls The New Time Signatures in 
Jazz Dcuimnln~. M~. Shaughnessy, an excellenD New York" 
studio percussionist and one of bhe most underrated 
Jazz dmlm!m~s arotmd, has been experimenting with "odd" 
meters in Jazz music for many years, and his knowledge 
of the subject is very much in evidence here. Also in 
evidence in the~bookls layout and comprehensiveness is 
his teaching skill, for which he is well known and 
respected. 

The first section of NTS purports only to acquaint 
the student with the usual'~usual" meters found in 
Jazz music !3/4, 5./4, 71R, 718, 61,, 914 6~, 1218 and 
9/8, in that oraer), to show him the standard accom- 
panlmmntal patterns used, and to help him develop a 

(co.~Cinued n ~ c  DagQ) 
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feeJ for the meters. This should be of tremendous 
importance to teachers because, while there are several 
study books now available which incorporate the 
various time signatures, this is the only one that 
starts from scratch and may be used to serve as an 
introduction to these figures, Upon completion of this 
book, studies from.~ne manuals of Morello, or so on, 
may be co~nenced.with little or no difficulty. 

Section 77 of NTS deals with the interpretation of 
dr~n parts in the ~-E~ous meters as found in dance or 
Jazz bands. This is a highly significant inclusion 
because of the typical sketchy nature of the percussion 
writing used by arrangers, and often, the inability of 
the inexperienced player to cope with even a simple Jazz 
dr~n part, no matter how good a "legitimate" sight-reader 
he may be. It is hoped that similar treatment will 
one day be given the standard 4/4 dr~n part, and pre- 
sented as well as Mr. Shau~huessy~s cogent handling of 
this material. 

In New Time signatures, Ed Shau~hnessy has done 
his usua~ fine ~ob, and ~he book should be a welcome 
addition to the teacher's pedagogic repertoire and the 
intermediate student's schedule of studies, review 
by Rupert Kettle. 

INI~P~IENT THI .NKIN.G--A COORDINATION ~JIE~ P0R DRUMMERS 
by Joel Ho~hman, Pub. J. R. Publications, 251 Eas~ ~pth 
Street, Brooklyn, N.Y. $2.00 

A fine looking new collection of independence 
studies. Hand exercises are given first with a triplet 
base, next with a 16th note base, then there follows 
three count patterns s~erlmposed over a ~/4 meter, 
and the final sections applies snare dr~ and bass dr1~n 
independence against the ride beat. 50.pages of good 
material for the progressive drummer. 

BASS IRUM CONTROL by Colin ~a~ley, Pub. Try Publishing 
Co., ~5~ V~ne S~ree~, Holllneood, Calif. $3.50 

According ~o the authSr, this book was written for 
the purpose of developlr~ greater flexibility in bass 
drmn technique. It includes a variety of hand-foot 
studies including rudiments broken between the hands and 
foot. 

INDEPENDENCE FOR THE ~EGINNER-VOL. I b y  Chuck Flores, 
Pub. Try. PubllshlnE Co., ~D@ V~ne Street, Hollywood, 
Calif. $3. o0. 

This collection of independence exercises starts 
with the easiest patterns and works throuEh to more dif- 
ficult ones. E a c h  section contains snare and ride 
e~bals, and snare, bass, and ride cymbal exercises, 
finishing with ~ o4 8 bar solo studies. 

INTRODUCTION TO PERCUSSION-VOL. I by Louis Bellson, PUb. 
  reet Hollywood Ca if 

This text is not a method book of exercises as 
such, rather it contains music and some studies and 
written suggestions by Bellson. Special Features 
include: a pull out roll chart, an explanation of the 

~ , and the actual percussion parts as played by 
on Roulette L.P. Explorations. 

Ton Marks of 

an Educated Man 

1. He keep• h i s  mind open on every quest ion u n t i l  the evidence i s  a l l  in .  
2. lle alway• l i s t e n s "  to the man who knows. 
3. He never laughs at new ideas. 
4. He cross-exmineu his day-dreams. 
5. lie knows his strong point and plays it.  
6. He knows the value of ~ood habits and how to form them. 
7. He knows when to think ~hd when to call in the expert to thi'nk for his. 
8. You can't sell him magic, 
9. lie l i v e s  the £orward-|ooklns, outward-~ooking l i £ e . .  

10. He c u l t i v a t e s  • love o f  the beau t i fu l .  

Music Article Guide 
• qvar~ly ~-catqorr  refer~ce rd14e te .[s=od artld¢* 

in tim nadan°* m~lc pert~:~ca~ 

156 W. CHELTEN AVE. (ROOM 5), PHILA., PA. 19144 

.Most readers  will be surprised to learn that there are apprczinmtely 

160 music magazines-published in this country! How can a dedicated 

music educator keep up-to-date with what 's  in them ? The dilemma 

seems to have been ingeniously solved by a new and unique service 

called "Music Article Guide" with offices at 156 W. Chelten Avenue 

(gm. 5), Phila. ,  Pa. 19144. Published quarterly,  in loose leaf form 

for ease in filing, the "Music Article Guide" l ists  pertinent date (includ- 

ing capsule descriptions) on all signed art icles appearing in the nation's 

mttsic magazines. For.added convenience, each article is assigned to 

one or  more of ten music specialty categories - Bands and Orchestras;  

Choirs, Choruses and Organ; Piano; Composers; Concert Art is ts ;  

Musicology; Hi-Fi  and Stereo Equipment and Recordings; Dance- 

Classical Ballet, Modern and Folk; Jazz, Pop and Folk Music; and 

Miscellaneous. Each category is available to a subscr iber  at $2 pe~ 

year; the entire set  of ten costs  a modest $7 per  year. School music 

aepartmentp and individual music educators may order  subscripCdc~s 

by writing to "Music Article Guide," 156 W. Chelten Ave. (llm. 5), 

Phila. ,  Pa. 19144. 
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PERCUSSION INSTRUMENTS 
Adler, Heary • 

45 Basic B o ~  Boats 
B e ~  W ~  

Three pieces for percussion qusrtet 

Fu~hatta alia Slcill•na 

CoIEras~ Mickael 
Six allagro duets for parc usalon (Lawson-Gould) 
Six unaccompaniod solos for snare drum (Lawson-Gould) 

Crasten. Paul 
Concertino for marimba and orchestra. Reduction for marimba and piano 

WlUiJn 
.4. Jdmpla and practical method for xylophone, marimba and bellJ 

Three D e ~ - f o r  Three Timpani. Op. I1, No. 2 
Startz~ Earl S. 

The S t u r f ~  Ib rum Inltructor. PL'OErN~tWt Method 

I 
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: ou T H E  D R U M M  E,RS 
! .  z B U L L E T I N  B O A R D  

b~l Richard P~ul .L~No. 6 

T h i s  page may be de -  
t a c h e d  £or  your b u l l e -  
t i n  board o r  no tebook .  

~o~me~ta, q u e a t i o n ~ ,  & 
• u a g e ~ t i o n a  £or t h e  DB~ 
• hou ld  be  s e n t  d i r e c t  t o :  

Richard  D. Paul  
c / o  P a u l - H u e l l e r  S t u d i o s  
3021 North T a l b o t  S~. 
~ .udtanapo l ia ,  I n d i a n a .  

~'tq. 1 

f~q. 2 

¢~,b 3 

f;q- 4 

thq. 5 

The tambourine is another of the deceptively "easv to pla~' 
percussion instruments. And it certainl V would be easy to 
play, too,if its role within the band or orchestra were 
limited to simple rhythms st a m;oderate dynamic level. 
Fortunatel V composers have not held such a dim view of the 
potential of this colorful instrument. It is not rare for 
a score to call for the tambourine in one instance to play 
soft, delicate patterns behind a single flute, and in thm 
next, to leap to a cracking sforzando loud enough to accent 
the Force of s full orchestra tutti. Technical demands 
such as these have led percussionists over the vears to 
develop many varied playing technics and it will be 
necessary for the aspiring percussionist to master at least 
the baslm ones in order to feel at home in the modern 
percussion section. 

Figure I. shows the player holding the tambourine with 
the right hand and plsving against the head with the left 
fingers (for soft plaving) or fist (for loud strokes). 
This technic makes the complete dvnamic range possible but 
it is clear that the plaving speed will be limited to thm 
speed with which the performer can move one hand. 

Figure 2. shows the tambourine tilted to one side (head 
down) while the player taps the rhvthms against the rim oF 
the shell. This is good for verv light work emphasizing 
the sound of the jingles with little or no sound being 
contributed bv the heod of the iostrument. The player can 
articulate soft rhythms quite clearly but he will be 
confined to the very soft to moderately loud dvnemic range. 

In figure 3. the plsver has placed the tambourine(head 
down)on a cushion. He now has both hands free to play 
upon the rim of the shell and his Pl~Ving can be as fast 
as his two hands will move. The dynamic ~ange again is 
limited to softer playing,however, he can increase its scope 
by switching to timpani mallets for iopder parts. One 
serious drawback to this playing proceedure is that the 
normal tambourine roll is next to impossible to execute. 

Figure Q. shows the performer precariously perched on one 
foot while he slternatel V strikes the tambourine (head down) 
against his knee and his fist. A tyoical part for this 

-~ ~ r~, The shake roll can approach would be: ~ ~ ~ ~ -t-3=~LW~JF~=~ 
~ ~ ~osition but it is ~be played very conven~entl y from ~nms 

very d~cult to play softer than mezzo forte. This technic 
is most suitable for those characteristic "fast and furious ~ 
tambourine parts. 

The shake roll shown in figure 5. is accomplished by 
rapidly (almost nervousl V) shaking the tambourine. 
Rolls can be started and stopped more clearlv if the 
plaver lightly taps the heed of the instrument with 
his left hand at the beginning and end of the rollo 
Applying more force and closing the hand into a fist 
turns this t~p into an accent. 

The thumb roll illustrmted in figure 6. is considered 
by man V to be the percussionist's enigma. Th~ roll 
caused by friction of the thumb sliding against the outer 
edge of the t~mbourine head is difficult to perfect. 
It seems that the thumb will invariably slip without 
causing even a ripple of sound just when you need it 
mo~t. Moistening the thumb slightly will help but the 
use of rosin off~rs ~ oreat~r measu~-e of security. 
The thumb roll is often called for spscificall V in the 
percussion score,however,it m~ V bP used for most 
delicate roll passages. 

15 



P R O G R A M S  
NORTHWESTERN UNIVERSITY 

SCHOOL OF MUSIC 

PERCUS$1ON--~ARIMBA ENSEMBLE 

GORDON PETERS, co~ucto~ 

Tu~ey, April 19, 1966, 8:1S p.m. 

LUTKIN HALL 
Evanston, Illinols 

Percuu,;on En~mble 

Three ~-othen . : . . . .  M~d~eel Cokjress 
Pro:usa;co Music for Three Players Gerald Stran~ 

Med~rsle 

October Mounfale . . . . .  Alan Hovhaness 

Suits for Parcuss;on . . . . . .  William Kraft 
r-'e~erlt 
A~deatt 

T~c*ta 

In the Sty¼ of Berrmrd Roars Gordon Peters 
~ P i ~ c ~ s ~ s  e~l  P~ane 

-- Inhtrm;sslon 

Marimba Ermtmb~ 

Pr~l~llo No. XXIh from *he Weft.t,rap*red 
Clavier, Book I . . . .  Johann Sebastian ~ech 

Rnodo d e  Turca, 
from P;ano Sonata XVI Wolfqang Amedeus Mozarf 

Spanish Dauc~ . . . . . .  Mori~z Mus~owskl 
Rifual Rm Dane~, from B Amor Bru}o Mant~l DeFalla 
Surrey with the Frincj• no Top, 

from OId•hon~ . . Rodgers end Hammerstein 
Test* of I-lemy . . . . . .  Rob*r* Scoff 

an'. Robert Nelmn 

INDIANA "UNIVI~ITY 
SCHOOL OF MUSIC 

MEMORIAL CONCERT 

Edgard Varese ~885-~5 

I~¢~A~A U)l't't'Izsrt-~ I~IA~A UNivn~rr t  
Wn ~  Ck,~,,,--r~ Pnoussu3~ E ~ s z ~  

Atraoz Comu, C~vJarh, r Gaotot G~zz, C ~ t e ~  

V~m~t Ggeav, Fh~ ~, ~,,--ng VumoSo $~n~u~ 

Men of the Unlve~ty S;ngen 
Gzo~oz Kaur~ ,  D~rsctor 

~k.,.,.~ de Li.*b~t 
Lacr~  du ~d 

(z72s) 
A.,~z L~t 
Tm v~f t't m~sux 
Grtve---Aak~ t't j ~  

H ~  0~24) 

zonb. ,~ ( z ~ )  

INTF.J.MDlaION 

,v.,¢mt,:,~d (igs~) 

NewYork Philharmonic 
L E O N A R D  B E R N S T E I N ,  Mu~icD/rector 

o~z ~USDX~D ~rw~N~v-vou~rn szxsos 1 9  6 5 - 1 9 6 6 

Saturday Evening, March 12, 1966, at 8:30 7066th Concert 

Andre Kostelanetz, ¢o~d~c,or 
YOICHI HIRAOKA, Xylophonist 

DUKAS The Sorcerer's Apprentice, Scherzo after a Ballad 
of Goethe 

DEnUSSy *Prelude to "The Afternoon of a Faun"  

H O V H A N E S S  Fantasy on Japanese Woodprints, for  Xylophone 
and Orchestra 
(New York Pren~cre) 
YOICHI HIRAOKA 

I N T E a M I S S I O N  

W I S C O N S I N  

STATE M U S I C  C O N V E N T I O N  

January  8-10, 1966 

M~dison ,  W i s c o n s i n  

~/I$(X~NSIN STATE UNIVERSITY 
PERCUSSIO~ ENSEMBLE 

Whttewater, WIt<om~ 
Jay Coil/m, ConductOr 

IqtOG'•AM 
nm-D,,wsl ~ 

A r n i e  Quinonez~ band d i r e c t o r  a t  
H e m i n g f o r d ,  N e b r a s k a ,  e v e r  alert 
for a good  buy i n  p a r c u a s i o n  
i ~ a t r u m e n ~ a ,  f o u n d  ~ h i a  ad v e r -  
~ ta t ,~en~  i n  a l o c a l  nnwspaper t  

~JSgD DRUH SEE WITH SYMBOLS lrOR SALE" 

Fantasy on Japanese Woodprints, 
for Xylophone a,d Orchestra 

ALAN HOVHANE~ 
Born March $, 1911, Somervilk, MaMachu/ett~ i~w llvlal la ~ Y c~-k C~,ty. 

E vE~. since the vogue for cldnoberle and twqucr~ of the c e v ~ u ~  and 
eighteenth centurier, Watem artt~ have been fasnimS~d by the culture 

of the Near end Far East. The u~dled "Turkish" mulls of the Clem.l~d ale 
of Haydn, Mozart and Beethoven is • naive example o! this. T k  F..~t did not 
become a serious influcuce in We~em music until Debtmy~ di~ovet 7 of the 
whole-tone scale of Southeast Asian music at the Paris Worid~ Fair of 18119. 

Today the pruces~ of acculturation has gone far. "rheru a~ many Ea~em, 
apse/ally Japanese compceent who have taken over contemporary European 
idioms. Among the most prominent Wustcm oompceere who have ndap4ed 
EastErn s~ics and tcehnlquc~ is Alan Hovhanca. 

Mr. Hovham~ was horn near ]E~tto~ of an Armenian hther and an Ame~- 
ice• mother. He was educated in this country, studied brleny at Tufu College 
and longer at the New England Comervat•ry o[ Music where Frederick S. 
Converse was his instructor in compotltion. He was nearly thirty wixm he 
began t• respond to the Oriental part of his heritage with a growing interest in 
the music of ancient Indian and Armenia• teadhlon& At this time he dcetmynd 
rno~t of his many earlier composi6ons, among them two symphonks and several 
operas, Hit style which had bee• ~-ongly inducncnd by Sibellus. chart, gad 
radically under the innucnne of his study of the mtudes of the Near and Far 
East. 

Today Mr. H•vhane~ is known for bh strik~gly personal amalgs.Tn of oc~  
deetal and oriental traditloce. Like orle•tal muslci#m, he rayon both ext~mdy 
free and highly complex rhythms, • style of melody which sounds modal to 
Western ears and is sometimes extremely florkl. His soorM are b~It not to much 
on the traditional Westeru device of thenatle development m on the more 
orle•tal style of continuous variation and repetition. 

The recently completed Fantasy on ]ol~n~e Woodpri•t$ was tint p e r f ~  
by the Chicago Symphony at Ravinia Park on July 4, 1965, under the direction 
of Seiji Ozawa, with Ynichi Hiranka us xylophone soloist. It was repeated on 
Sep{emher 30, 1965, in Tokyo by the Japan Phillutrmcolc under the direction 
of Andre Koste.Jauctz who also conducted the Tokyo Symphony In the same 
score on the following day in Nagoya. 

The composer achieves the exotle sonorities of his new score, which is dedi- 
cated to Yniehi Hiraoka, with a large, but not unoonventlonel orche~rL 11 
c•nshts of 3 flutes (third flute alternating with piccolo), 2 oboes, 2 niarineU, 
2 bent•one, 4 horns, 3 trumpets, 3 trombon4~ tuba, and kettledrums. Also, 3 
percu~on groups, the first includin~large bast drum, large tam tam, and small 
bass drum; the sucond, glockenspiel imd large drum; and the third, vibraphone. 
Two harps (second harp ed llb), celesta, and the traditional strings ¢om- 
pkte the ensemble to which Mr. Hovhane~ adds a solo xylophone. 

The Fantasy consists of • ~:ries of mood p~ures ~pired by wood-block 
prints of old Japan. The opening picture, of the greatest delk~tcy, ~cousists of 
alternating tone colors: the first an ethereal xylophone solo with a back- 
ground of high smttined strings and murmuring pizzlcatus, the .u~ond, an 
go•amble og chromatically sliding oboes and clarineL1 ap-lmt murmuring harp 
figures and. •gain, high sustained string tone. The third l:ACture, of a mort 
ceremonial cast, employs solemn brass wtth ~ow moving strings and percu~lon. 

There follow, in the nempo~r's word*: "touches of humorous, clown-like 
vignettes. A crescendo in free rhythm ushers in a wikl festival w.~.  The mnd~a 
orchestra at f ln~ imitates an orch~tra of aneknt tmtmmeaU with microtonni 
idldes. No folk, no tradh[onel moludles are used. All melodies are Original 
creations of ~ compo~r. They are evocetlous of hh love for Japan. Its ex. 
traordinary art, and vitality." 

16 



U~vmh7 A.d~*o~m 

STATE ~ - Wl~xmwAT~t .  

D~'AI tTMi~  Ot' MT,~IC 

SENIOR RECITAL 
JOHN .1. ~PASl~&N,  P=am;m 

r r t~y,  ~ 2~, z966 

Nt~7 Krk~ ~ 

MUSIC POX PI~ AND MIUTARY DRUM 
F/¢/~ ~ *! t&, U..9..,4,,,,~ ,,~a;,, t ~ ~1~ R.~/J~u,y Ww ~,~ 

Wreda='z I)t~,ltht= 
I-I~ ca the W d m h  
Domd, ll d h.~s 

B t d ~  

Gtuet~ 

C u d  D.em~,  Coty ~ Philtip S ~ - .  Ruth Schoff, H*~i ¢l*~pets 
j~ p,q.t.e~ x~oebo,,, m~ r , , , , h ~  

~ =,xt=m 

Mr. Jty ca!; . .  ¢~ , , l e~ r  

HO~A STACCATO ( ~  ad ~/~m) 

CA$$ TEOI MUSIC DEPARTMENT 
CABS TECHNICAL AUDITORIUM 

FRInAY, APRIL 1, 1t$$ 8:tO P.M. 

ENSEMBL~ 
PEROU8810N 

R~ H~ 

Mttrdt, H ~  ............................ Ho~ 

Mot/4~ .......................... H~ 

A0zfro M~.,,z/a~ 

/~rrt, Wo~/*, W01/am G/tt/zn, Art-. by Ha// 
R~,ttl~ H~, Miohasl Ma#~ 

Ctmt~trkytkmlc O~tr~mto . . . . . . . . . . . . . . . . . . .  Im~r~o'~. 

B a r ~ x g  Hou*t omrrfu~ . . . . . . . . . . . . . .  Ho'o~ 

A Ptrcgld.o~l Pe,~ngr~t~ ......................... Hall 

Not Your Song ~ Wi tk  It. 8 1 ~ g  . . . . . . . . . . . .  C=bt 
Tht Combim~ E~¢mbl~ 

8:00 P.M. 

Yveene D~pocu~ 

Surltach 

Wm~et Thtt lch~ o~. M 

University of Cincinnati 
COIJ.31GB-CON~RVATORY PERCUSSION ENSEMBI~ 

~D'WAttD It. 'WUIISOLD. ~ 

Itmetm . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  : M/ckad C ~ w  

S ~ S School o f  ~uslc Percus~lon Ensemble will perform at 
~ Penna Colleglate Band Festival ac Eli~bethtown College, 
is~bsthtown, Pa. on March 2oth. The program will include: 

~m. J .  ~ h i n s c l n e ,  dirmct;or 
~ree Brothers ................................ I/.~chael Collgrass 
:tet ............................................... Hobert Ward 
:hmrso for Percussion ......................... W. J. Schlnstine 

to for Hand Clappers ......................... Warren Benson 
'and Canon ................................ W. J. dchinstltm 

~Ot four snare drum trios} 

. , F ' I r .  t'OOPJ, L 
Hutkes H~ ,4sdmvi~m 

STEVE PEEBLES, P=,~.;~s 

A N ~ E  AND )'AC~U g$ P~|LI~OII 

~.Pl]~D PI#SI~G~X 

Ct~IR O. MUSSUt 

~I"|V| ~ [ | I L I $  

S.i~e /or M*.ml,. 
I R~4.*oss i. BIll( 

I I I  ~,~'k =hi S~re 

Prelsde, Op#t 11, No. $ (Mtrtm~) 

Two M ~ l s  /or Perc~mon 
I Fsn/sre 

I I  ~xar~ios 
Auisted by Dean A~teman, Vib~ 
Lou Agdcst~ Ma~r~- 
Don Browne.~.mre Drum atu:l Tymptni 
Ray Steddard, B~m Drum 
Dave glopfen.t~n, Btalg,dcd Cymbal 

and Tyml~ni 

INT~£1U41MION 

II F~ts 
IF Pttsto 

t~ vw t~oo~ Bsli 

THE UNIVERSITY PERCU&~ION J~NSEMBI~ 
I/o,t~ L. Mooae, Dir~or 

Ch~r~'~ J. Sine., Piano and P,~y ~kedd~rd, ~ . : b ~  
Celeste " Steve ~ Xylepheae " ~ .~. 

Robert Lowry, ~ r t n o  and D~mn Appkman, Xy~ 
Sopranino l~cct'dets L,e.n rtsnts, Tym~_ 

Do~ Browne, Marlmb* 
J a n',~ Fox, Gongs 

,SCHOOL OF MUSIC THE OHIO STATE UNIVERSITY 

Grtd~mt t P.eci ,,a Sm~. l~ .~- l~  
Tt~tsd*y, Mstt~ I. I:OO P.M. 

Hu t . s  Hs8 /b.titeff.m 

DANIEL RUDDICK, P , = ~ ,  

~ I-t*'J.TgX|ZlGLI 

BAIIU$ MILXAUD 

Pro~u C.~re I=" Id~imhr a d  I~.o 
Pr¢:lo 

Compotcd for Mr. Rudd~:k 

S, im o! Br*,dli, s Fol d $o~1: 
1 HI#~W de Pes.Mort: 

Ill F~es FEr C~o ~ • $i~ 
IF Macwm~. 

Auisted by Mr. Pttbles 
a~d Mr, App~'mn 

Coscer~ l,~sr ~ et pedt *rr~s~ 

ORCHESTRA P ~ N N F ~  
EV^N WHAt..t.m% Conductor 

fzieli~ 

Ksthryn Walker 

,L.I~UW~ I c l . ¢ z n  
/sn;~Bsket 

Vs~tt 
Laurc~e Burkhalter 
Rir.hud Gr=a 

V/des -d// 
Gordon Eppenoa 
Philip GssklU 

SCHOOL OF MUSIC 

Tl~ron McC]~ 

Flw~: ~d PA~,~ 
~,ph Lord 
~t l~r l  ~n&.~stk 

CIo~ncu 
Hm~rd ~ .  I 
GatT Wt~ker 

Tmm,~-t 
Ric~t~ t ~ c n c ~ f  

Trom#o~e 
Do,aid Howtt 

THE OHIO STATE UNIV~tf~TY 



TYN, PANI 

Holdlr~ the ~11ets 

' ~0  type o£ g r i ~ :  (Either is correct, pz 'ov ided both 
hm~le assume Identleaz positions .) 

(i) ~Umb and index ~Inger (2) ~nu=b and index £~e~ 
with thumb on top. with the thumb on the 

s~e. 

T F . . c H  N I C A  L S I D E  

~=chnl~ &n~ Tone l~o~uct=on 

Tone quality varies a c c o r d i n g  to the pa~t o~ the head 
sg:u~k= 

I- "Eds¥," rlnKinK sound. 
Tone sustalns, but is 
thin. Good ~o~ st~rt- 
InK ~olls planlssi~o. 

II- Best Eeneral playln~ 
area~ pitches 
clear, tone q~llty 

~, bes t • 

~ZI- T-~ttle sustlnence, 
pitches f~Ir, may 
be used for ~pld 
artlculatlon. 

IV- "De&d" section, 
pitches not deS- 
Ini#e, llttle or no 
duration. 

above me~murez~ents a re  f o r  a 28"  
k e t t l e ;  these v a r y  l n ' O p O r t t o n ~ t e l y  w i t h  
the  alze o f  the ~ttle. 

"Regal Tip" drum sticks are 
manufactured from the finest 
hickory wood available . . . 
hand rubbed to a beautiful 
finish, packaged in matched 
pairs. After four years of use 
by professionals and students 
alike, the original Nylon Tip 
drum stick bearing the name 

"Regal Tip" is still the finest 
available today. 

t 

Combo Model (16" thin) 

Jazz Model (16" medium) 

J. C. Model (16" medium heavy) 

Silhouette Model (15" Pencil) 

Jake Hanna Model (16" super balance) 

3A Model (15z/z'; medium dance) 

5A Model (16" heavy dance) 
6A Model (15" medium dance) 

7A Model (15" light dance) 

2B Model (16" heavy concert) 

5B Model (16" light concert) " 

• . • Mad l  t ~  . . . 

J. D. Calato Mfg. Co. 

,.~,~.~ O|LDF.P~I~ PRODUCTS AND MUSIC- MENTIOn' ZHAT YOU SAW IT ZN' 

c ~ $  IVE 

~ ~ I _l j j ...... j 

___.i _.j' 
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THE ( ~  BILLOTTI 

"I'Ri 0ME 
T H E  R H Y T H M  M E T R O N O M E  

Combines 3 dissimilar beats into variable rhythmical patterns 

Reproduces all basic elements of time to aid... 
MUSIC TEACHERS, JTUDENTS, PERFORMERS 

• Complements any rhythm cour se -a t  any ~tage 
• • Accelerates progress at home and in classrooms 

• Guides professionals and amateurs 
through di~cul t  passages 

Beginners and advanced students can now 
drill themselves to develop an 

A C C U R A T E  R H Y T H M I C A L  E A R  


